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7he Zork of the Serbian Society for Aesthetics of Architecture and Visual Arts 
for the second time Sresents itself to the Sublic by a thematic block SreSared 
f or SAJ. In the context of the Society Zork there Zere develoSed the formats 
of disciSlinary discourses of architecture and visual arts, interdisciSlinary 
studies of various architectural and artistic fields, and transdisciSlinary 
and transcultural maSSing of Sotential areas and contexts for research of 
the aSSlied aesthetic theory. 7he aSSlied aesthetics and aSSlied ShilosoShy 
Zere synchronously develoSed by means of Sotential humanities and social 
scientific disciSlines as an oSen and Sroblem solving theoretical Sractice of the 
research of discourse on architecture and the arts. 

7he thematic block Complexity and Involvement in Contemporary Aesthetics 
is the result of the virtual conference Zithin Zhich context it is debated about 
the issue of contemSorary aesthetic and ShilosoShy of architecture, visual�
Serformative arts and critical Sractice at the beginning of the second decade of 
the 21s t century. ContemSorary comSlexities and involvements are indicated as 
essential accessing Sroblem units. It concerns the comSlexity of the discourse 
on aesthetics, hoZever, also the architectural and artistic manifestations Zhich 
these discourses relate to. Involvement is seen in modalities of communication, 
action and exchange both Zithin the field of architecture and visual arts, as also 
Zithin theori]ing of contemSorary aSSlied aesthetics, aSSlied ShilosoShy or 
scientific sSeciali]ations. In this context the interdisciSlinarity is understood as 
movement betZeen defined disciSlines Zhich are brought into eSistemological 
correlation, and transdisciSliniraty is understood as Änomadic movement³ and 
Ätransitory-existence³ in various disciSlines and disciSlinary contexts. 

7he texts in the thematic block Complexity and Involvement in Contemporary 
Aesthetics have been set as a collection of interdisciSlinary and transdisciSlinary 
studies on:

CRITICAL THEORY 
OF SPACE

RETHINKING 
MODERNISM

PERFORMATIVITY 
AND ARCHITECTURE

FUNDAMENTAL 
ARCHITECTURAL 
AESTHETICS

POLITICIZATION 
OF ARCHITECTURAL 

THEORY AND 
AESTHETICS

(r]en
and

Somhegyi

Amanai
and

Nikolić
Srećković Stevanović

SZitek,
âuvaković 
and Dedić

7hese comSrise the debates aiming at ´hard theori]ation´ of modern aesthetics 
through confrontation Zith the comSlexity of modernity in relation to the 
aSSearance of time and sSace in social and cultural Satterns of architecture, 
vusuality and Serformativity. 

7he authors of the scientific debates from diverse cultural contexts of 
contemSorary global and transitional Zorld and thus the ideology of 
ÄcomSlexity and involvement³ is underlined ± they come from: 7urkey (Jale 
(r]en), +ungary�7urkey (=oltin Somhegyi), JaSan (Daiki Amanai), Poland  
(*abriele SZitek) and Serbia (Vladimir Stevanović, Nikola Dedić, Sanela 
Nikolić, BilMana Srećković). 
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THE CITY AS SOCIAL SCULPTURE

A B S T R A C T

7he arguments in this SaSer try to shoZ that the city is basically 
a social sSace and that before its fixed Shysical matter in the 
form of architecture and urban structures, it is the SeoSle that 
construct the essential character and Sresence of a city. 7he idea 
of social sculSture is taken as a vivid metaShor that refers back to 
the Zork and ideas of JoseSh Beuys.  Beuys claimed that events 
and actions of the SeoSle in a city Zere social sculStures and 
he illustrated this in his famous street-sZeeSing Serformance 
Zith his students. 7he city belongs to the SeoSle and cities are 
resSonsibilities of their inhabitants.  In arguing for this, the SaSer 
refers also to the *(=ø events in Istanbul. 7hese arguments lead 
to the conclusion that more vital and meaningful art of the future 
Zill have to relate to the urban context more than anything else. 

0iddle (ast 7echnical University, Ankara

original scientific article 

approval date 03 02 2014 

UDK BROJEVI: 711.434; 502.131.1:711.434; 316.334.56

    ID BROJ: 207127052
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INTRODUCTION

0y argument focuses on the idea that the city is constituted Srimarily by 
the activities, relationshiSs, bodies and attitudes of its social entities. I Zill 
back-uS this thesis Zith Beuys¶ term µsocial sculSture¶ Zhich he coined for 
a social-activist event that he reali]ed Zith his students, sZeeSing the streets 
and collecting trash. 7he term social sculSture is indicative of a relationshiS 
betZeen the larger Sublic as society and art Zhich has a sSecific Shysicality, 
Slace and meaning. µSocial sculSture¶ has to be understood as being very 
different from µSublic sculSture¶� it refers to a community of individuals that 
create a formal mass Zhich is both material and metaShysical.  

I use the term coined by Beuys for a sSecific event, for a more comSrehensive 
context, the city. 7he city understood as social sculSture imSlies a greater Zeb 
of relationshiSs that are Shysical, sSiritual, Solitical and aesthetic.

I argue that recent uSrisings and activist events Zhich have been taking Slace 
in many cities, voicing neZ exSectations from the city, have given form to a 
neZ conceSt of urban life.  

SOCIAL SCULPTURE 

Beuys referred to his action of sZeeSing the streets Zith his students, on 
the :orkers Day on 0ay 1, as µSocial SculSture¶. 7his conceSt Zhich is a 
synthesis of art and Solitics, introduced in the early 19�0¶s, Zas SroShetic 
of the dynamics and aZareness created by urban manifestations and social 
uSrisings till our day. Although this action cost Beuys his Mob at the university, 
both his Serformances and installations that aimed at connecting art and 
everyday Sraxis Zhich he reali]ed Zithin the Fluxus grouS and his activities 
and manifestos Zithin avant-garde movements have Zon him an unforgettable 
Slace in the 20th century art.  

Although Beuys Zas invited to Moin the university some time later, the 
SrinciSles of the Fluxus art grouS Zithin Zhich he Zorked Zere to make 
contact Zith everyday life and Zith society from outside of institutions� to 
make life in all its manifestations the subMect and context of art. 7his SrinciSle 
can be valid both for Solitical and non-or anti-Solitical Sractices. In fact, 
as Ze have seen during the *(=ø events resistance and oSSosition have 
assumed reality and validity through multiSle relationshiSs, through everyday 
activities, Sractices and through art and have also attained an aesthetic content 
as engaging activities. 7he fact that resistance activities have brought together 
diverse SeoSle and created  a social dialogue, have evolved  a Sositive social 
dynamism against the seSarating, isolating and alienating Solitical and 
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economic systems. A resistance that is not seSarated from everyday Sractice 
and the aZareness of the comSlexity of the inhabited environment can be the 
most effective ZeaSon against the  homogeni]ing and controlling strategies 
of administrative SoZers. Because diversity and comSlexity cannot be forced 
into a unified order� they constantly change center thus defeating centrali]ed 
SoZer Zhich strives to dominate.

In this essay I Zill try to analy]e the social structure of the city and elaborate 
on the Solitical, cultural-aesthetic and ethical Sotential of social activities. 
In this resSect the SoZer of social activities to transform urban sSace and to 
create aesthetic and ethical situations Zill be discussed in the light of the *(=ø 
events that took Slace in Istanbul in sSring 2013. By aSSlying Beuys¶ conceSt 
of µSocial SculSture¶ to the city, the city, architecture, cultural and artistic 
relations Zill be analy]ed and it Zill be attemSted to develoS the neZ visions 
for the actual Solitical and social Saradoxes. 

THE CONCEPT OF SOCIAL SCULPTURE

/iterature concerned Zith the social form and the Solitical Tualities of the city 
since the 19�0¶s has largely been insSired by Sublic manifestations of different 
Zorld cities. In this context, there can be several exSlanations of Beuys¶ and 
his students¶ action Zhich can be interSreted as social sculSture. 7o sZeeS 
the streets and to see the trash as socially given, Soints to imSortant relations 
betZeen the city and its users.  Primarily, to transform the street, to give it form 
and to intervene are Zays of claiming the city Zhich no urban SroMect envisages 
for city dZellers. /efebvre claims that all urban SroMects and Slanning are 
reali]ed in sSite of the users and Sassify the SeoSle.1 7he fact that the citi]en 
goes out to sZeeS the street is a demonstration of his active involvement. 

Figure 1. 0adrid City Center Figure 2. A street artist in BeiMing
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7his being the exSression of a SoZerful Zill is also a transforming action. 
For Beuys the most imSortant SroSerty of art Zas its SoZer to change and to 
transform the Zorld.

A revolution that takes Slace Zithin a neZ social unity Zhere everyone is 
creative and Zhere creative Sotential of each Serson can be reali]ed, for Beuys, 
Zould be a real Zork of art and Zould change the Zorld. For him the Srocess 
that creates a sculSture and the conceSt of sculSture can be examSles of the 
Srocess that can Sroduce the idea and the shaSe of a revolution. Because, a 
sculSture is first imagined, begins to emerge as idea and thought, takes on a 
more definite form in time, begins to be molded and sculSted and after a definite 
time Srocess reaches its final shaSe. A social action, in the same Zay, takes on 
shaSe Must like a sculSture, through a Srocess. 7herefore, Beuys sees sculSture 
as the symbol of a social action. Social SculSture means for him hoZ Ze reali]e, 
hoZ Ze shaSe and transform the Zorld in Zhich Ze live.2 7he increasing social 
uSrisings of our day, in the Zords of Beuys, are µthe art of action¶ and may be 
Sointing to the evolution of a Sublic art Zhich Beuys SroShesi]ed.

7oday, in the light of these manifestations, Ze have begun to understand, 
to Tuestion, to interSret and to conceive in their multiSle Sotentials cities, 
Sublic urban sSaces, green areas, streets, Savements, Zalls and areas that 
are accessible or closed to the citi]en. In fact, the action of Beuys and of his 
students and later the uSrisings against urban conditions by the youth and by 
the SeoSle Zho are excluded, have to be seen as active SarticiSation in the city. 
In other Zords, this means to be Sart of the Shysicality of the city Zith one¶s 
oZn body. 7his kind of SarticiSation inevitably becomes both a material and 
a sSiritual content of the city. :hen SeoSle actively get involved in the urban 
environment, Shysically, through taking active Sart, they become not only the 
content, but also the context, because it is their drive Zhich creates the greater 
meaning of the urban field. 7he images from the *e]i event have shoZn that 
the basic structure of the city is its social body.

In this resSect it Zould also be helSful to try to understand vandalism and 
aggressive actions by the young SeoSle of SeriSheral settlements, such as the 
ones that took Slace outside Paris in 2010, as a Zay to be Sart of urban reality, 
in a negative Zay, because the venues of Sositive action Zere not Sossible nor 
Zere they indicated to the youth.

I Zould like here to steS aside and mention the actions that destroy or litter 
Sublic sculStures in Sarks and Sublic areas. 0any of these cannot be called 
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vandalism because they do not intend to destroy (even if in the end they have 
a negative effect) but rather to be Sart of the Zork and to be visible in the city. 
0any young men sign their names and Sut uS signs indicating their romantic 
interests, or stick their Sortraits or logo¶s onto the sculStures. Such action is 
a demonstration that these SeoSle also Zant to take Sart in shaSing the city 
and to exSress themselves, very much like most of graffiti, some of Zhich is 
considered today as Sublic art. 7o turn this into a Sositive act is Sossible, by 
alloZing and making it Sossible in educative and material Zays, the Sositive 
action by these SeoSle.

Negative acts that can be called vandalism are also rooted in the imSossibility 
felt by some SeoSle in SarticiSating in the shaSing of the environment and in 
feeling excluded. 7his is an issue that has to be treated seSarately. None of the 
Solitical demonstrations, such as the *e]i or Seattle events can be seen under 
this category. On the contrary they Zere alZays Seaceful and often aesthetic 
in several Zays.

URBAN STRUCTURE

Today the reality of the city no longer resides in its static Shysicality, in its 
buildings, streets, avenues, but in the social dynamics, in the life rhythm of 
its SeoSle, in the communication netZorks. 0any of the static buildings in 
a city can be seen as Slaces Zhere SeoSle are isolated and cut off� the real 
city, the city Zhere time and sSace are dynamic is the geograShy Zhere 
SeoSle are interacting, Zhere relationshiSs are Sossible and Zhere sSaces 
become alive Zith the actions of the SeoSle. 7his geograShy may sometimes 
become invisible, but is transformed into a netZork of communication and 
transmission� it becomes a field of aZareness and affect. 

Figure 3. SideZalks in 7bilisi
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7oday the city is Serceived in a different manner and is reSresented by different 
kinds of maSs. Social media, the information netZorks created by the Sublic, 
by individuals, create an effective and dynamic field underneath the Shysical 
structure of the city. 7his interactive dynamics Zhich is carried on today mainly 
through social media creates an invisible but forceful atmosShere and almost a 
metaShysical SoZer. In a Zay it is seen and felt in the behavior, attitudes and 
exSressions of the SeoSle. It is a kind of energy Zhich Sermeates everything. 
7his creates a neZ urban maS Zhich enables us to see the city in a neZ light. 
Besides, it is the active and the atmosSheric Sresence of the living, of human 
bodies, of social movements and of kinetic dynamism that totally transform the 
image and the conceSt of the city.

7hinking of the city in conventional Zays brings to our mind the architectural 
and Shysical matter, the streets, buildings, Zalls, fences, boulevards, shoS 
ZindoZs, buildings erected in a static manner and asShalted roads. /ike a huge 
model. A static structure. And a Zall that hinders human movement. 7he city 
of 7okyo Zhich :im :enders ShotograShed Zhile everybody Zas sleeSing 
looked like a ghost toZn. :e usually think of cities in this Zay. (ven if there 
are SeoSle they move betZeen these structures as mysterious shadoZs. (ach 
neZ era creates different forms in this configuration. Buildings rise uS and are 
torn doZn, then get reSlaced by neZ ones Zhich create neZ aSSearances� but 
each time Ze look and imagine the city, Ze think about it as the mixture of 
static forms.

In this connection the fact that Ze have to Serceive both the urban structure 
and its architecture in neZ Zays has become obvious Zith the recent uSrisings. 
:hat is crucial is not to design and to build the city Zith buildings. A neZ 
aZareness has emerged in Zhich it is imSortant to evaluate the comSlexity of 

Figure 4. Chat in 0odena city center
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the lived sSaces as a Sool of knoZledge and to evaluate the comSlexity also as 
an occasion for engagement. In this relation, the centers and SeriSheral areas 
of cities, the areas beyond control can enable us to Serceive the urban reality 
as a neZ geograShy. In fact, as Ze understand after the *e]i events or from 
the uSrisings in the Paris suburbs in 2010, it is imSossible to design or to 
build the city as a social sSace Zith the conventional design conceSts and Zith 
reactionary Solitical solutions. US till today, all academic or municiSal SroMects 
have regarded urban Sroblems from the Soint of vieZ of traffic, housing or 
shoSSing, usually catering to market economy. Research on hoZ sSonsors 
engage in such SroMects have shoZn that sSonsors do not consider any social 
analysis for such SroMects as beneficial or necessary and that they usually use 
the income to their oZn ends.3

SOCIAL STRUCTURE

7he city, Zith its structure and dynamics is totally a Solitical field. It is 
because every kind of urban sSace is a field of struggle betZeen oZnershiS, 
SarticiSation, economic and SoZer relations. As mentioned Sreviously, human 
relations, Sroduction, the market, consumStion and thus SoZer relations make 
uS the real structure and the vital mechanism beneath the Shysical matter. 
7he Shysical structure of the city, its architecture and circulation netZork and 
its relation Zith nature can only be understood in relation to these forces. In 
general, the interventions and Slanning in cities are conditioned according 
to the actual Saradigms� i.e. Zhen motori]ed traffic and the sale of vehicles 
become an imSortant asSect of the economy, the design of roads becomes a 
Sriority. 7hus, the urban structure of different eras alZays reÀects the social 
structure and the life style of a certain era. 

Figure 5. PeoSle claiming *e]i Park. Source: ZZZ.guncelliyorum.com
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Since even before the industrial era, the µcommons¶, sSaces and land that 
belonged to SeoSle Zho lived there have constantly been exSroSriated to 
render more income to the holders of SoZer. 0arx, in the CaSital Zrites about 
the (nglish Seasants Zho Zere throZn out of their land and Zho had to find 
neZ kind of Zork to survive until this Zork also Sroved lucrative enough to 
have them evicted also from this neZ Slace of Zork.4  As J. Claramonte has 
shoZn in his book ³/a ReSublica de /os Fines´ the story of the American 
:est, the (ldorado, Zhere the former immigrants from (uroSe settled to make 
a living also becomes a Slace of struggle Zhere the SoZerful finally throZ out 
all Sretenders. 5  7he story of :estern movies is continued in the AsShalt Jungle 
of NeZ <ork and Chicago Zhere noZ those Zho seek for survival have to find 
clandestine means.

7he regular Srivati]ation by SoZer and authorities of sSaces, Zhich have been 
used by the SeoSle for different SurSoses since the fifteenth century, and Zhich 
can be called µcommons¶, has today become one of the most striking issues 
of unrest in cities.� 7he struggle betZeen the Sublic and the state, Zhich is 
reSresented by Solice forces, is shoZn by the state and state authorities as 
aiming at a defense and Srotection of Sublic sSace. 7he aggressive occuSation 
and Srevention of access to such sSaces by state authorities are reali]ed most of 
the time by using violent and inhuman means such as teargas and Slastic bullets 
Zhich do not only target demonstrators, but affect Zhole neighborhoods and 
SeoSle Zho are not involved. Such aggressive measures are not only resSonses 
to the demonstrators, but imSly a threat against all oSSosition.   

7he many uSrisings that have taken Slace in the recent years have shoZn that 
the city has to be Serceived Zith neZ Saradigms and values. 7he role of social 

Figure 6. Source: occuSyge]iSics Figure 7. Source: occuSyge]iSics
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habits is also crucial in the Zay the Sublic assumes its rights to the city and 
in the Zay a city can become a social architecture or a social sculSture. In 
general, in (astern or 0uslim cities areas outside the home or outside of a 
housing comSlex (as in China) are not the resSonsibility of the SeoSle. PeoSle 
do not assume any right over urban areas Zhich are under the monoSoly of 
the administrative forces. 7his Solitics Zhich has been effective for centuries 
has blinded SeoSle¶s sensibilities toZards the environment. In 7urkey until 
recently very feZ SeoSle have Zritten on urban conditions or have voiced 
oSSosition against state Solicies. +oZever, today *e]i events shoZ that the 
neZ generations Serceive the city differently and that they are aZare of the 
Solitical, social and aesthetic Sotential of cities. :ith the *e]i events, tZo 
imSortant urban conceSts have surfaced: the first is that oSen areas are social 
SroSerty and do not belong to administrations, the second is that Sarks are vital 
socially, aesthetically and ecologically.

As U÷ur 7anyeli has articulated in detail in his text in the østanbul Biennial¶s 
2005 Book of 7exts, the Ottomans did not have conceSts or linguistic and 
Sractical differentiation betZeen Sublic and Srivate areas.7 7he sSatial 
conceSts that have been differentiated by definite boundaries in the (nglish 
are interZoven in the Ottoman culture and have not been Sroduced as seSarate 
Zords. 7oday, Slaces knoZn as µSublic¶ are understood as being oSen to Sublic 
services alZays under state control and are never oSen to the free use of the 
Sublic. U÷ur 7anyeli¶s reference in the same article to :alter BenMamin¶s 
Flaneur, in other Zords to the Serson Zho roams the city freely and Zho 
interSrets urban images has never been valid for 7urkey. 7he Serson Zhom 
:alter BenMamin calls µFlaneur¶ and Zho gives meaning to sSaces sociali]ing 
them through his�her subMectivity as s�he enters the labyrinth of the city is the 
Serson Zho has reali]ed and internali]ed the moderni]ation of the :estern 

Figure 8. Source: occuSyge]iSics
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city. It is difficult to understand the modern :estern city Zithout it, because 
noZ the city is not a Slace Zhere man fulfills his functions from a static 
Sosition, but is a subMective field that is created over and over again through 
neZ discoveries, through Zalking and through attributing neZ meanings to 
it. 7his circulation Zhich Zill increasingly become motori]ed, is still today 
Sossible to be Zalked and roamed about Zithout an aim. In 7urkey, hoZever, 
as 7anyeli emShasi]es, Zalking is only an activity done to go from one Slace 
to another, to the degree alloZed by the sSeed of the traffic. 7his Sroves that 
the social and Srivate means develoSed by modern cities for individuals have 
not yet aSSeared Zithin the 7urkish culture. 7he different manifestations and 
uSrisings that have surfaced in Sarallel to the *e]i events have shoZn that the 
urban reality of the 7urkish cities is being Tuestioned today.

ISTANBUL THE OPEN CITY

It Zould not be Zrong to make a generic interSretation of Zhy uSrisings and 
social events in 7urkey started in Istanbul. 7hese activities have made us 
reconsider the conceSts of boundaries, of the other, of ourselves, of the stranger, 
the alien and the local. In 1997 at a conference that Zas organi]ed Zith the 
SarticiSation of JacTues Derrida, østanbul Zas defined as a city Zhich brought 
together the above mentioned asSects and the conceSt of the city Zas analy]ed 
from the Sositions of inside, outside, boundary and Sassage. ³Istanbul aSSears 
as a city the foundations of Zhich are constantly changing and Zhich constructs 
itself aneZ Zith each destruction. 7herefore, from metaShysical and conceStual 
SersSectives this city constantly challenges the conventional logic Zhich is 
based on obvious contrasts and harmony. Istanbul is the living reSresentation 
of aSoria (the contradictory and the unsoluble) ± (meaning barriers, Soros- 
imSossibility of Sassage)� here, the same and the different, various SeoSles and 
cultures are neighbors in their localities and in foreign territories.8

Figure 9. Beyoglu during *e]i Protest. Source: occuSyge]iSics
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Although Istanbul symboli]ed the conceSts of boundary and Sassage Zith its 
geograShical and historical Tualities, the dynamics of globali]ation has created 
similarities amongst all Zorld cities, Zith migrations, customs, commerce 
and terror. From this Soint of vieZ the urban environment becomes an area 
of social and sSatial struggle Zhere Srohibitions and liberties are in constant 
conÀict and Zhere boundaries constantly change. Structures that are not static, 
such as social movements, may uSset and change the order of the city and 
may create small but indeSendent institutions. As has been seen in the recent 
social movements, in contrast to the high income grouSs and administrative 
institutions that Slay a crucial role in the shaSing and control of cities, the fact 
that SeriSheral grouSs have been able to assume rights over urban sSaces have 
created unexSected transformations and have changed the image and structure 
of the city. For examSle, the µstanding¶ action that Zas reali]ed after the *(=I 
events, has created comSlex images and orders that can be interSreted in many 
different Zays. In this Zay, a neZ Tuestioning of urban sSaces has become 
Sossible. (ven Zith short intervals different sSaces in a city can assume a 
close relationshiS, thus affecting each other. SSaces are inÀuenced by SoZer 
and reSression, but Zhat inÀuences them most are boundaries and the Zay 
boundaries enter and oSSose the center. 

PLANNING AND SHAPING

+oZ can Ze, from the SersSective of the above Tuestions and analyses, evaluate 
the dilemma in Zhich the urban Slanners, landscaSe architects and architects 
Zho have a role in the Shysical formation of the city, find themselves" 7ill 
today in all urban constructions it has been attemSted to solve the functional 
and aesthetic reTuirements of cities through static structures and orders. For 
examSle, the sculStures and decorative obMects Zhich are used to make a city 
more aSSealing have often been conceived as obMects that offer single and 
dogmatic meanings. 7he aesthetic research shoZs that designs Zhich most 
affect and engage SeoSle are those Zhich are oSen to various interSretations 
and Zhich have comSlex attributes. Rather than a static monument, obMects 
Zhich offer colors, movement and various meanings and Zhich address various 
senses Slease SeoSle more readily. 7herefore, situations Zhich have not lost 
their natural Tualities of light, sound, movement, liTuidity and environments 
Zhere SeoSle can Shysically be free and unrestrained are more attractive than 
the areas Zhere there is not a single dried leaf and Zhich have monuments 
and a static order. :e can understand Zhy the *(=I events Zere imSortant 
for several reasons. First of all to assume the right over the Sark Zas crucial. 
One cannot underestimate the imSortance of this for the city of Istanbul Zhere 
green areas are insufficient in SroSortion to the SoSulation. But, beyond this 
the activities in *(=I Park, the tents, the coming together of SeoSle from 
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different age grouSs and classes has created a neZ aesthetic atmosShere and 
has Slayed an imSortant role in SeoSle¶s SarticiSation in the uSrisings. PeoSle 
as the youth, as the aged, men, Zomen Zith their different looks and gestures, 
Zith their Sosters, tents, songs and most imSortant Zith their bodies Zhich are 
more meaningful than any obMect, have turned the urban sSace into an aesthetic 
field, into a Serformance, a social artZork and into a social sculSture. :ith 
the multiSle Tualities of human beings and Zith the multiSle meanings of 
bodily movements the Solitical Zas transformed into the artistic. 7he fact that 
contemSorary art today is related to the Solitical is based not so much on the 
engaging and aZakening Sotential of art but on the fact that social Shenomenon 
contains aesthetic Tualities more than anything else and that it is symbolic and 
sensually stimulating. :hen art is directed to social Shenomenon a concrete 
aesthetic Zhich creates sensory SarticiSation becomes Sossible. Social and 
Solitical events and claims can be more Srofoundly internali]ed Zhen they use 
the engaging formal Sotential of art. 

On the other hand, images even Zhen they are not intended as art, Zhen they 
are merely documents, do also relate us to other SeoSle, to other situations 
and Slace us in another context. 7hus they can be effective tools in creating 
social consciousness and a Solitical engagement. Digital imagery, because it 
can be shared on such a large scale has a great engaging SoZer, as Ze have 
Zitnessed in the sSreading of Solitical uSrisings of the last several years. 7he 
image engages us Sersonally both as a symbol that aSSears Zithin our oZn 
Srivate mental sSace and as something that connects us to the Zorld.  7hrough 
the images of the uSrisings that have been diffused Zidely Ze came to identify 
Zith the actors and to engage in a common cause. 

A NEW CULTURAL ALTERNATIVE

A cultural realm Zhich is not imSosed from above but Zhich develoSs through 
sharing and SarticiSation is Sossible only Zith the free use of the city and 
the interaction of different grouSs, of different SeoSle, of Zorkers and of 
artists. 7his in turn Zill create the ethical sSaces and material forms of the 
city.  Architecture Zhich is aesthetic and Zhich serves SeoSle, in other Zords 
Slaces Zhich Zill render SeoSle haSSy and free uSon their use, Slaces Zhere 
SeoSle can be neighbors can only be constructed through such social means. 
7he real culture and the democratic condition can be created today Zith the 
interaction and Sroximity of different SeoSle. 7oday, Zhether it is music, 
sculSture, architecture, urban Slanning or contemSorary art, culture and cultural 
Shenomena Zill be the Sroduct of neZ sensibilities, values and desires created 
by diversity. :e can see that contemSorary art develoSs in this direction. 
But it is also this Slural and diverse cultural environment Zhich has to form 
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architecture and city Slanning that has to be ethical and valid for communal 
good. 7he Shysical structures of the desired democratic environment Zill only 
be able to rise uS in such a democratic environment to oSSose the structures 
that serve the high income grouSs Zhich have been created by reSressions and 
dealings of corSorations and SoZer structures.

7o think of the city entirely as a social dynamics Soints to a neZ humane 
aZareness and holds the belief that both architecture and design and urban 
Slanning can assume reality by the forms of social content. From this Soint of 
vieZ, the exSectations regarding the future of the city should concern Srimarily 
the oSening of alternative social and Srivate-individual sSaces.  Architecture, 
Slanning, and construction of the city should not be in the monoSoly of those 
Zho hold the economic SoZer and Sroduction tools but should belong to 
alternative institutions that are being neZly formed.  7he Sossibility of creating 
neZ oSen sSaces deSends on neZ humane designs that take into consideration 
the needs of individuals and of the community. NeZ alternative sSaces cannot be 
constructed by decisions imSosed from above, but by social movements Zhere 
SeoSle can make themselves heard as individuals in a community and exSress 
themselves both Zith their Shysicality and their comSosure. 7he city can be an 
ethical Slace not through its shaSe but through its content. 7he city has to be 
a Slace Zhere difference and Slurality can exist Zithout being seSarated and 
homogeni]ed. As the conference brochure of the French InstÕtute of Anatolian 
Research emShasi]ed, only Sassages, Sores, oSenings ± Sera Seras Soros ±can 
render the city into a Slace Zhere the stranger can feel at home. 

TOWARDS A SYNTHESIS:

:hile the recent social actions that have taken Slace in many Sarts of the Zorld 
Soint toZards a neZ aZareness of urban Sossibilities and rights, by Zay of 
demonstrations, their images and related art events Zhich have been Sroduced 
alongside, a neZ kind of artistic atmosShere and Sroduction has become 
imSlied. Although galleries and museums are still Sart of the urban art arena, it 
seems that a neZ form of art is sloZly emerging. 7he diversity and Sluralism 
that art harbors in its nature Zill certainly continue to alloZ all kinds of art 
forms, both conventional and contemSorary� yet, I believe that the aesthetic 
dimension of the Solitical actions have made SeoSle, Zho may not necessarily 
be artists, become aZare of an aesthetic Sossibility and of their engagement and 
contribution to an artistic cause. 7hus, the fact of SeoSle coming together in the 
city, for a common cause, has also oSened uS neZ Sossibilities for art created on 
a communal and social basis. It may be too early to claim this for the moment, 
but Beuys¶ dream of everyone becoming an artist, may be reali]ed Zhen SeoSle 
come together for a meaningful cause and Sroduce a neZ aesthetic.

15



S A J _ 2014 _ 6 _

+enri /efebvre, La Revolution Urbaine (Paris: *allimard,1970). 
JoseSh Beuys, Social Sculpture Joseph Beuys, Hyperessay, Theory of Social Sculpture, :alker Art 
Center, httS:��ZZZ.Zalkerart.org�archive�F�A443�9B1F42(3202�178.htm.3. 
0arkus 0iessen, The Nightmare of Participation-Crossbench Praxis as a Mode of Criticality 
(Berlin: Sternberg Press, 2011), 34-39.  
.arl 0arx, Capital ,Vol. 1, Intro: (rnest 0andel, trans. Ben FoZkes (/ondon: Pelican Books,197�).  
Jordi Claramonte, La Republica de Los Fines (Region de 0urcia: Coleccion Ad +oc 29, 2011).
.arl 0arx, Capital ,Vol. 1, Intro: (rnest 0andel, trans. Ben FoZkes (/ondon: Pelican Books,197�).  
U÷ur 7anyeli, *eniúleyen D�nyada Sanat, .ent ve Siyaset, (Art, City and Politics in the (xSanding 
:orld - 7exts from the 9th Istanbul Biennale, ed. Deni] hnsal (østanbul: østanbul .�lt�r Sanat 
VakfÕ, 2005), 199-209.
Pera Peras Poros, ©JacTues Derrida ile DisiSlinlerarasÕ At|lyeª >©InterdisciSlinary :orkshoS Zith
JacTues Derridaª@ (FransÕ] Anadolu AraútÕrmalarÕ (nstit�s�, østanbul, tanÕtÕm broú�r�, 09-10 
0ayÕs 1997 >7he French InstÕtute of Anatolian Research, østanbul, Information Brochure, 09-10 
0ay 1997@), translation by the author. 

1

2

3

4

5

6

7

8

NOTES

Claramonte, Jordi. La Republica de Los Fines. Region de 0urcia: Coleccion Ad +oc, 2011.
/efebvre, +enri. La Revolution Urbaine. Paris: *allimard,1970.  
0iessen, 0arkus. The Nightmare of Participation-Crossbench Praxis as a Mode of Criticality. 

Berlin: Sternberg Press, 2011.
0arx, .arl. Capital, Vol. 1, Intro: (rnest 0andel, 7rans. Ben FoZkes. /ondon: Pelican Books, 

197�. 
7anyeli, Ugur. ´Art, City and Politics in the (xSanding :orld,´ in Texts from the 9th İstanbul 

Biennale, ed. Deni] hnsal. østanbul: østanbul Culture and Art Foundation, 2005.
Coverley,  0erlin. Psychogeography. :ales: Pocket (ssentials, 200�. 
+arvey, David. Rebel Cities. /ondon: Verso, 2012. 
Virilio, Paul. ¶/a Ville SurexSospe¶, L’Espace Critique. Paris: Christian Bourgeois, 1984. 
*uattari, Felix and Antonio Negri. New Lines of Alliance - New Spaces of Liberty. Brooklyn, USA: 

0ayFlyBooks, 2010. 

BIBLIOGRAPHY 16

Ja
le

 (
r]

en
 B

 T
he

 C
it

y 
as

 S
oc

ia
l 

Sc
ul

pt
ur

e



S A J _ 2014 _ 6 _

=oltin Somhegyi

ART (OUT) OF SEPARATION
Aesthetics Around the Wall

I]mir University - Faculty of Architecture

original scientific article 

approval date 03 02 2014 

UDK BROJEVI: 72.01:111.852; 114:72.01

    ID BROJ: 207127820

Key words

wall
ruins

nature
sculptural interventions

contemporary art

A B S T R A C T

A Zall is an indisSensable architectural element, seSarating and 
at the same time also unifying, creating sides, divisions and the 
Sossibility of breaking through. :hat aesthetic Sotentials and 
Tualities can Ze find around the Zall" Sometimes Ze concentrate 
more on Zhat the Zall encomSasses, but Ze can Sut really the 
Zall itself in the focus, for examSle Zhen examining it in its 
ruined state: Zhen Ze can even Zalk literally around the alone-
standing sculStural obMect, or Zhen interSreting it as being the 
subMect and medium of sculStural interventions. In this SaSer, 
Zith the helS of some artZorks I Zould like to examine the role, 
aSSearance and ³usage´ of Zall and to shoZ some noteZorthy 
examSles Zhere architects and artists Zere insSired to find neZ 
interSretations of this classical architectural element.
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“The unity of the wall dissolves into the plurality of bricks.”1

(Robert *insberg)

:e usually think of the Zall as an indisSensable element and reÀect less often 
on the Tuestion of its exact function. :hat is its most basic task" :e could 
Soint out ³seSaration´ as its Srimary function. A division betZeen here and 
there, betZeen this side and the one over the Zall, betZeen us and them. 7his 
seSaration then automatically selects a grouS, the ones on the one side of the 
Zall and offers them a different status than to the other grouS on the other side. 
7hus it Zill be  kind of a defense too ± seSarating ourselves inside to get saved 
from those Zho are outside, or isolating them inside in order to not get mixed 
Zith us Zho are outside. If Ze are on the ³other side´, seeing from there it may 
look that Ze are left out, or Ze are closed in. +ence there is no automatically 
Sositive and negative side of the Zall ± neither here nor there, neither in nor out, 
is unTuestionably favorable or unfavorable. 0oreover, this status and esSecially 
the change of the status can even have insSiring intersections: it is enough to think 
of the famous oSening of Alfred D|blin¶s novel titled “Berlin, Alexanderplatz”. 
At the beginning of the story the Srotagonist Fran] BieberkoSf gets released 
from the 7egel Prison Zith his strong conviction that he Zants to start a neZ life. 
+is failure is anticiSated by the author in a short summary note before the first 
chaSter already, but Ze might feel it even stronger in the antinomy Sictured in 
the first chaSter: he is free, standing in front of the Srison gate, already outside 
the Zalls that Zere ± even some hours before ± closing him in and seSarating 
him from both society and the free life. And hoZ does D|blin summari]e the 
coming events and the beginning of his neZly regained freedom  at this starting 
moment of the novel" :ith the shortest Sossible affirmation: “The punishment 
begins”2. It is not a beautiful life that begins, and the Sunishment ends only 
in the terms that his stay in  Mail is over, but the neZ life, outside the Srison 
Sunishment Zill turn to be the (real) Sunishment.

7he Tuestions on the function of the Zall becomes more comSlex if Ze are 
not sure or even cannot be sure of the reliability and of the efficiency of the 
seSarating and unifying force of it. 7his insecurity can be imagined through 
the rethinking of Constantine Cavafy¶s Zell-knoZn Soem “Waiting for the 
Barbarians”. In the Soem a Zhole city ± including its average inhabitants as 
Zell as the leaders ± is Saraly]ed Zith the fear of the coming barbarians. 7hey 
shall arrive today ± from  outside our Zell-knoZn natural context ±, taking (in 
their ³barbarian´ Zay) control of the Zell-established (³civili]ed´) city. And 
Zhat haSSens at the end of the day"
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”Why this sudden restlessness, this confusion?
(How serious people’s faces have become.)
Why are the streets and squares emptying so rapidly,
everyone going home so lost in thought?

Because night has fallen and the barbarians have not come.
And some who have just returned from the border say
there are no barbarians any longer.

And now, what’s going to happen to us without barbarians?
They were, those people, a kind of solution.”3

Cavafy Srecisely exSresses this extremely ambiguous concern. 7he fear of the 
enemy coming from the outside blocks everyday life, and the block seems 
to be resolvable only if the catastroShe really haSSens and arrives ± in the 
³form´ of barbarians. As 0attheZ *umSert argued: “It has been the fate of 
the West for most of its long history to be consumed in the act of waiting. 
Like the jaded citizens of Constantine Cavafy’s, «Waiting for the Barbarians» 
we always suspected the barbarians were at the gate. It had served our 
purposes to know they were out there. Indeed, we had looked forward to their 
coming, not just with a sense of dread, but with something approaching relief. 
(Blanchot: «The disaster takes care of everything.») The order of our lives, like 
those of Cavafy’s generic polis, had been founded entirely on teleological and, 
indeed, eschatological principles.” 4  In this case then, Zhen they do not arrive, 
the un-arrival of the catastroShe Zill be the real catastroShe, since the city¶s 
inhabitants have to face too difficult ± if not directly unsolvable ± Sroblems. 
One of these Sroblems that the Soem still exSlicitly tells: the tySical Tuestion 
of Zhat to do next" :hat Zill be, Zhat can be the other solution if the one, 
undesired but exSected, unSleasant but seemingly Zithout alternatives is not 
valid anymore" :hat if Ze are left Zithout solution"

7he other Sroblem is not exSressed in the Soem, hoZever, imSlicitly it is also 
there, esSecially in the inserted Sarentheses: (“How serious people’s faces 
have become.”) ± that is in Sarentheses also in the original *reek version of the 
Soem. From this line Ze can rethink and think the Soem further, and continue 
to raise other Tuestions. :hat if the barbarians are not coming because they 
are already here" 7hey are not to arrive, but have already arrived" 7he Zall, 
our city, our unified division then leaks, so that they could have already 
Senetrated" Can they really be among us" Can they be any of us" And from 
here, Must one  small steS more to the most frightening Tuestion: are Ze SerhaSs 
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the barbarians" :e took for granted that the Zall not only unified us, but also 
defended us from our (outside) enemy. 7he insecurity in the strength of the 
Zall (may it be leaking...") soon turns to be  insecurity in ourselves, the Zorry 
of the Shysical enemy Zill become an auto-referential existential fear. In such 
case, Ze cannot be sure Zhat is better: reinforcing the Zall or destroying it" 
Constructing or deconstructing" +oZ can Ze save ourselves, our city and 
culture the best"

Also, from the direction of these Tuestions Ze can interSret an insSiring Zork 
of Ayúe (rkmen, Sresented at the 13th Istanbul Biennial in the autumn 2013. 
7he Zork, titled “bangbangbang” consisted of a crane, that she Slaced in front 
of the building that contained a large Sart of the Zorks exhibited at the biennale. 
7he crane held a huge ball, Must like the ones used for destroying buildings and 
Zalls ± Zith the difference that in this case the ball Zas not made of rock-
hard metal, but of light Slastic. Not only the regular moving of the crane, but 
even a slighter Zind made it sZing toZards the Zall of the building, naturally, 
Zithout really harming it, being the ball made of a soft material. 7he Zork is 
at the same time Zorrisome and ironic: referring to the strong Sotential Ze 
have Zith our tools of Tuick destruction, but Must at the same moment disabling 
the SoZer to destroy by reSlacing the ball Zith a harmless one. +oZever, the 
constant oscillation of the obMect unSleasantly reminds us of the Tuestion that 
Ze inevitably have to face: hoZ to resSond to the current situation" :hat to do 
Zith our insecurity" :hat is our neZ strategy of defense" .eeSing in mind the 
thoughts that Zere insSired by reading Cavafy¶s Soem, Ze can Zonder Zhat is 
the role and Sotential of destroying if Ze are uncertain of our oZn status: are 
the barbarians among us" Or, are Ze the barbarians" +oZ to defend the culture 
that Ze are so Sroud of and that gives us the secure and comfortable feeling of 
suSremacy over the barbarians, if Ze, too, might be the ones  Zhom Ze Zanted 

Figure 1. Ruins of the AntiTue city of Pergamon. Photo: =oltin Somhegyi, 2013
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to distinguish ourselves from exactly through the SoZer of civili]ation" In 
this case, shall Ze then erect neZ Zalls, or destroy the Srevious  ones" Is the 
continuous and ever-groZing seSaration the right exSression of culture" Or, 
is it better to destroy the seSaration" And Zhat if the destroying is the neZ 
barbarism" Also, for the meditation on these Tuestions Zas it a good idea to 
disSlay Ayúe (rkmen¶s Zork right next to the entrance of the main building 
of the biennial ± the event Zhose title, nota bene, in 2013 Zas the Tuestion: 
“Mom, am I barbarian”" 7he Zork thus has a real actuality too, referring to 
the constant change of the city of Istanbul, to the continuous destroying and 
neZ construction, in the area of the Sort too, Zhere the biennial took Slace. But 
Ze shall not limit our interSretation to this actuality. As Danae 0ossman and 
Sarah +oSkinson Zrote in the *uide to the event: “Erkmen renegotiates the 
relationship between industrial objects and processes of sculptural production, 
and reveals the relationship between objects and the viewer as something 
much more intimate, complex, subjective, and variable. She disestablishes the 
fixed narratives of sculpture and its legacies rather than drawing on the more 
abstract relationship between form and experience as subject matter. Often 
visitors are, quite literally, inside of the work, thinking or feeling their way 
out.”5  :hile observing this Zork, Ze metaShorically Zonder about the next 
steS of our Zay out from these concerns, Zhile the ball regularly hits the Zall 
as audio-visual sign of a mega-metronome, reminding us of the inevitability of 
making a decision.

Figure 2. Ayúe (rkmen: bangbangbang, 2013 
A crane and a buoy, crane aSSrox. 20m, buoy diameter 85cm. 

Courtesy of *alerie Barbara :eiss, Berlin  and *aleri 0ana, Istanbul. 
Photo: Servet Dilber, 13th Istanbul Biennial, 2013
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:ithout the signs of the ³metronome´ Ze can observe the effects of the Sassing 
of time at ruined Zalls ± at built divisions that Zere destroyed ³naturally´. 7he 
Zall may easily lose its function if there is no more danger ³outside´ of it, 
or if those Zho built it to defend themselves are not inside anymore. :hile 
losing the function and task and esSecially Zithout the structural and aesthetic 
uSkeeS the Zall starts to lose its elements too. 7he ruins of a Zall is then 
deSrived of any kind of Sractical function that Ze can attribute to an existing 
Zall: not seSarating territories, not bearing any load and not even leading 
anyZhere as Sart of a corridor. On the other hand, it may gain an insSiring 
neZ aesthetic Tuality: being the subMect of Nature¶s involuntary, uncontrolled 
and uncontrollable shaSing activity, it can become an alone-standing sculStural 
obMect. Not an endless, circular and closed entity, not an organic Sart of a 
building, Must a large-si]e ± and normally rather long... ± sculSture. Natural 
forces then start to Zork on the Zall, sloZly destroying it, taking elements 
aZay and eliminating its original form, modifying its lines, height and surface. 
7he Sassing of time is shoZn in the SicturesTue aSSearance of the Zall-ruin, in 
the result of the ³sculStural´ activity of Nature.

:hat earlier did not seem to be Sossible, i.e. to seSarate the Zall, an integral 
Sart, from the entire building, has noZ haSSened. From the former comSlex the 
Zall is seSarated ± and at the same time it does not seSarate anything anymore. 
Since the building¶s earlier integral Sart becomes a Sure sculStural obMect Ze 
can also say that the Zall thus becomes the monument of the former building. A 
Sart refers to the Zhole, a remnant, reminding us of the Srevious and comSlete 
entity. A real monument it Zill be both in the sense of an obMect of memory that 
reminds us of the original comSlex and in the sense of a monumental sculStural 
Zork that Ze can Zalk around, observe and aesthetically enMoy. :hile it is an 

Figure 3-4. Ruins of the AntiTue city of Pergamon. Photo: =oltin Somhegyi, 2013
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entire Zall, its tZo-dimensionality dominates: encountering it Ze focus more on 
its length and its height. But at the time of its ruined state, during the decades or 
centuries Zhile it is being dilaSidated, its three-dimensional character becomes 
more and more significant. 7he former 2D building element thus Zill be a 3D 
obMect ± Ze can Zalk around it, having the earlier seSarating Zall in the center 
of our Serambulation, Zithout facing obstacles Zhen constantly changing the 
side Ze are on. And, as the decomSosition continues, the Zall gets loZer and 
loZer, enabling us to come to the other side simSly over the ex-Zall. (arlier it 
Zas Sossible only through the controlled oSenings of the Zall ± gates and doors. 
As *eorg Simmel formulated it on a ShilosoShical level, Zith relationshiS of 
inner and outer sSace: “The human being who first erected a hut, like the first 
road-builder, revealed the specifically human capacity over against nature, 
insofar as he or she cut a portion out of the continuity and infinity of space 
and arranged this into a particular unity in accordance with a single meaning. 
A piece of space was thereby brought together and separated from the whole 
remaining world. By virtue of the fact that the door forms, as it were, a linkage 
between the space of human beings and everything that remains outside it, it 
transcends the separation between the inner and the outer.”�

But Zith the natural decomSosition of the Zall, this getting over, getting out 
or getting on the other side is noZ easy and oSen to anybody, from either 
side of the Zall. :ith the natural loZering of the Zall its ³seriousness´ also 
loZers. A high Zall is effectively imSeding, but a loZ Zall is Must the contrary: 
temSting ± even though the inability of resisting this temStation can have 
oSSosite conseTuences if the Zall is loZ because still under construction 
or under deconstruction. Overcoming a loZ Zall in deconstruction is fun. 
But overcoming a loZ Zall still in construction can be a dangerous or even 

Figure 5. Jorge 0pnde] Blake: 7he Castle ((l Castillo), 2007
Bricks, book, 170x1500x40cm. Courtesy /a Collecciyn Jumex ((cateSec, 0exico). Photo: Servet Dilber, 13th Istanbul Biennial, 2013
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deadly sin. According to /ivy, this led to the death of Remus, as during their 
conÀict: “...Remus contemptuously jumped over the newly raised walls and 
was forthwith killed by the enraged Romulus, who exclaimed, «So shall it be 
henceforth with everyone who leaps over my walls.»”7 :e can see a similar 
tresSassing of the Zall still in construction in the iconic ShotograSh of Peter 
/eibing, deSicting Conrad Schumann MumSing over the barbed Zire fence ± the 
later Berlin :all ± in 19�1. In these cases from the tZo extremes of history, 
(mythologically old and recent) the ignoring of the divisory function of the 
Zall ± even if a loZ Zall ± is a real transgression. But Zhen the Zall loses its 
function, and gets ruined, Ze Must get across it for fun, Zithout obligations, 
only for our historical curiosity and for the aesthetic Sleasure of observing 
from all sides the ³sculSture´, SicturesTuely shaSed by Nature. +oZever, it is 
definitely ironic, even if SerhaSs involuntarily ironic Zhen the ruined Zall ± 
that  noZ offers the Sossibility of being Zalked around, and that  becomes the 
obMect of our attention from any vieZSoint ± gets seSarated from us by a thin 
metal fence, in order to Srotect the archaeological ruin from further ruination, 
caused by the human touch, MumS and Zalk over  it...

In the examSle above, Nature destroyed the Zall and this resulted in the added 
aesthetic value. But Zalls may have neZ aesthetic value even if they are not 
entirely destroyed, and sometimes no real harm is needed at all: an illusionistic 
oSening can negate the Zall, thus creating an insSiring and aesthetically fertile 
tension betZeen the real existence of the Zall and the Tuestioning  its necessity. 
Already from the AntiTue times Ze see examSles of trompe l’oeil oSenings that 
Slay at the intersection of the massive structure and fine surface of the Zall. 
:here a Zall must be for static or divisory function, but sSace ± the illusion 
of sSace ± is desired, then a Sainted oSening of the Zall can be really Sleasant. 

Figure 5. Jorge 0pnde] Blake: 
7he Castle ((l Castillo), 2007, detail
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ASart from the Zell-knoZn and classical examSles ± 7he Villa Boscoreale 
Zith Sainted ³vieZs´ or cityscaSes, or 0antegna¶s Ceiling Oculus in the 
Pala]]o Ducale of 0antova ± Ze can also mention a Sarticular reSresentation, 
that curiously syntheti]es the illusion of oSening and Nature¶s aforementioned 
SoZerful Zork: at the so-called ³Ruin Room´ in the Pommersfelden Castle in 
Bavaria, *iovanni Francesco 0archini Sainted all the Zalls full of ruins. But 
not Zith conventional reSresentations of ruins ± he converted the ceiling and 
Zalls of the room in a refined and illusionistic Zay into the vision of a ³real 
time´ destroying, as if they Zere to collaSse right at that moment. 7he visitor 
thus enters in the middle of a sudden natural catastroShe. As Paul =ucker 
observed, here “The baroque love of the sensation and of extraordinary 
events is combined with the romantic preoccupation with arousing reflections 
about the transiency of human life and creations.”8  In these examSles Zalls 
are needed, but made either invisible, or, Zith a BaroTue Sictorial Moke, not 
simSly their necessity and endurance are Tuestioned, but also their existence is 
negated. <et Zalls Zere not intentionally and Shysically destroyed for oSening 
uS Sossibilities. 

+oZever, Ze can mention some examSles Zhere the artist and�or architect goes 
even further and Zhere the Zall is really harmed by deliberate human activity: 
Zhen the Srimary function of the Zall gets secondary, and this basic structural 
element becomes the medium of sculStural intervention. *ordon 0atta-Clark 
± originally trained as an architect ± for examSle cut out Sarts and forms from 
existing and intact buildings, intentionally shaSing the Zall Zith void, Must like 
Nature shaSes the remains of an unused building left unarmed for Srotection 
against Nature¶s SoZer. 7he edge betZeen architecture and sculSture blurred 
already in his 1974 SroMect titled “Splitting”, Zhen he cut through a house from 
the 1930s in NeZ Jersey, sinking one Sart of the original building so that a tiny 
gaS could oSen in the middle ± a gaS that of course Zas getting Zider toZards 
the toS of the house. 0oreover, he cut and exhibited the four toS corners of the 
building as sculStures in a gallery, Zith the not surSrising title: “Four corners”. 
Next year, Zithin the frameZork of the Paris Biennale he Zanted to sSlit the 
neZly constructed Centre PomSidou..., and Zhen his reTuest Zas reMected, a 17th 
century aSartment building Zas offered to him as an obMect of his interaction ± a 
building that Zas Slanned to be demolished anyZay, to give sSace around the 
neZ museum. In this SroMect, titled “Conical Intersect” a conical void Zas cut 
in the house. 7he architect¶s sculStural intervention here resulted in a Sictorial 
gesture in and�or through the surface of the Zall. Overcoming the dialectics of 
inside and outside Zas tried again in his 1977 SroMect “Office Baroque”, Zhere 
he saZed out huge circular forms from an office building in AntZerS. As he 
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affirmed: “Light enters places it otherwise couldn’t. Spaces are available to 
move through that were previously inaccessible.”9 7he Zalls are thus Sartially 
destroyed to oSen uS neZ relationshiSs betZeen light and sSace, inside and 
outside, void and volume.

In another examSle the Zall¶s further characteristic gets in the focus: Anish 
.aSoor shoZs an ignored ³side´ of the Zall, its third dimensionality through 
the deSth of its volume. It Zill again become ³sculStural´, but this sculStural 
here does not mean that it Zill be a ³ real sculSture´, like the final result of the 
left-alone Zall that Nature shaSes into a Serambulatable 3D item, or the cut-
out corners of the NeZ Jersey house in *ordon 0atta-Clark¶s SroMect. Instead, 
Anish .aSoor shoZs the third dimension that the Zall already contained in it and 
that Ze normally do not consider, concentrating only on its height and length. 
Anish .aSoor¶s intervention investigates the basic sculStural Sotential ± the third 
dimension, i.e. the volume ± Zhen emShasi]ing the deSth of the Zall. +e often 
cuts huge cracks, Sainting the inner Sart Zith vivid colors, or carves Serfectly 
designed semicircular holes into the Zall, that ± also due to the fine Sainting 
inside  it ± Shysically attracts the vieZer to immerse in the Srofound deSths of the 
³oSened´ Zall. +ence the Zall is both the medium and the analy]ed subMect of the 
Zork ± and the result, the final aSSearance of the artZork then reÀects the Zay it 
Zas created. 7his auto-referential interaction Zill oSen the neZ dimension, thus 
shoZing the deSth of the volume the Zall incorSorates.

Partial breaking of the Zall,  investigation of its deSth and materiality leads 
to the comSlete demolishing of it ± or, at least to the examination of the 
Sossibilities of bringing it doZn. Overcoming the Zall needs the understanding 
of its ³deSth´ and also of the Tuestioning of the necessity of seSaration itself. 
:e can never be sure if Ze are on the right side of the Zall and if there is a 
right side, or ± to continue the metaShor ± if there is a Zall at all" Similarly, Ze 
alZays seem to find ourselves at a side of a Zall, but can never be sure if the Zall 
itself is necessary and divides us necessarily" :hether Ze are really seSarated 
from something and from each other, if there really is an imSeding obstacle, 
and Zhether it really has to be there, or it is Must a defeatable Shysical matter" 
In fact, this is Zhat Jorge 0pnde] Blake highlighted in his Siece, Sresented at 
the same 13th Istanbul Biennial Zhere also Ayúe (rkmen¶s ball on the crane hit 
the building. Blake¶s installation consisted of a long and strong-looking Zall 
that had in the middle a significant imSerfection, a starting crack, a strange 
brake in the seemingly massive Sattern of bricks, caused by the insertion of an 
extra item in the loZest roZ of bricks: a book, a coSy of .afka¶s novel “The 
Castle” heightened the first roZ. 7he interSretation of the installation is Tuite 
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A B S T R A C T

After mastering :estern architecture in the 1910s, JaSanese toS 
architects have been confronted Zith tZo Sroblems: creating their 
oZn style based on JaSanese traditions and climatic or seismological 
conditions and educating common SeoSle on taste for architecture 
beyond suSerficial imitation of the :estern one.  First of all, an elite 
and initially exSressionist architect +origuchi Sutemi discussed 
non-urban-ness that connects JaSanese tearooms and Dutch rural 
houses.  7his Zas through his modernist interSretation of function, 
his exSerience in the Netherlands and his reaction against the 
administrative vieZSoints on city and architecture in the 1920s.  
Secondly, desSite his former distant stance on monumentality, his 
reTuest of the Zorld-Zide suSreme exSression to some SroMected 
monuments revitali]ed his oZn inclination.  Seemingly his attitudes 
toZard monumentality changed and the SroSerty of the monuments 
that honored the Zar victims or enhanced national Srestige oSSosed 
the ³international´ feature of modern architecture. Although 
these Soints may hide his consistency, Ze can find his continuous 
dualism: one is the functionality that Srevailed over architectural 
discourses at that time including +origuchi himself and another is 
his exSression that Srovided a local vernacular Sractice Zith the 
Sosition in the Zorld.  7hese arguments enable us to cast a Sotential 
understanding among modern architects in those days in a neZ light. 
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INTRODUCTION: ARCHITECTURAL STYLES IN MODERN JAPAN

0odern architecture, esSecially modernist architecture, has rationali]ed 
its universality by the common conditions of materials, industries and 
construction Srocesses throughout the globe.  +oZever, in the countries 
that develoSed later, there Srobably existed a call to establish their national 
histories and styles that overrode mere local Sractices toZard Zorld history.  
For examSle, by the 1910s many JaSanese mainstream architects had mastered 
(uroSean architectural styles.  7hey came to find earthTuake as their oZn 
grounds to design and continued to define JaSanese national architectural 
history and style based on their insight1.  At the same time, JaSanese historians 
of art and architecture Zere defining the uniTueness of their national history 
and claimed that JaSan had been free from Chinese and .orean inÀuences.  
0oreover, JaSanese common building Sractice focused more on visible shaSes 
than on ideas and inÀuence of (uroSean Secession 0ovements, that came into 
fashion in suburban houses of 7okyo and other big cities.  7his tendency for 
aSSearance to Srecede conceSts Zas clear in the colorful Savilions arranged at 
the site of domestic exhibitions as cartograShy of styles and tastes.  7hat Zas 
reSelled by authoritarian architects.  7hey advocated the sSirit of orthodox 
styles to Sromote the architectural taste among JaSanese and the Sroblem of 
style became the main theme around the architectural circle.

In this SaSer an elite architect +origuchi Sutemi (1895-1984) in his early 
days Zill be discussed. +origuchi graduated from 7okyo ImSerial University 
as a member of the first JaSanese architectural movement Bunriha Kenchiku 
Kai (Secessionist Architectural *rouS), active from 1920 to 1928.  7hey 
can be regarded as (xSressionists because of their attitude: they advocated 
architects¶ selves Zhile the mainstream Structural Faction Sursued efficient 
and resistant construction as a means to increasing the nation¶s Zealth.  7hen 
the grouS came to assume another (xSressionistic feature: their design itself.  
7he members freTuently referred to their schooldays exSerience in 4ingdao, 
a Chinese city coloni]ed by *ermans, Zhere it Zas sZeSt by the deformed 
s tyl e of  Reformarchitektur that had Srevailed earlier in northern *ermany aSart 
from (xSressionism (Fig. 1). Its inÀuences Zere aSSarent in their design at 
their beginning (Fig. 2), but they tried the (xSressionist design soon after that 
(Fig. 3).  +origuchi has draZn a considerable attention from today¶s discussion 
on JaSaneseness, for examSle that of an architect Iso]aki Arata (1931-)2.  
7his discussion has regarded JaSaneseness in those days as Sarallel Zith 
Overcoming the 0odern, one of the conceSts that led a national antagonism 
toZard the :est3.
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7here are tZo foci in this discussion. First, it Zill be looked at +origuchi¶s 
discussion on non-urban-ness Sresented in 1927 Zhich Zas based on his 
exSerience in (uroSe in 1923. +e Zas referring to his exSerience in the 
Netherlands Zhen he emShasi]ed local and Srimordial elements of architecture 
and later this interest Zas succeeded to his enthusiasm of JaSanese tearooms.  
+is bold interSretation of function connected Dutch rural houses to JaSanese 
tearooms. 7he second focus is +origuchi¶s adoStion of monumentality in 
his design of 1939 desSite his distant stance on monumentality in the 1927 
discussion. :e Zill exSlore his consistency through the analysis of his 
monumentality in contrast to functionality. As he attached an imSortance on 
exSression that the :orld Zould acceSt, he reduced the meaning of functionality 
and took monuments as assuming an exSression.

WABI AND SABI THROUGH DUTCH EXPERIENCE: 1920s

:hile +origuchi had a Slan to study in *ermany Zhen he travelled to (uroSe, 
he decided to return to JaSan in 1924 after the *reat .anto (arthTuake of 
1923.  Post-Zar architectural historians and +origuchi himself mentioned that 
his visit to Parthenon of Athens insSired as Zell as forced him to stoS folloZing 
(uroSean traditions and turn back to his roots in JaSan, such as tearooms.  
+oZever, it is doubted that this eSisode is either fictive or edited Zhen one reads 
that he reSeatedly visited the Netherlands ³as far as (his) visa Sermit(ted)´ 4  and 
SreSared to introduce contemSorary Dutch architecture through lecture and 
Sublication right after his homecoming5 . +is only Sublication that introduced 
overseas architecture in 1924 referred solely to the Netherlands even though 
there Zas a Slan of serial Sublication on *erman-sSeaking countries.

Figure 1. *overnor¶s Residence (Shandong in China: Qingdao Past and Present, 7okyo: Alumni of 
4ingdao JaSanese Junior +igh School, Committee of 77th 0emorial of the Founding, 1993, 24)
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In this book he reminisces about a conversation Zith a Dutch family that drove 
him from Amsterdam to Utrecht: 

1) 0eanZhile, Ze came across an interesting thatched farmer¶s house. 
>«@ I reSlied >to 0rs. StemSel¶s Tuestion@ in an aZkZard Zording. 
³+ouses in any cities or those of the rich give only a uniform feeling, but 
at least farmer¶s houses have their national characteristics everyZhere: 
that interests me.´�

+origuchi classifies Dutch architecture into three grouSs: traditional 
Amsterdam, modern Rotterdam and rural Utrecht.  +e Srobably referred to 
*erman architect Adolf Behne¶s (1885-1948) essay Holländische Baukunst in 
der Gegenwart >Dutch Architecture at Present@7 and an architectural maga]ine 
in the Netherlands Wendingen on discussing Amsterdam and Rotterdam.  And 
more Srobably he had a close feeling toZard his third grouS, Utrecht.  Although 
he Tuotes that the greatest characteristics of Dutch architecture are in small 
urban houses and terraced housing for the Soor, he seems to Say significantly 
larger attention to rural houses.

+origuchi¶s exSressionistic lecture on thatched roof suSSorts our SresumStion.
2) >Architects in an artists¶ village Park 0eerZiMk@ fired 7 sTuares and 
set sTuares to ignore the laZs of architectural design. >«@ 7hey seceded 
from everything and hoZ much a desire they exSressed into architecture 
Zith bursting it in a modern ardor.  7heir Àaming intrinsic SoZer came 
to be exSressed as a ZarSing surface Zhich had been suitably achieved 
Zith soft straZ and sooty modest brick.8

3) As contrasted to stoveSiSes stacked on the one side of the ridge 
makes a mass, a heavily sagged eave has a SlumS thickness of the 
thatch climbing Zith a slight undulation.9

4) In short, I have a sSecial interest in the modern emergence of these 
thatched roofs first in (uroSe.10

+origuchi did not find magnificence or monumentality in Dutch architecture. 
+e regarded small houses, terraced houses and garden cities as contrasted Zith 
the *erman Sreference for monumentality.

It is noteZorthy that +origuchi named this tendency ³Wabi and Sabi´, and 
related it to the transition of construction of the Versailles: from the main 
Salace of marble, mirror and gold to the *rand 7rianon of simSle stone and 
finally to the Petit 7rianon of thatched brick.  7his Zas a recurring oSinion that 
aSSeared in his essay in his first Shoto book on his residence Sublished in 1927.  
+origuchi found this transition from sSlendor to Srofound serenity also in the 
shift from Buddhist temSles such as Kinkakuji and Ginkakuji to tearooms.  +e 
renamed the Wabi-Sabi as  hi-toshitekina mono, or the non-urban, and defined 
the tendency as rural, indigenous and Srimitive element of architecture.
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7he residence Zas built for the client¶s mistress and Zas named Shien So 
>fig.4@. It Zas built in :arabi, a northern SeriShery area in 7okyo in 192�. 7his 
SroMect Zas not his first comSletion, but the book Zas the first of its tySe ever to 
be Sublished in JaSan. +origuchi comSared Shien So to urban houses in three 
features: urban Sroblems, idyllic location and traditional natural materials 
such as thatch, Zood or clay.11 +origuchi emShasi]ed contemSorary demand 
for country life through its contrast Zith ³exceStional, defective even noZ, 
artificial and sometimes abnormal´ urban life. +ome eTuiSment for urban life 
under ³various conventions among mass lives´, ³extreme disadvantages by 
artificially exaggerated economical limitations´, and that Zas ³circumscribed 
by many urgent Sroblems´ Zould have bothered him too much to start from the 
essence of life. :hile the residents Zere a couSle Zithout a child, +origuchi 
mentioned the role of children as to ³romantici]e a residence´ and designed 
a residence suitable for childbirth, care, rest, recuSeration and retirement. In 
short, he created a residence to fulfill the needs of daily living.

:hat +origuchi mentioned as the ³urgent Sroblems´ of the urban area, must be 
regulatory issues.  Based on governmental standSoints, mainstream architects 
had concerns about urban Slanning and harmony or unification of urban 
buildings.  7he Urban Building /aZ that covers hygiene, seismic structure and 
fire Srevention (Zhich meant endorsement of concrete) and the City Planning 
/aZ that enables land re]oning have been aSSlied to six maMor cities in JaSan 
since 1919.  It Zas a rare exceStion that in 7okyo and <okohama existed the 
buildings Zithout SroSer foundations or bearings after the 1923 (arthTuake.  
+origuchi must have designed this rural residence Zith an emShasis on its 
Tuotidian nature to SroSose an antithesis to contemSorary urban trends Zhere 
comSliance to technological and legal reTuirements is a must.

Figure 2. 7aki]aZa 0ayumi, AlSine Club +all 
(Cat. (x. Rethinking Japanese Art in the Twentieth Century, 7su: 0ie Prefectural Art 0useum, 199�, 74), 
diSloma design to the 7okyo ImSerial University.
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HORIGUCHI’S INTERPRETATION OF ART THEORY IN GERMAN 
SPEAKING WORLD AND TEAROOMS: 1930s

:hat confuses one about +origuchi is that, Zhile he develoSed an argument 
on non-urban architecture inÀuenced by Dutch architecture, he steSSed into 
0odernist architecture in the 1930s and simultaneously continued to study 
JaSanese tearooms. 7here Zas even a time a master carSenter refused to Zork 
according to his design of JaSanese rooms in his SroMect. :hen trying to 
caSture the relation betZeen Dutch contemSorary architecture and JaSanese 
tearoom architecture based on this non-urban conceSt, one needs to focus on 
its relation Zith 0odernist architecture.

:hat about tearooms that imSressed +origuchi so much"  
5) I am interested in them not because they have a tradition inherited 
long, and I resSect them not because >such tea masters as@ Rikyu, Sotan 
and (nsyu cherished them, but because of the brilliant architectural 
ideas and techniTues shoZn on them.  It is because it Zill stimulate not 
only the rural huts but every architecture much.12

Presenting the Sarticular to the established one could stress either its uniTueness 
or its universality.  +origuchi chose the latter, but he did not give uS the 
uniTueness.  Rather, he re-designed his discourse to fit Zhat Zas universal, 
namely, the relation betZeen Dutch and JaSanese.

�) >«@ even if there are a feZ exceStions, the almost all tearooms are 
thatched huts surrounded by a little oSen garden and most of the theme of 
their exSression is a non-urban-ness, that is, a rural and mountain taste.13

Figure 3. 0amoru <amada, 7okyo Central 7elegraSh Office 
(Cat. (x. Mamoru Yamada An Arhitect, 7okyo: 7okai University Press, 200�, 47).
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According to him, a ³brilliant architectural idea´ has an exSression of ³a non-
urban-ness´, and that connects JaSanese tearooms to ³every architecture´.  
+origuchi carefully claimed the global significance of the tearoom: he 
discussed that valuable tearoom architecture Zas not built by an unintentional, 
instinctive or natural Srocess but through a consciousness of non-urban-ness.

7) A true rural or mountain hut Zas develoSed along Zith Nature, and 
its architectural aSSearance Zas not created Zith a consciousness of 
exSression. >«It@ stands exactly the oSSosite of the develoSment of 
tearoom architecture Zhile I have called it rural and mountainous. >«@ 
Ze can say that tearoom architecture Zas develoSed at the reTuests of 
an intellectual class and an urban merchant class.14

Although he does not mention the original reference, his essay Zritten in 1924 
refers to *erman theory of art and shoZs his concerns about the ideal state of 
functionality and exSression.

8) :e find that the exSression emerged from the theory of 
>Einheitskunstwerk, or unified Zorks of art@ and the reali]ation of the 
theory of >Der grosse Bau, or 7he *reat Architecture@ are exSressed, 
contemSlated, and accomSlished in Wabi and Sabi architecture.  >«@  
:hen you observe a Mizuya >or Zater SreSaration area@ in a tearoom, the 
fully heightened architectural exSression, Zhich disSlays a straight and 
beautiful harmony and a variation Zith the most Sractical adMustment 
and invention, is an integrated Serfection of function and exSression.15

+origuchi argued that, Zhen function and exSression combine, the architecture 
Zould reign over to integrate all genres.  7his argument reSeats in his essay 
Zritten three years later.

Figure 4. +origuchi Sutemi, Shienso (Horiguchi Sutemi no “Nihon” 
>“Japan” in Horiguchi Sutemi@, 7okyo: Shokokusha, 1997, 34).
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9) Sabi or Wabi is an exSression Zhich fulfills the function Zith these 
>natural@ material and techniTues, and Zhich exSresses naturally the 
internal deSth of sSiritual aZakening Zith simSle language of shaSes 
SreSared Zith the deeSest contemSlation.1�

Another examSle Zould be his essay Sosted in the maga]ine Contemporary 
Architecture in 1940 Zhich featured Sen no Rikyu, a 1�th century tea master.  
+origuchi Zas one of the Sair editors of this issue.

10) +is tearoom involves the Sroblem of the nature of architecture itself, 
and is a message teaching us hoZ to resolve a Sachlich reTuirement 
architecturally.17

7hus it is clear that he regarded the integration of function and exSression as 
a basis of an exSressive architecture, that is, a Zorld-Zide architecture in the 
late 1930s.

7he context above may clarify hoZ +origuchi came to invent his myth of the 
Parthenon exSerience.

11) >Sabi or Wabi@ is not an exSression like the *othic Zhich assumes 
a simSle Srimitivism in outZard aSSearances, but make a sSiritual leaS 
Zith an intensive excess. And it is not like the *reek Classics Zith an 
aim to make a beautiful harmony through the obMective attentions to the 
details.  But it is like the *othic in terms of assuming a nawvetp Zhich 
is simSle and aSSears even someZhat bi]arre in its materials.  And it is 
like the *reek Classics Zhich assumes a soShisticated serenity Zith the 
deSth of the Seaceful sSiritual aZakening.18

Figure 5. +origuchi Sutemi, :akasa Residence (ibid., 95).
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Wabi or Sabi has ³a sSiritual leaS´ and ³a nawvetp´ but also ³assumes a 
soShisticated serenity´.  In sSite of his thought around his coming home from 
(uroSe, he came to see *reek Classic architecture as including the element his 
architecture Zould assume.

+origuchi alleged the suSeriority of functionality but he did not Srefer 
buildings that Zere built solely under material and construction constraints.  +e 
adoSted Àat roofs made of lumber in his design� should he choose reinforced 
concrete, there Zere less concern for roof leaks.  +e considered even a rooftoS 
sZimming Sool in the :akasa Residence in 1939 (Fig. 5), but gave it uS due 
to government¶s regulation on concrete, thus only the Àat roof for exercising 
and sunbathing Zas reali]ed. :hen he Zas critici]ed for his irrational choice 
of lumber, he tried to defend himself.

12) Although it is Zrong in terms of structure, Zhen reTuired Ze have 
to do it.  It Zill stimulate the Srogress of architecture.  7he everyday 
life reTuires children¶s Slayground and drying clothes on the rooftoSs. 
0oreover, modern cities are lacking gardens. >«@ Although it is 
difficult to build a Àat roof of Zood, I think doing it should be a duty 
of the architect.19

Although +origuchi did not assert that this adoStion of Àat roof Zas an 
architect¶s exSression, he obviously attributed a larger significance to his 
someZhat irrational choice than to ordinary material or construction restraints.

In this section it can be concluded that +origuchi thoroughly exSlored the 
tearoom architecture and argued its functionality that met the needs of everyday 
life, Zhich surSassed the material or construction reTuirements and at the 
same time Zas free from urban regulation. :hat remains is the relationshiS of 
+origuchi and exSression.

Figure 6. +origuchi Sutemi, Oshima 0eteorological Observatory (ibid., 102).
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GLOBAL MONUMENTALITY OF A SMALL ISLAND: 
THE 1940s AND ITS PRECURSOR

+origuchi comSared contemSorary architectures in the Netherlands and 
*ermany based on monumentality in his essay in 1924. 7hen he adoSted 
monumentality in his design of Oshima 0eteorological Observatory in a 
volcano island 120km to the southeast of 7okyo >fig. �@.  +e declared that he 
Zas not conscious of any styles before its comSletion, as advocated by such 
contemSorary architects as J. J. P. Oud, *roSius and Adolf Behne.  But he 
admitted his design could assume a style a posteriori, and named it the ³style 
Zithout style´.

+origuchi argued that it Zas rare to Slace an exhibition room of geoShysics 
ancillary to an observatory and it had a global significance.  +e thought it 
should assume a monumentality, though it Zas a Sractical Zweckbau, and he 
achieved it through building an observation toZer as a Soint of exSression 
Zith fulfilling sachlich reTuirements of the observation of Zinds, seismic 
instrumentation and radio communication and Zalking uS and doZn of the 
staff to record data and to maintain the instruments.  +origuchi described his 
feelings on designing the toZer and the building:

13) 7he indices for these functions to oSerate Serfectly arrange and 
tighten the form in designer¶s imagination definitely.  0y heart has a 
tension to make form, color, and SroSortions beautifully constructed 
in these comSositions and it Senetrates and suSSorts everything like 
a shadoZ for an obMect.  :here this heart is not exSressed Zould be a 
dead surface and a dead color and it does not make a building lively as 
a Zhole.20

Although Ze tend to regard a monument itself as a lifeless stone that resists 
SeoSle¶s oblivion, +origuchi abstracted its monumentality through the filter of 
his exSression and gave it to a modern Zweckbau.

It is knoZn that +origuchi Zas against the Teikan (³imSerial croZn´) style 
Zhich Srevailed among JaSanese Sublic buildings then.  PeoSle called them to 
be JaSanese or Asian tastes in those days and deemed them aSSroSriate outside 
and inside: the context in Asian cities� the collection of Asian artifacts Zhen it 
Zas a museum.  Of course, +origuchi reMected such discussion.

14) :e can say that Zhat they call JaSanese taste or Asian taste is usually 
an imitation of a style of Zooden buildings into reinforced concrete or 
steel structure.21
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+origuchi says such architecture has Sut the Sriority of function and exSression 
the other Zay around.  +e reMected the styles a priori and their mixture to adaSt 
to his monument and based it solely on his oZn exSression or integration.

But Ze can imagine another element of monumentality.  7here Zas a Slan 
to celebrate the OlymSic *ames and :orld (xSo in 7okyo in 1940 and the 
stadium and the collateral National +istory 0useum Zere exSected to take the 
Teikan Style.  +origuchi deemed this style to be under Chinese inÀuence and 
argued that adoSting this style Zould only intensify Sinocentrism.22 But Zhat 
is imSortant to mention here is his advocacy for monumentality that included 
a kind of exSression.

15) In order that >the CenotaSh@ has an exSression to imSress not only 
JaSanese SeoSle but SeoSle in the Zorld, its exSanse and its style of 
exSression should be Zorld-Zide Mudged. >«@ It does not reTuire such 
exSression like today¶s Zweckbau as a Sure monument.23

+e classified a mere massive SerSetual monument as a Zweckbau and stated that 
an aSSroSriate monument should assume a global exSression.  Such exSression 
could be a sculSture, a Slanted tree, or a garden.  +is famous essay in 1934 
argued that the JaSanese have a uniTue thought of the national monument: 
they had not reTuired its material and its structure Sermanence, for examSle 
Ise Shrine.  Aside from the argument of the sSecific national identity Zhich 
+origuchi freTuently mentioned, the exSression he Sreferred had an intensive 
strength that led to the global Zorld.  NoZ it has been  made clear the relation 
betZeen the international and the national or the local that he conceived.

+origuchi has been a mystery Zho started as an (xSressionist and then a 
0odernist and Sursued a Srofound study of tearooms and dealt Zith JaSanese 
Sukiya style, versioned tearooms in the midst of Sost-Zar modernism.  
+oZever, one can say that +origuchi took uS both the functionality of everyday 
life and the monumentality Zith an exSression as a vehicle of an architectural 
theory Zith global strength.  (veryday life Zas released from the chains of 
urbanity such as structure, construction and regulation and monumentality Zas 
released from the chains of a literal historicism and a sSecial functionality.  
7his illuminates hoZ the local becomes the international, and vice versa.
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A B S T R A C T

Bauhaus 7heater obtained its most comSlete form through 
Oskar Schlemmer¶s artistic, Sedagogical and theoretical Zork. 
7he key Sroblem for Schlemmer Zas the laZ of motion of the 
human body in sSace. +is Soetic imSlied anti narrative and anti-
mimetic theater and also the ZidesSread use of stage figures 
Zith the vivid articulation of sSace as his Srimary intentions. 
7he human body on stage, converted into artificial figure, Zas 
the universal symbol of human being defined by oSSosites, 
Zhich exists in a geometrical given sSace and determine it 
metaShysically. Use of term µdance¶ in Schlemmer¶s Slay most 
titles, is consistent Zith the conceStion of stage event as a stage 
Slay of artificial figure in geometrical given sSace. Design in 
motion conceSt, Zhich means the organi]ation of the stage Zith 
sSecific mechanical-choreograShic motions and Zorking Zith 
form and color, determine the Schlemmer¶s stage as the absolute 
visual stage. :ithin the Bauhaus, Oskar Schlemmer¶s stage 
Zork has contributed to understanding of the theatrical event as 
the eTually imSortant artZork area for design of totality of sSace 
in Zhich Zas established harmony betZeen man, his life Srocess 
and environment in Zhich man exists.
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:ith the reSercussions of one of the most significant and most inÀuential 
schools of architecture and visual arts, the Bauhaus Zas oSened in 1919 in 
:eimar. 7he entire existence of this institution Zas marked by the inÀuences 
of the raSid Solitical and economic changes of the Seriod betZeen the tZo 
Zars. 7he antagonism of the right-Zing oriented Soliticians and intellectuals 
toZards the ideology of the Bauhaus had an imSact that the school Zas 
relocated to Dessau in 1925, and thereafter also to Berlin in 1933.2 Closing 
of the Bauhaus in ASril 1933 reSresented one of the numerous conseTuences 
of the Na]i government decision to remove from the 7hird Reich area any 
exSression of that Zhich could be named ªdecadent© namely, ªBolshevik© art.

7he Bauhaus emerged through integration of the :eimar School of Arts and 
Crafts (*rossher]ogliche .unstgeZerbeschule) Zith the :eimar Academy 
of Fine Arts (*rossher]ogliche +ochschule fur bildende .unst) Zhich Zere 
closed during the :orld :ar One. 7he Sedagogic Zork in the Bauhaus Zas 
Srofiled in comSliance Zith imSlementation of the reform of the artistic 
education and the accentuated democracy and the entire conceSt Zas 
conformed to the develoSment of the Sost-Zar modern, industrial society and 
the conceSt of creation of the utilitarian and mass accessible articles Zhich 
Zould Sromote and make more Tualitative the customary conditions of the life 
Srocess. It concerned the conceSt of moderni]ation of everyday living sSace 
in the industriali]ed society, through combination of different craft but also art 
skills in creation of the modern building as a ³comSlete artZork integrating 
various arts into the oneness of a neZ harmony.´3

As regards the Soetic orientations of the Bauhaus artists, it Zas common for 
them the acceStance of the many achievements of the historical avant-gardes 
Zhich through the Zork of this school Zere introduced in the system of mass, 
industrial Sroduction. 7hrough integration of the craft artistic Zork and the 
technological asSect, Zithin the Bauhaus the design Zas develoSed Srimarily 
as the area of creating the articles for everyday use. 7he artistic Zork should 
have been conformed to the variable circumstances of the Sost-Zar life, and 
also to reSresent the integral Sart of the design Srocess. 7he final Sroduct of 
the synthesis of the research of the neZ materials, simSle forms and colors in 
the Bauhaus ZorkshoSs comSrised, Sarticularly in the late years of the school 
Zork, designing of the SrototySes of the useful articles Zhich, later on, Zould 
be introduced into the mass industrial Sroduction. 7hat Zay the develoSment 
of the *erman industry Zas initiated, and, at the same time, tySical modernist 
asSiration toZards the fusion of the art and technology Zas demonstrated. ³7he 
Bauhaus ZorkshoSs Zere really laboratories for Zorking out Sractical neZ 
designs for Sresent day articles and imSroving models for mass Sroductions. 4́
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:ith the Bauhaus the Saradigm of art as neutral Sractice of creation of fine 
articles intended for interest free aesthetic enMoyment exSerienced the radical 
alternation. 7he conceSts relating to the understanding of function and status 
of the artZork, artistic creativity and artZork valuation Zere Tuestioned. :ith 
the Bauhaus Sractice first the distinction betZeen art and crafts Zas disruSted, 
Zhich, since the enlightenment, rested on the elitist established dichotomy 
betZeen µfine¶ and µutilitarian¶ result of the artZork, namely craft Zork. 5  
In that resSect also the difference betZeen µexSression¶ and µdesign¶ Zas 
Sroblemati]ed, Zhen the identification of creativity solely Zith the exceStional 
Zork of the creator genius comSrised the difference betZeen the individual 
and the grouS, negating the Sossibility of collective artistic Zork. Also, by the 
school Zork it Zas indicated to the existence of the dichotomy betZeen the  
µSrivate¶ and the µSublic¶ as Zell, Zhich related to the isolation of the artZorks 
in the museum sSaces and Srivate collections, and to excluding the aesthetic 
exSerience from the man¶s mundane activities and sensorial exSeriences. 
For the Bauhaus ideology the mentioned µbeaux-arts¶ conceSts meant the 
passé heritages since they Srevented the integration of the craftZork, artistic 
creativity and technological asSect in reali]ation of the democratic society and 
creation of the architectural obMect being the integration of the entire elements 
of sSace in Zhich the man exists. 7he Sromotion of the society and Tuality of 
life Srocess should have been reali]ed by a rational building of the visually 
harmoni]ed and functional environment through integration of the crafts-art 
Zork. ³7he Bauhaus Zants to educate architects, Sainters, and sculStors of 
all levels, according to their caSabilities, to become comSetent craftsmen or 
indeSendent creative artists and to form a Zorking community of leading 
and future artists-craftsmen. 7hese men, of kindred sSirit, Zill knoZ hoZ to 
design buildings harmoniously in their entirety ± structure, furnishing, and 
ornamentation.� 

Figure 1.
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ComSrehension that architecture, visual art, sculSture, designing of articles 
and sSatial Slanning are only instrumentally detached elements of one entirety 
has enabled the integration of Zork into until then disciSlinarily seSarated 
art and crafts fields. 7he building Zas understood as a unifying, harmonious 
synthesis of comSlex sSace in Zhich man exists and Zhich all tySes of artists 
and craftsmen should individually contribute to. In that Zay, both aesthetic 
and social human needs Zould have been met. 7his conceSt of collective 
Zork has liberated the artist from the romanticist Ssychology of the creator 
µgenius¶ and the artZork as an exceStional masterSiece. 7he common Zork 
oriented toZards the uniTue goal Zas reali]ed from the Slatform of modern 
constructivism. 7he overall, harmoni]ed sSace of the human existence Zas 
formed by rationally built or designed house ± µbau¶ (building) µhaus¶ (house). 
³Artist at the Bauhaus attemSted to find an obMective common denominator of 
form ± in a Zay to develoS a science of design. Such a foundation of general, 
suSer Sersonal formal laZs Srovides an organic and unifying background 
for various talents. (xSression then has reference to the same universally 
acknoZledged basic conceSts.´7 0oderni]ation of the human living sSace 
comSrised the Sractical reali]ation of the three imSeratives: simSle forms, 
efficiencies and functionalities, and in resSect to the artistic exSression the 
aSSlication of mathematical and geometric forms, Srime colors and modern, 
durable materials.

Organic connection of the human activities, *roSius¶ conceSt of the µtotal 
architecture¶ and focusing the creative activities toZards the common goal 
of the functional design Zere summari]ed in the key Sroblem around Zhich 
all the Bauhaus courses and ZorkshoSs Zere Srofiled ± the Sroblem of the 
relationship between the man and his living space. In this context the stage 
Zork Zas also develoSed Zithin the Bauhaus. Perceiving the school Zork, at 
the beginning of the 19�0s *roSius stated: ³the Bauhaus embraces the Zhole 
range of visual arts: architecture, Slanning, sculSture, industrial design, and 
stage Zork. 8́  +oZever, in the school manifest Srogram of Zork, *roSius 
invited the architects, Sainters and sculStors to unify their goals, Zhereas, 
he did not take the theater into consideration as a relevant artistic Sedagogic 
area.9 7he Bauhaus Stage :orkshoS Zas established only in the summer 
of 1921, and already in 1922 the concentric scheme of the school Srogram 
structure SreSared by Paul .lee in the central circle integrated the area of the 
building and the theatre (Bau and B�hne).10 7he Bauhaus Stage :orkshoS Zas 
initially run by Schreyer, Zho, as the member of the ³Sturm´ grouS favored the 
exSressionistic theatre. +oZever, since the arrival of the artists such as Oskar 
Schlemmer, /is]ly 0oholy-Nagy and :assily .andinsky, the reali]ed stage 
and  light exSeriments indicated to the emShasi]ed Soetic orientation toZards 
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abstraction and constructivism. :hen in October 1925 Oskar Schlemmer 
assumed the management of the Bauhaus Stage :orkshoS, the theatre became 
one of the central fields of school Zork, Zith regards to the Sotential of 
integrating Zithin itself all other artistic fields. 7he stage sSace Zas understood 
as Ser the analogy Zith architectural sSace, and in comSliance Zith *roSius¶ 
ideas on integrated artZork Zhich unifies various arts into oneness of the neZ 
harmony. 7he theatre thus became also the thematic field of the fourth in series 
of fourteen Bauhaus books ± the collection of books Die Bühne im Bauhaus 
Sublished in 1925.11

7he Srofile of the Bauhaus theater Zas most comSletely built through artistic 
Sedagogic theoretical Zork of Oskar Schlemmera.12 7his visual artist, 
choreograSher and dancer, comSleted the studies at the Academy of Arts in 
Stuttgart and before his arrival in the Bauhaus he did his service in the *erman 
army for several years. Since 1921, in :eimar Bauhaus, Schlemmer first 
suServised the ZorkshoS for Zork in Zood and stone, and later on, Sarallel 
Zith the Bauhaus Stage :orkshoS, he taught the course titled ³0an´, Zhich 
Sractical Sart comSrised schematic disSlay of the human body and draZing 
of the nude figure. Also significant is Schlemmer¶s  Sainting oSus in Zhich, 
folloZing the cubism inÀuence, gradually more intensive interest in the 
Sroblem of Sresenting the human figure in sSace as a constant of his artistic 
Soetics Zas reÀected.13 7he Zork in the Bauhaus Stage :orkshoS since 1925 
has Sroceeded in significantly imSroved conditions Zith regards to the fact 
that the exSerimental theater stage Zas built as an integral Sart of the Bauhaus 
Dessau building Zhich until 1929 resulted in the Srogram of tZelve conducted 
Schlemmer¶s creations. ³*roSius is building me a stage Zhich Zill be a Sleasure 
to use as I see fit, desSite its small dimensions.´14 Schlemmer Zas content Zith 
the simSle Dessau stage since the stage of not of that big dimensions could be 
controlled Zith a small number of variables 7his stage Zas frontally oSen and 
its only mechanism Zas a four-roZ system for oSening of the side Zalls and 
moving of the susSended reTuisites. ³Schlemmer rarely takes advantages of the 
Zay it oSens on both sides, to the main hall and to the canteen, but consistently 
conducts his exSeriments on the front oSening stage.´15 In 1927 the Bauhaus 
7heatre Serformed at the *erman 7heater (xhibition in 0agdeburg. On that 
occasion, the third issue of the Bauhaus maga]ine Zas devoted to the theater, 
and Schlemmer, as that issue editor, Zrote an extensive reSort on the obMectives 
and methods of the Bauhaus 7heater Zhich he Sresented also in the form of 
the lecture-demonstration before ³7he Circle of Friends of the Bauhaus´ in 
1927.1� After +annes 0eyer had assumed the management of the Bauhaus in 
1928 the reTuest for Solitici]ation of the theater achievements contents became 
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more exSressed, Zhich, besides  financial crisis, Zas the crucial reason for 
Schlemmer to leave the Bauhaus in 1929.17 At the Academy of Art and ASSlied 
Arts in Breslau Schlemmer asSired to continue the Zork started at the Bauhaus 
7heater, hoZever, oSening of the theater studio in this school Zas not aSSroved 
by the comSetent authorities. 7his made the artist to fully focus on Sainting and 
create several significant Sainting in Zhich he focused on that Zhich he termed 
³µgrand figural style¶, a classical, monumental aSSroach to the human form 
that he had been develoSing throughout the 1920s.´18 Schlemmer Zas also one 
of the first artists Zho exSerienced the censorshiS of the Na]i Solitics Zhen his 
murals for the :eimar Bauhaus Zere Sainted over at the end of 1930. ³:hen 
the Na]i camSaign against him, largely on the grounds of his involvement 
Zith the Bauhaus, Zas in full force, he Srotested vociferously, and not Zithout 
genuine feeling, that he Zas in no Zay connected Zith the Bolshevism of the 
Dessau Bauhaus.´19 FolloZing Schlemmer¶s deSarture from the Bauhaus, the 
activities connected Zith the Stage :orkshoS in this institution Zere carried 
out discontinuously, although certain students asSired to continue the Zork of 
the Bauhaus stage by establishing the <oung stage at the Bauhaus.20

As the central Sroblem of his artistic theoretical Zork, Schlemmer Sointed out 
the laZs of motion of the human body in sSace. +is Soetic comSrised the anti-
narrative and anti-mimetic, extensive use of Slasticity of the stage figures Zith 
live articulation and demonstration of sSace as Srimary intention. Intensive 
sSace control meant the disSlay of the ³the elementary fact of its sSace´.21 

For this artist the theater reSresented and exceStional visual spatial event, in 
Zhich he researched the Sroblems of human body motion in sSace, but also 
the then toSical Tuestion of the relationshiS betZeen the man and the machine. 
³If the aims of the Bauhaus are also the aims of our stage, it is natural that the 
folloZing elements should be of first and foremost imSortance to us: SPAC( 
as a Sart of the larger total comSlex, building (Bau). («) An asSect of sSace 
is FOR0, comSrising both surface (that is, tZo-dimensional) form and Slastic 
(three-dimensional) form. AsSects of form are CO/OR and /I*+7, to Zhich 
Ze attach a neZ imSortance. :e are Srimarily visually oriented beings and 
can therefore take Sleasure in the Surely oStical� Ze can maniSulate forms and 
discover mysterious and surSrising effects in mechanical motion from concealed 
sources� Ze can convert and transfigure sSace through form, color, and light.´22

Schlemmer¶s aSSroach to stage fully fitted into the Bauhaus basic conceSt. 
For him Serforming reSresented the matter of architecture in motion, Zhere 
the human bodies ± by dressing in costumes Zere transformed into artificial 
figures – and the stage obMect created the variable forms in constant motion. 
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³7hese arts ± architecture, sculSture, Sainting ± are fixed. 7hey are momentary, 
fro]en motion. («) 7he stage is the arena for successive and transient action, 
hoZever, offers form and color in motion, in the first instance in their Srimary 
asSect as seSarate and individual mobile, colored or uncolored, linear, Àat or 
Slastic forms, but furthermore as Àuctuating, mobile sSace and as transformable 
architectonic structure. Such kaleidoscoSic Slay, at once infinitely variable and 
strictly organi]ed, Zould constitute ± theoretically ± the absolute visual stage 
(Schaubühne).´23

:hen sSeaking about Soetic elements of his visual stage, Schlemmer refers to 
the history of theater, Zhere he singles out three tySes of stage: oral or sound 
stage Zhich imSlies some literary or music Serformance� Slay stage at Zhich 
some Shysical-mimetic event is Sresented and visual stage at Zhich certain 
oStical event takes Slace. Schlemmer Soints out to that the third stage tySe is 
dealt Zith only by the designer, as the ³builder of form and color,´24 Zhereby 
form and color are the asSects Zhich all formative artists – painter, sculptor and 
architect Zork Zith.25 Indeed, Schlemmer Sut on eTual level the comSonents of 
Zork of the designers, Sainters, sculStors and architects, hoZever, he Sointed 
out to a rather imSortant distinction, the distinction betZeen the Zork Zithin 
these fields and the Zork on stage. Unlike the formative arts, on stage it is the 
form and color in motion, or, design in motion that are in action. ³For the stage 
is after all architectonic: it is ordered and Slanned, and it Srovides a setting 
for form and color in their liveliest and most versatile form.´2� 7he design 
in motion conceSt, organi]ation of the stage sSace by sSecific mechanical-
choreograShical and sSatial designs and the Zork Zith color and from have 
exactly defined Schlemmer¶s stage as the absolute visual stage. ³As Schlemmer 
exSlained, using a Tuote from Delacroix it Zas to be a µfeast for the eyes¶.´27

+oZever, the absolute visual stage for Schlemmer reSresented the sSace 
determined by mathematical relations, but the void one, having in vieZ that 
this artist, emShasi]ed the man as the most imSortant theater element, namely 
the stage as universal reSresentation of man’s existence in space. In the essay 
³0an and Art Figure´, Schlemmer concisely Sresented his critical and Sractical 
vision of the theater Zith man in its focal Slace. ³7he history of the theater is 
the history of the transfiguration of the human form. It is the history of man as  
the actor of Shysical and sSiritual events, ranging from nawvetp to reÀection, 
from naturalness to artifice. 7he materials involved in this transfiguration are 
form and color, the materials of the Sainter and sculStor. 7he arena for this 
transfiguration is found in the constructive fusion of space and building, the 
realm of the architect. 7hrough the maniSulation of these materials the role of 
the artist, the synthesis of these elements, is determined.´28

49



S A J _ 2014 _ 6 _

From this Soint of vieZ, Schlemmer analy]ed the manners in Zhich in the 
traditional, mimetic theater, the human figure had exclusively reSresentational 
function, Zhereas the Sainters and sculStor, through focusing on form and color 
still exSressed certain Sotential to treat the human figure as an abstract element. 
Actually, Schelemmer Sointed to the dualistic asSect Zhich determined each 
human individual ± the Shysical and Ssychological comSonents, rational and 
emotional asSect, mechanical and organic. Schlemmer continuously indicated 
to these dichotomies in his articles, believing that stage sSace and the man in it 
Srovide the Sossibility that the essences of the human existence are symbolically 
Sresented. In his stage reali]ations, Schemmer, thus, gave Srominence to the 
dualistic asSects of man singling out geometrical stage�sSace determinations 
in Zhich human subMectivity existed and Zhich, at the same time ensued 
from the dichotomy of the man himself, his Shysical SroSortionality, namely, 
mathematical relations. ³0an is an organism of Àesh and blood as Zell as a 
mechanism of dimensions and SroSortion. 0an is a creature of emotion and 
reason and many more dichotomies. +e carries these Zithin himself and is 
much better able to reconcile himself continuously to the fact of this duality 
Zithin himself, than in abstract structures of art outside himself...´29 Schlemmer 
believed that the human organism stands in the abstract sSace of the stage and 
that each of these tZo elements has its oZn laZs. ³0an, the human organism, 
stands in the cubical, abstract sSace of the stage. 0an and SSace. (ach has 
different laZs of order. :hose shall Srevail" (ither abstract sSace is adaSted 
in deference to natural man and transformed back into nature or the imitation 
of nature. 7his haSSens in the theater of illusionistic realism. Or natural man, 
in deference to abstract sSace, is recast to fit its mold. 7his haSSens on the 
abstract stage.´30

Figure 2-3. 
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For Schlemmer¶s understanding of man it is indicative the structure of the 
course taught by him during 1927 and 1928.  7he course titled ³0an´, aimed 
at Sroviding an overall vieZ of man and his abilities and syntheti]ed three 
aSSroaches ± formal, biological and ShilosoShical one. 7he structure of this 
course reÀected Schlemmer¶s standSoint that man should be understood as a 
cosmic being. ³0an should be understood as a cosmic being. +is conditions 
of existence, his relationshiSs Zith the natural and artificial environment, 
his mechanism and organism, his material, sSiritual and intellectual image� 
in short, man as a bodily and sSiritual being is  necessary and imSortant 
subMect of instruction.´31 Natural scientific aSSroach exactly ensued from the 
SresumStion that man Zas a cosmic being, an integral Sart of the nature, but, 
above all, a biologically determined being. 7he areas from biology that Zere 
considered by Schlemmer comSrised the conceSt of Zorld ether,32 then, by 
studying cell, embryology, ontogenesis of organs, detailed study of the human 
anatomy (system of bones, muscles, ligaments, veins, nerves, Zith a Sarticular 
emShasis on the organs of sight and hearing), study of the chemical comSonent 
of the human body and the Sroblems resulting from uSright Sosture of man.33 

7hrough ShilosoShical aSSroach Schlemmer Sresented man as a thinking but 
also emotional being Zho Serceives the Zorld through variable conceSts and 
ideas. 7he formal Sart, dedicated to draZing of human figure first included the 
study of the SroSortions of the static body and then led also to consideration 
of the body in motion. ³7he Sart dealing Zith figural rendering, mainly one of 
draZing, deals Zith schemata and systems of lines, Slanes and body sculSture� 
the standard measures, the theory of SroSortions, D�rer¶s measurements, and 
the golden section. From these develoS the laZs of movement, the mechanics 
and kinetics of the body Zithin itself as Zell as in sSace, in the natural as Zell 
as in the cultural sShere... 7he Saths of movement, the choreograShy of every 
day, form a transition to the conscious, shaSed movement in gymnastics and the 
dance, and further to the art form of the stage.´34 Such, synthesi]ing, biological 
aSSroach, resulted in that Schlemmer¶s numerous schematic reSresentations-
draZings of the man had an effect as sSecific biograms of the existence and 
motion of the human body in sSace.

Schlemmer believed that the limited sSace of the theater stage Zas determined 
by the linear netZork of Slanimetric and stereometric links, Zhereby that stage 
geometry Zas inherent to the mathematical asSect of the human body. +oZever, 
besides being determined by Shysical SroSortions, man is at the same time a 
comSlex organic being Zho exists through functions of its inner Zorld ± the 
rhythm of the heart function, circulation, breathing, activities of brain, nervous 
system and emotionality. Such human being is the center of each sSace and 
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SarticiSates in creation of any imaginary sSace. *eometrically abstract sSace, 
therefore, is only hori]ontally vertical frame of organically and emotionally 
determined motion of the human body in sSace. 7he motion of the human 
body creates Shysical imSulses of each sSace, and that Zay animates it and 
revives it. In that case, the stage is understood as a limited sSace of Slanimetric 
and stereometric relations by means of Zhich it is Sossible, visually and 
symbolically, in a universal Zay to Sresent this reciSrocal relationshiS betZeen 
the human body and sSace.

Actually, Schlemmer has built his Soetic designs from sSecifically based stage 
theory, in Zhich he synthesi]ed rational, scientific view with metaphysical 
conception of man. Rational, scientific vieZ emShasi]es the Sroblem of 
man¶s existence in sSace Zhich Schlemmer Sresented through geometric 
mathematical relations. ³Point and SurSose of science: to assemble and 
classify Zhat can be knoZn: in contrast to sSeculative ShilosoShy and in 
comSlete contrast to religion and art, Zhich invent. («) Aim of science: 
mathematical formula of the mechanical events of the Zorld.´35 0an as an 
artificial figure, in Schlemmer¶s theater moved in geometrically determined 
sSace, in Zhich Srecise, almost mechanical movements could be made. In that 
sense, Schlemmer through mathematical schemes of mechanical motion of 
man in sSace designed the reSresentation of man as artistic figure on stage. 
0etaShysical conceSt of man¶s existence in sSace is based on the SresumStion 
that man¶s SroSortional-emotional body in motion destroys the scientific 
understanding of sSace as geometrically stable Shenomenon. +uman body in 
motion in the stage sSace actually becomes the artistic figure, something that 
creates the artificial exceStionality of that sSace. (ach sSace is filled only Zhen 
man is Sresent in it, Zhich means that man is alZays that Zhich metaShysically 
determines the sSace. Rational, static geometrical relations of sSace are filled 
Zith µliving¶ form only that moment Zhen human body is Sresent in it and Zhich 
consists also of the comSonents beyond rational geometrical laZs. ³Color and 
form reveal their elementary values Zithin the constructive maniSulation of 
architectonic sSace. +ere they constitute both obMect and receStacle, that Zhich 
is to be filled and fulfilled by 0an, the living organism. («) 0an, its chief 
Shenomenon, is both an organism of Àesh and blood and at the same time the 
exSonent of number and µ0easure of All 7hings¶ (the *olden Section).´3�

In his significant lecture on the theater in 1927, as a Sroblem Schlemmer 
Sarticularly emShasi]ed the event of the existence of man in relation to sSace.37 
Figure-body on Schlemmer¶s stage is a temporal gestalt since only in the 
entirety Zith sSace man transforms that sSace and abstract theater stage into 
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Àuid field of the force of motion. 0an is Serceived as a coherent form but 
also as the Sart of the Zider entirety of the geometrically determined sSace 
Zhich he animates and becomes the event through motion. 7he move, Zhich 
results from the inside the organism of the human being could not have been 
reSresented in a rational-mathematical Zay. 7ransformation of sSace through 
body action is that on Zhich Schlemmer insisted Zhen in the texts ³0an and 
Art Figure´ and ³0athematics of the Dance´ he Zrote about that the body 
in motion introduced its oZn SoZer into geometrical sSace and animated it. 
Schlemmer identified that force Zhich Zas demonstrable each time Zhen the 
figure moved in the controlled stage sSace. ³/et us noZ observe the aSSearance 
of the human figure as an event and recogni]e that from the very moment at 
Zhich becomes a Sart of the stage, it also becomes a µsSace beZitched¶ creature, 
so to sSeak. Automatically and Sredictably, each gesture or motion is translated 
in meaningful terms into a uniTue sShere of activity.´38 By the relations betZeen 
the sSace and mechanical body motion Zhich Zere reSresented in multitude of 
draZings and diagrams, Schlemmer emShasi]ed the stage event as the gestalt 
of geometrically determined sSace and metaShysical asSect the bearer of Zhich 
Zas the human body in motion. ³SSace and body mathematics, the Slanimetric 
and stereometric relationshiSs of sSace together Zith the metaShysical inherent 
in the human body shall unite into a numerical, mystical synthesis... sSace�´39 

For that reason, one of the theater functions for Schlemmer Zas ³to serve the 
metaShysical needs of man by constructing a Zorld of illusion and by creating 
the transcendental on the basis of the rational.´40

0athematical and emotional asSects of man Zhich determine his Shysical 
being as a synthesis of dichotomy elements Zere reSresented in tZo manners 
in treating the human body as an artificial figure. 0athematical asSect of the 
human body Zas µfitted¶ into geometrically definable stage sSace in such Zay 
that Schlemmer dressed the Serformers in the costumes of geometrical form, 
actually indicating to the mechanics of human body motion, namely, to the 
Serformer as a kinetic sculpture. (motionally, that inner Sart of the human 
body, Zhich could not have been reSresented by exact mathematical schemes 
and Zhich animated the static geometrical stage sSace, Zas reSresented 
through motion of the kinetic sculSture, through conditioning of that motion 
by architectural stage - by the materials and obMects that Zere on the stage - 
and through mask and Santomime ªcaStured© facial exSressions. Dressing in 
costumes in Schlemmer¶s Slays reSresented the most imSortant stage element 
of transformation of the human body into artificial figure.
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SculStural costumes as the means of transformation of the traditional 
Serformer into an artificial figure (Kunstfigur), as Zell as in the function of 
the key element of sSace dynamics construction, Zere fully reali]ed in the first 
significant Schlemmer¶s Slay ± Triadic Ballet. Schlemmer started Zorking on 
this achievement in 1912, the oSening night Zas held ten years later in Stuttgart 
and thereafter Triadic Ballet Zas Sresented as a central event of the grand 
Bauhaus exhibition in 1923. 7his achievement has most often been associated 
Zith Schlemmer¶s theater Zork and generally Zith the Bauhaus theater.41 7hree 
basic characteristics of the Triadic Ballet, as stated by Schlemmer, are: ³the 
costumes Zhich are of a colored, three-dimensional design, the human figure 
Zhich is an environment of basic mathematical shaSes, and the corresSonding 
movements of that figure in sSace.´42 

Triadic Ballet originated from the comSrehension that three-dimensional sSace 
can be articulated or made visible through Slastic forms. Schlemmer  µZraSSed 
uS¶ the organic body in motion in the costumes of various geometrical forms 
Zhich symboli]ed SroSortionality or mathematic dimension of man, his 
universality. +uman body, transformed into an artificial figure, reSresented 
the universal symbol of human being determined by dichotomy existing 
in geometrically rational determinable sSace and determining that sSace 
metaShysically.43 ³:hile his later Bauhaus dances have been called µgestural¶ 
or µsSatial¶ Serformances (also involving a strong emShasis on light SroMection), 
the Triadic Ballet ± in its full version comSrising three acts, three Serformers, 
tZelve dances and eighteen costumes, Zith each act disSlaying a different color 
and mood ± disSlays a Sredominantly sculStural leitmotif. :ith exaggerated 
headdresses and masks, bulbous Sadded torsos and outfits built Zith Ziring and 
concentric hooSs, extended SroS-like limbs and conic or sSherical aSSendages, 
the Triadic µfigurines¶ are constructed to imSede movement or shaSe it in very 
Sarticular Zays, draZing attention to the constructedness of the costumes as 
Zell as their materials. 4́ 4

Schlemmer¶s first imSortant essay on theory of stage dating from 1925., ³0an 
and Art Figure´, Sublished immediately before starting his Zork on the Dessau 
stage, related to the Sroblems Sractically set uS in the Slay Triadic Ballet and 
Zas focused on the costume as key line of the neZ, abstract ± anti mimetic and 
anti-narrative stage. In this text it Zas emShasi]ed that costume Zas liberated 
from its usual function of underlining certain character and used only for the 
SurSose of articulation of the key stage events. 7he author Zrote in it about 
the artificial figures moving in comSliance Zith the geometrical lines, sSiral 
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and sTuares, Serforming an abstract dance based on mathematical relations of 
movement. 7raditional, Sresentational and narrative theater Zas reduced to the 
s tage eve nt as  a symbol.

Schlemmer comSletely reMected the conceSt of mimetic theater and exSression 
as Saradigms of the highly modernist theater. +e insisted on the Srecise 
adaStation of the figure shape to the geometrically defined sSace. Such figure 
by movement Zill exSress the inner, subMective asSects of man Zhich is 
imSossible to Sresent by mathematical relations. In later achievements of the 
Dessau theater this artist defined the stage sSace by using also the various 
Slastic forms, including decoration, certain obMects in motion but also color 
and light. 7he Serformers had Shysical and visual Soints of orientation Zhich 
enabled them to consciously and Shysically engage in the sSace mathematics. 
On the Dessau stage Schlemmer used also the staircases, mobile skeleton 
Slatforms and small mobile articles such as hooSs, stickers, cubes, balls and 
sticks. 7hese stage SroSerties Zere carried by the Serformers and relocated in 
the stage sSace. Figures, Slasticity, light and sound all made the elements  of the 
constructed Srocess, and thus Schlemmer Zas rather interested in the formal 
Sreciseness of rhythm of the sound used and Sercussionist asSects of noise 
than in the Zork Zith the conceSt of music as the holder of ten stage action 
exSression. +e aSSroached sound from the Shenomenological Soint of vieZ 
liberating it from its associative and semantic imSlications: ³Our decision to 
aSSroach the human Zord µunliterary¶, in its Srimary state, as a haSSening, as if 
it Zere being heard for the first time, makes this Sarticular field a Sroblem and 
a challenge.´ 4 5  In this Zay, and first of all by comSlete reMection of the Sresence 
of the sSoken Zork on the stage, Schlemmer translated the accent from the 
narrative, illusionist, mimetic or semiotic asSects of the traditional theater to 
the Shenomenological, reality and Shysical exSerience, and Zith the effect of 
the mobile, visual geometry he indicated also to the artificial construction of 
the Serforming body.

In certain achievements, Schlemmer Zould add gloves or color stockings to 
the black and Zhite costumes, Zhich accentuated certain Sarts of the body 
oSSosite the costume totality hoZever also oSSosite the background, stage 
surface or the curtains.  7hereby the balance of the Serfect body mathematics 
Zas altered: ³7ake a simSle human figure in a Zhite leotard, Sut it in the 
sSace. In this form he is a sort of basic figure, a blank, unZritten Sage. (very 
subseTuent accessory, such as a red stocking on the left leg, a stick in the 
right hand, has to change the neutrality Zhich the figure alone had. 7his is an 
imbalance, and a unilateral inÀexion folloZs, the inner and outer state of the 
dancer is decisively inÀuenced.´4�  
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Besides forms and color the costume material also stimulated articulation of 
the body motion. 4 7 7he body Zas in direct contact Zith sSecific materials, 
such as, for examSle, Zith glass in Glastanz or Zith Zood in Stäbetanz (Pole 
Dance). In these cases, the dynamics of the body motion Zas liberated through 
material movement, or at least through sound created by that material. In that 
Zay Schlemmer Sroblemati]ed also the Tuestion hoZ sSace and our SerceStion 
of sSace changed deSending on the nature of materials used Zhich defined that 
sSace. A sSecific design of body architecture Zas in Sractice Zhich comSrised 
those same elements relevant for designing the buildings and utilitarian obMects 
- the form, color and material.4 8

* * *

³During the last years that he Zas a member of the Bauhaus and its Stage 
:orkshoS, Schlemmer brought the various Sroductions to Serfection ± by and 
large they dated from before 1928 ± so they become artistically and technically 
exemSlary Serformances, ready to be shoZn to even the most soShisticated 
audiences. In June 1928 the Bauhaus stage Serformed at the Second *erman 
Congress of the Dance in (ssen. During a tour beginning in February 1929 and 
lasting several months, it exerted its strongest direct inÀuence, felt by some to 
be a Srovocation. 7he stoSs on that tour Zere Berlin, Breslau, Frankfurt and 
0ain, Stuttgart and Basel. In Breslau Schlemmer continued his stage Zork. 
7he reSertory shoZn on the tour Zas Tuite extensive. It consisted of short, 
individual Sieces, being a Sarticularly striking shoZ of Schlemmer¶s intentions: 
the µDance in SSace¶, µDance of Forms¶, µDance of *estures¶, µDance of the 
Stage :ings¶, the µBox Play¶, the µDance of Slats¶, the µDance of +ooSs¶, µ7he 
:ives Dance¶, and the µComSany of 0asks¶.´49

7he use of the term µdance¶ in the titles of the maMority of Schlemmer¶s Slays 
Zas in line Zith the conceStion of the theater event as stage Slay of the artificial 
figure movement in the defined sSace. Invisibly involved Zith all these laZs 
is 0an as Dancer. +e obeys the laZs of the body as Zell as the laZ of sSace� 
he folloZs his sense of himself as Zell as his sense of embracing sSace.´50 

For this artist µdance¶ actually reSresented the initial Soint of regeneration of 
the modern theater. Unlike the oSera and ballet, dance Zas not affected by 
tradition and dedication to Zords, sound and gestures. For Schlemmer, dance 
reSresented an indeSendent stage art Sredestined to create something neZ for 
human senses. ³7hus, the dance, according to its origin, becomes Dionysian 
and Sure feeling, symbol for the balancing of Solarities.´51 :hen the body is 
articulated in such Zay that its Slay is in the center of the haSSenings, as is the 
case in the dance, then it is free and folloZs only its laZs.
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:ith his vieZSoint about the body Zhich is free and folloZs only its inner laZs 
of movement, Schlemmer exSressed also his Sosition toZards the Tuestion of 
the relationshiS among technology, man and artistic exSerience, Zhich Zas 
toSical for all modernist Soetics from the beginning of the tZentieth century. 
Schlemmer¶s resSonse ranged betZeen tZo oSSosites ± advocating for the 
metaShysics, on one side, and absolute mechanisms, on the other side. In that 
resSect, he exSressed the negative standSoint toZards certain, then toSical, 
achievements of the mechanic theater, Zhich as a Soetic determination, 
as believed by him, should have been Srevailed over long time ago.52  In 
192�., Schlemmer stated that the task of the artists does not go betZeen ³the 
shadoZ side and danger of the mechanical age and the bright side of exact 
metaShysics.³53 Schlemmer Zas made an exclusive member of the Bauhaus 
exactly by his intensive interest in the human being in relation Zith the modern 
society and overall moderni]ation of the human life.

*roSius¶ µneZ building¶ should have united the design of the modern living 
sSace, through the Zork Zith form, color, light and materials. Schlemmer, also, 
Zorked Zith the same elements in his Bauhaus Stage :orkshoS. ³It is natural 
that the aims of the Bauhaus ± to seek the union of the artistic-ideal Zith the 
craftsman-like-Sractical by thoroughly investigating the creative elements, 
and to understand in all its ramifications the essence of der Bau, creative 
construction ± have valid aSSlication to the field of the theater. 5́ 4  It concerned 
the eTuivalent aSSroach in interSretation of the stage sSace and architectural 
sSace Zhich united the asSects of three-dimensionality of the oStical effects, 
acoustics, as Zell as the ³movements of mechanical and organic bodies Zithin 
a limited sSace.´ 5 5  7he stage Zork of Oskar Schlemmer contributed that Zithin 
the Bauhus the theater stage Zas understood as eTually imSortant field of 
artistic Zork in designing the totality of the sSace entities by means of Zhich 
the harmony among man, his life Srocesses and the environment in Zhich man 
exists Zas established.
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7his study is reali]ed Zithin the science SroMect Identiteti srpske muzike u svetskom kulturnom 
kontekstu (Identities of Serbian Music in the World Cultural Context) of the DeSartment of 
0usicology of the Faculty of 0usic in Belgrade, suSSorted by the 0inistry of (ducation and 
Science, under the reg. no. 177019.
³:alter *roSius, the first director of the Bauhaus school if not socialist, Zas at least sharing some 
of the aims of the left Zing revolutionaries. +e Moined left Zing association of architects, artists 
and intellectuals, the Arbeitstrat Fur .unst (:orking Soviet For Art), Zhose aim Zas to involve 
creative SeoSle directly in the forging of a neZ social order. +e Zas also a member of another left-
Zing artist¶ organi]ation in Berlin after the Zar, the NovembergruSSe. +annes 0eyer, succeeding 
*roSius to Zork as the director of the Bauhaus school at Dessau, Zent further and believed in 
uncomSromisingly left-Zing Solitical ShilosoShy.´ 
Jie Chang, ³Reactions against +istoricism of *erman Bauhaus and the Reaction against µPasseism¶ 
of Italian Futurism,´ Review of European Studies. 2�1 (2010): 92.
0iãko âuvaković, ³Bauhaus i teoriMa vi]uelnog oblikovanMa Paula .leea,´ in Estetika apstraktnog 
slikarstva (Beograd: Narodna knMiga±Alfa, 1998), 49.
:alter *roSius, The New Architecture and the Bauhaus, trans. P. 0orton Shand (NeZ <ork: 
0useum of 0odern Art, 1937), 37.
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:alter *roSius, ³Program for Staatliche Bauhaus in :eimar (ASril 1919),´ in Bauhaus. Weimar, 
Dessau, Berlin, Chicago, ed. +ans 0. :ingler, trans. :olfgang Jabs and Basil *ilbert (Cambridge 
and /ondon: 7he 0I7 Press. 1978), 31. ³7he idea of building an alliance betZeen the crafts, 
designers, and industry Zas hardly novel one. 7he Sossibilities of neZ µASSlied-arts¶ schools, 
Zhich merged education in the arts and handicrafts, had been Zidely discussed in *ermany in the 
decade before the Zar, and several leading reformers, including :ilhelm von Bode (1845±1929), 
the director of Berlin¶s museums at 7he Prussian 0inistry of Culture, had Sromoted such µunified 
arts schools¶ as the foundation for a reformed artistic education.´ See ChristoSher /ong, ³Design 
and Re-Form. 7he 0aking of the Bauhaus,´ October (2009): 80±81. Also, the synthesis of the 
artistic and crafts Zork and the conceSts on adaSting the designed articles to the factory Sroduction 
Zere reali]ed at the end of the 19the century in *reat Britain, through the Zork of Arts and Crafts 
movement.
:alter *roSius, ³Program for Staatliche Bauhaus in :eimar (ASril 1919),´ 32. 
(ckhard Neumann ed., Bauhaus and Bauhaus People (NeZ <ork: Reinhold, 1970), 9.
:alter *roSius, ³Introduction,´ in The Theater of the Bauhaus, eds. :alter *roSius and Artur S. 
:ensinger, trans. Arthur S. :ensinger (Baltimore and /ondon: 7he Johns +oSkins University 
Press, 19�1), 7.
Cf. :alter *roSius, ³Program for Staatliche Bauhaus in :eimar (ASril 1919),´ 31.
Cf. Juliet .oss, ³Bauhaus 7heater of +uman Dolls,´ The Art Bulletin 85�4 (2003): 725.
:alter *roSius and Artur S. :ensinger, eds. The Theater of the Bauhaus. 7he book contains 
essays by Farkas 0olnir, /is]ly 0ogoly-Nagy, and Schlemmer himself, Zith additional images 
by 0arcel Breuer, .urt Schmidt, and ;anty SchaZinsky. It gained and introduction by *roSius 
Zhen it Zas Sublished in 19�1 in (nglish translation.
Parall Zith Schlemmer, sSecific theater designs Zithin the Bauhaus Zere develoSed also by :alter 
*roSis and /is]ly 0oholy-Nagy.
Among Schlemmer¶s most imSortant Sainting achievements form the 1920s ± from the Seriod 
Zhen he Zas intensively engaged in the Zork in the theater ± are: Man as Dancer (1921), The 
Laws of Cubical Space (1923), The Laws of Motion of the Human Body in Space (1924), and 
Figure in Space with Plane Geometry and Spatial Delineation (1927). Cf. Susanne /ahusen, 
³Oskar Schlemmer 0echanical Ballets",´ Dance Research 4�2 (198�) �5±77.
Oskar Schlemmer, “Theater (Bühne),´ in The Theater of the Bauhaus, eds. :alter *roSius and 
Artur S. :ensinger, 83.
0elissa 7rimingham, ³Oskar Schlemmer¶s Research Practice at the Dessau Bauhaus,´ Theatre 
Research International 2 (2004): 133.
Cf. Oskar Schlemmer, ³Dessau. Autumn 1925 to Summer 1929,´ in The Letters and Diaries of 
Oskar Schlemmer, ed- 7ut Schlemmer, trans. .rishna :inston. (vanston (Illinois: NorthZestern 
University Press, 1972), 177. It concerns the text titled ³7heater (B�hne),´ in The Theater of the 
Bauhaus, eds. :alter *roSius and Artur S. :ensinger, 81±104.
³7here is oSSosition Zithin the Bauhaus to the direction the 7heater has taken. +annes 0ayer 
and some of the students demand that it be Solitici]ed. Since Schlemmer reMects this demand as 
incomSatible Zith his vieZs, he decides to leave the Bauhaus.´ 7ut Schlemmer, ³Dessau. Autumn 
1925 to Summer 1929,´ in The Letters and Diaries of Oskar Schlemmer, ed. 7ut Schlemmer, 178.
Cf. John-Paul Stonard, ³Oskar Schlemmer¶s µBauhausreSSe¶, 1932: Sart I,´ The Burlington 
Magazine. 41 (2009): 45�.
Cf. Ibid., 4�0.
Cf. +ans 0. :ingler, ³Bauhaus Stage,´ in Bauhaus. Weimar, Dessau, Berlin, Chicago, ed. +ans 
0. :ingler, 520.
Oskar Schlemmer, ³7heater (B�hne)´, 92.
Ibid., 85±88.
Oskar Schlemmer, ³0an and Art Figure,´ in The Theater of the Bauhaus, eds. :alter *roSius and 
Artur S. :ensinger, 22.
Ibid., 18.

59



S A J _ 2014 _ 6 _

25

26

27

28

29

30

31

32

33

34

35

36

37

38

39

40

41

42

43

44

45

46

47

48

49

50

Ibid., 19.
Oskar Schlemmer, ³7he 0athematics of the Dance (192�),´ in Bauhaus. Weimar, Dessau, Berlin, 
Chicago,ed. +ans 0. :ingler, 117.
+ans 0. :ingler, ³Stage :orkshoS,´ in Bauhaus. Weimar, Dessau, Berlin, Chicago, ed. +ans 0. 
:ingler, 4�8.
Oskar Schlemmer, ³0an and Art Figure,´ 17.
Oskar Schlemmer. ³7he 0athematics of the Dance (192�),´ 118.
Oskar Schlemmer, ³0an and Art Figure,´ 22±23.
Oskar Schlemmer, ³Syllabuses ± 7eaching schedules,´ in Oskar Schlemmer Man. Teaching notes 
from the Bauhaus, ed. +eimo .uchling, trans. Janet Seligman (/ondon: /und +umShries, 1971), 
25.
As relevant for this conceSt Schlemmer Tuoted in his syllabus the study of (rnest +aeckel, Natur 
und Mensch (/eiS]ig, 1920) Zhich, most likely, in numerous instances inÀuenced the artist¶s 
understanding of man as a cosmic being. Cf. Oskar Schlemmer, ³BibliograShy to the chaSter 
on natural science,´ in Oskar Schlemmer Man. Teaching notes from the Bauhaus, ed. +eimo 
.uchling, 72.
Ibid., 71±79.
Oskar Schlemmer, ³Bauhaus Journal 1928, number 2±3´, cit. according to: +ans 0. :ingler, 
³Bauhaus Stage´, 523.
Oskar Schlemmer, ³7hird day (27�4�28). +istory of the origins of (1) life� (2) man,´ in Oskar 
Schlemmer Man. Teaching notes from the Bauhaus, ed. +eimo .uchling, 142.
Oskar Schlemmer, ³0an and Art Figure,´ 22.
Ibid., 81±101.
Ibid., 92±93.
Oskar Schlemmer, ³Abstraction in Dance and Costume (1928),´ in +eimo .uchling (ed.), 
Bauhaus. Weimar, Dessau, Berlin, Chicago, ed. +eimo .uchling, 472.
Oskar Schlemmer, ³7heater (B�hne),´ 81.
³In addition to the Stuttgart and :eimar Sroductions, other took Slace in Dresden, Donauschingen, 
Berlin, Frankfurt, and Paris, some as full-length Serformances and others Zithin larger revues.´ 
Juliet .oss. ³Bauhaus 7heater of +uman Dolls,´ The Art Bulletin 85�4 (2003): 3�.
Oskar Schlemmer, ³7he 0athematics of the Dance,´ in Bauhaus. Weimar, Dessau, Berlin, 
Chicago, ed. +ans 0. :ingler, 119.
Symbolic character of Schlemmer¶s figures Zas Sointed out also by *roSius: ³+is figures and 
forms are Sure creation of imagination, symboli]ing eternal tySes of human character and their 
different moods, serene or tragic, funny or serious. Possessed Zith the idea of finding neZ symbols, 
he considered it a µmark of Cain in our culture that Ze have no symbols any longer and ± Zorse 
± that Ze are unable to create them.¶ («) he found images Zhich exSressed metaShysical ideas, 
e. g. the star form of the sSread-out fingers of the hand, the sign of infinity («).³ :alter *roSius, 
³Introduction,´ in The Theater of the Bauhaus, eds. :alter *roSius and Artur S. :ensinger, 8.
Johannes Birringer, ³Bauhaus, Constructivism, Performance,´ PAJ: A Journal of Performance and 
Art 35�2 (2012): 42.
Oskar Schlemmer, ³7heater (B�hne),´ 91.
Oskar Schlemmer, ³Neue  Formen der B�hne,´ in Oskar Schlemmer’s Research Practice at the 
Dessau Bauhaus, ed. 0elissa 7rimingham, 13�.
In Dessau Schlemmer reali]ed as a series of eleven short Slays titled Stäbetanz, Metalltanz, 
Glastanz, Reifentanz, Kulissentanz itd.
Schlemmer stated that three colors Zere used in the Triadic Ballet ± red, blue and yelloZ ± ³later 
become common SroSerty at the Bauhaus throught 0ondrian.´ Oskar Schlemmer, ³7o Otto 0eyer. 
SeStember 8, 1929,´ in The Letters and Diaries of Oskar Schlemmer,ed. 7ut Schlemmer, 248.
+ans 0. :ingler, ³Bauhaus Stage,´ in Bauhaus. Weimar, Dessau, Berlin, Chicago, ed. +ans 0. 
:ingler, 520.
Oskar Schlemmer, ³0an and Art Figure,´, 23±25.
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Oskar Schlemmer, ³7o +ans +ildebrandt. :eimar, October 4, 1922,³ in The Letters and Diaries 
of Oskar Schlemmer, ed. 7ut Schlemmer, 128±129.
³7he 7heater is staging a mini-revolution, aha, aha� 7he central issue: a Schlemmer theater or a 
Bauhaus theater� I say it is all uS to them. Schmidtchen is the sSokesman for mechanical theater, 
I for figural theater� I have declared I refuse to let myself be Sinned doZn or be dictated to. I Zas 
doing mechanistic theater Zhen Schmidtchen Zas still in sZaddling clothes. Oskar Schlemmer, 
³Dessau, ASril 25, 1927,´ in The Letters and Diaries of Oskar Schlemmer,ed. 7ut Schlemmer, 203.
0attheZ :. Smith, ³Schlemmer, 0oholy-Nagy, and the Search for the Absolute Stage,´ Theater 
32�3 (2002): 94.
Oskar Schlemmer, ³7heater (B�hne),´ 81.
:alter *roSius, ³7he :ork of the Bauhaus Stage,´ in The Bauhaus. Weimar, Dessau, Berlin, 
Chicago, ed. +ans 0. :ingler, 41.
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A B S T R A C T

7he SaSer Sresents a comment on JacTues Ranciqre¶s thinking 
on architecture as traced in The Politics of Aesthetics and 
MuxtaSosed Zith a case study ± 1st Exhibition of Architecture 
of the People’s Poland. 7he exhibition organi]ed in the era of 
Stalinism (1953) and shoZn in the Central Bureau for Artistic 
(xhibitions (noZadays the =achĊta ± National *allery of Art in 
:arsaZ) is seen as a manifestation of µartistic regimes¶ of the 
Seriod and as aesthetisation of architecture Zhich is commonly 
considered the most µSolitical¶ of all the (fine) arts. Architecture 
does not seem to be the main concern of The Politics of Aesthetics� 
most translators and (Polish) commentators of Ranciqre¶s 
ShilosoShical Zritings draZ our attention to the imSortance of 
his aesthetics for the relational asSects of contemSorary art in 
Sublic sSaces. 7he article aims at emShasi]ing the architectural 
moments in Ranciqre¶s SroMect of aesthetics as Solitics� it also 
elaborates a couSle of notions poiēsis�mimēsis ± as discussed 
by Ranciqre ± in relation to architectural theory and  history of 
architectural exhibitions.
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µIn the 1950s :arsaZ everybody had an idea of architecture, like in bygone 
days in Alaska everybody had an idea of gold-digging¶ ± claims /eoSold 
7yrmand in the legendary Polish detective story Zły >Evil@, in Zhich he sketches 
a suSerb social and architectural Sanorama of :arsaZ in the first years after 
the Second :orld :ar.1 7he novelist¶s irony over Zhat it meant µto have an 
idea of architecture¶ ± should be read in the Solitical and historical context of 
the 1950s Poland, the time of Stalinism. For it Zas not Must the First Secretary 
of the Polish United :orkers¶ Party Zho merited the eSithet of the µFirst 
Architect of Socialist Realism¶, but rather µthe Zhole nation Zas building our 
caSital¶± as Sroclaimed a series of Polish Sosters designed in the 1950s. 7he 
idea of architecture Zas also sSread through a great number of architectural 
exhibitions ± some thirty-three shoZs organi]ed in all the regions of Poland in 
the Seriod 1950±1953. 

/et us discuss Must one examSle ± the 1st Exhibition of Architecture of the 
People’s Poland (Fig.1) organi]ed in 1953 in the Central Bureau for Artistic 
(xhibitions (noZadays =achĊta ± National *allery of Art in :arsaZ). 7he 
exhibition Zas oSened on 8th 0arch� thus, Stalin  died three days earlier. It 
Zas visited by 50.000 SeoSle, including more than a hundred organi]ed 
grouSs,2 and oSening hours Zere adMusted to the everyday Zorking routines 
of SrosSective vieZers, Zith the exhibition oSen until 9 Sm. 7he so-called 
µhigh culture¶ of the art gallery Zas to be exSerienced for free in Zorkers¶ 
leisure time� hoZever, in the case of the 1953 :arsaZ exhibition, there Zere 
no clear borders betZeen high and mass culture. As JacTues Ranciqre argues, 
µan aesthetic community is not a community of aesthetes. It is a community of 
sense, or a sensus communis¶.3 7he aim of the 1st Exhibition of Architecture 
of the People’s Poland Zas the SoSulari]ation of the achievements of Polish 
socialist architecture µagainst the background of Sast eSochs¶. 4  7he exhibition 
Sresented buildings already constructed or designed betZeen January 1945 and 
December 1952, MuxtaSosed Zith historical obMects. In line Zith this strategy, 
the exhibition catalogue oSened Zith ShotograShs of the :aZel Royal Castle 
in CracoZ and of RomanesTue columns in the church of Str]elno.5

7he shoZ in the :arsaZ Central Bureau consisted of six sections Sresenting 
the achievements of six Polish regions: :arsaZ (0a]ovia), .atoZice (betZeen 
7th 0arch 1953 and 195�, Stalinogryd�), :rocáaZ (USSer and /oZer Silesia), 
*daĔsk, S]c]ecin (Pomerania), Biaáystok (Podlasie), àydĨ, CracoZ Zith NoZa 
+uta (/esser Poland), Po]naĔ (*reater Poland).7(Fig. 2) 7he seventh section, 
the +all of +onor Zas also named µthe hall of Polish-Soviet friendshiS¶ Zith its 
dominant feature being a large ShotograSh of the model of the Palace of Culture 
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and Science (comSleted in 1955) and other :arsaZ SroMects µreSresentative 
of ideological cooSeration betZeen Poland and Soviet Union¶.8 (Fig. 3) 7he 
conceSt of socrealism reTuired architecture Zhich Zould be socialist in 
content and national in form.9 7herefore, *daĔsk and Pomerania region Zere 
considered an aSSroSriate source of northern Renaissance forms, Zhile :arsaZ 
Zas seen as a city of neoclassicism.(Fig. 4) +aving received the regional forms 
as examSles to be folloZed, architects Zere exSected µto reMect the Zhole era of 
eclecticism and cosmoSolitism of the 19th century and the interZar Seriod¶.10 In 
ASril 1953, the exhibition served as the backdroS for the 1s t Polish Council of 
Architecture Zith its invited guests ± 340 delegates from the Soviet Union and 
other µdemocratic¶ countries. Aleksandr :. :áasoZ, the architect of 0oscoZ 
± among many other delegates ± Sointed to the main threats to contemSorary 
architecture. µDegenerate tendencies¶ ± such as constructivism, or decadent 
Viennese art nouveau ± Zere the first threat. 7he second Zas µde-urbanism¶, a 
conceSt Zhich Sromotes our µescaSe from the city¶. De-urbanism ± as :áasoZ 
exSlained ± µZants to dismember the urban organism into seSarate, Tuasi-
natural garden-cities¶. ContemSorary architects should folloZ /enin¶s teaching 
on the city as µthe best form of human settlement¶.11

7he SurSose of this SaSer is not to discuss the idea of socrealism in Polish 
architecture� this Sroblem has been Zell researched in (uroSean Solitical 
history. In recent years, there has been a marked revival of interest in the 
history of architectural exhibitions� the 1953 :arsaZ shoZ serves here as an 
examSle of this research field. An exhibition of architecture is, in a sense, a 
mixed media reSresentation of something that has already been built and of 
something that does not yet exist as an architectural and urban environment. 
7his kind of multimediality gives us an idea of architecture in the context of 
an art gallery sSace. In the :arsaZ exhibition catalogue, Roman PiotroZski 
(a Polish architect active in the interZar Seriod and the 0inister of  Building 
of Cities and +ousing (states in the 1950s) emShasi]es the social function of 
architecture exhibitions at the time of the extensive rebuilding of Poland. As 
he notes: 

Architecture Zorks in the most intensive Zay as a comSlete building 
reali]ed in its SroSer environment. +oZever, its location sometimes 
limits the scoSe of its social inÀuence� in order to admire a building a 
vieZer needs to visit the Slace Zhere it is located. >«@ 7he exhibition 
is therefore one of the best Zays to Sresent architecture to the SeoSle.12

It might seem a Saradox that in order to render µrealism and the social function¶ 
of architecture, the exhibition Sresented tZenty-five sculSture-like mock-uSs, 
and more than thousand architectural draZings and ShotograShs.13(Fig. 5)
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In modern systems of arts (crystalli]ed in the aesthetics of such thinkers as, 
Charles Batteux, Immanuel .ant or James Fergusson) architecture has alZays 
oscillated betZeen the status of  mechanical and  fine art or, to Sut it another 
Zay, it has alZays had to struggle for the right to a dignified Sosition among  
fine arts.14 NoZadays Ze acceSt Zith ease the definition of architecture as the 
most social and the most Solitical of all the arts. In other Zords, architecture¶s 
artistic and aesthetic asSects seem less imSortant than its Sotential to build a 
community. µ0y house is not architecture� it is my home¶ ± symStomatically 
argues Polish artist Artur ĩmiMeZski in his introduction to the Polish translation 
of JacTues Ranciqre¶s The Politics of Aesthetics.15 7he oSSosition of the arts 
is one of the main Soints in Ranciqre¶s reÀection: µIn the >reSresentational@ 
order, Zhat Zas relevant Zas the oSSosition betZeen fine arts ± or liberal arts 
± and mechanical arts, Zhich meant an oSSosition betZeen arts designed for 
Sleasure and glorification of gentle SeoSle and arts designed to resSond to the 
necessities of Sractical life¶.1� In the context of exhibitions, the Sractical asSects 
of architecture seem to be limited by the modalities of reSresentation through 
the medium of images and models. But, this is not to say that automatically 
architecture becomes a µfine¶ art designed only for Sleasure.

0ost commentators of Ranciqre¶s Zritings draZ our attention to the imSortance 
of his aesthetics for its emShasis on the relational or SarticiSatory asSects of 
contemSorary art. Architecture as a seSarate Sractice does not seem to be the 
main concern of Ranciqre¶s The Politics of Aesthetics� only occasionally does 
he discuss, for examSle, the Solitical imSlications of the British Art 	 Crafts 
movement and its derivatives, such as Art Deco, :erkbund, Bauhaus and 
Russian Constructivism.17 And yet, there are at least tZo lessons ± as SlavoM 
äiåek recommends in his afterZord18 ± that can be taken from Ranciqre for our 
reÀection on architecture. 

Figure 2. 1s t (xhibition of Architecture of the PeoSle¶s Poland, 1953 (Slan 
Zith six regional sections and the +all of +onour). 
Photo: =achĊta ± National *allery of Art, :arsaZ

Figure 1. 1 s t (xhibition of Architecture of the 
PeoSle¶s Poland, 1953 (Soster). 

Photo: =achĊta ± National *allery of Art, :arsaZ
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Undoubtedly, the first lesson that comes from Ranciqre is his critiTue of the 
modern dichotomy betZeen art for art¶s sake and social reality, or of the 
aforementioned oSSosition betZeen the fine and mechanical arts.19 Ranciqre 
Tuestions this dichotomy, for examSle, in his essay on design (Surface of 
Design), Zhere he draZs a daring comSarison betZeen the symbolist Soetry 
of StpShane 0allarmp and the Zork of architect and engineer Peter Behrens. 
7here is no such thing as an µautonomous¶ or µheteronomous¶ art ± Rancipre 
concludes.20 7he µmodern aesthetic revolution¶ abolished the hierarchy in art 
Zhich used to reÀect the Srevailing social hierarchy. µForms of Soems¶ and 
forms of industrial (or architectural) obMects are forms of life.21 Crucial for our 
understanding of modernity is also Ranciqre¶s emShasis of the simSle fact that 
art in the singular has only existed for tZo centuries.22 In line Zith this thought, 
one should return to the Sre-modern situation in order to see architecture outside 
the field of the oSSositions of µmechanical¶ versus µliberal¶, but in the realm of 
mimēsis. As Ranciqre notes: µmimēsis is not the laZ that brings the arts under 
the yoke of resemblance. It is first of all a fold in the distribution of Zays of 
doing and making as Zell as in social occuSations, a fold that renders the arts 
visible. It is not an artistic Srocess but a regime of visibility regarding the arts¶.23 
Similarly, some contemSorary ShilosoShers and historians of architecture argue 
that Aristotle¶s celebrated definition of tragedy as mimēsis (reSresentation) of 
praxis (action) outlines also the main function of architecture.24 In this light, 
there is no Soint to discuss Zhether architecture belongs to  mechanical or 
liberal arts. Architecture is the µreSresentation of action¶. 

7he second lesson Zhich might be taken from Ranciqre (esSecially in the 
context of the 1953 :arsaZ exhibition) is his reÀection on the revival of 
the Gesamtkunstwerk in contemSorary art.25 Ranciqre uses this notion, for 
examSle, Zith reference to a general confusion of the genres. As he argues: 

:e have Slays Zithout Zords and dance Zith Zords� installations and 
Serformances instead of µSlastic¶ Zork� video SroMections turned into 
cycles of frescoes� ShotograShs turned into living Sictures or history 
Saintings� sculSture that becomes hySermediatic shoZ� etc. NoZ, there 
are three Zays of understanding and Sracticing this confusion of the 
genres. 7here is the revival of the Gesamtkunstwerk, Zhich is suSSosed 
to be the aSotheosis of art as a form of life but Zhich Sroves instead 
to be the aSotheosis of strong artistic egos or a kind of hySeractive 
consumerism, if not of both at the same time. 7here is the idea of 
µhybridi]ation¶ of the means of art, Zhich comSlements the vieZ of 
our age as one of mass individualism exSressed through the relentless 
exchange betZeen roles and identities, reality and virtuality, life and 
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mechanical Srostheses, and so on. >«@ 7he third Zay ± the best in 
my vieZ ± does not aim at the amSlification of the effect but at the 
transformation of the cause�effect scheme itself >«@. It invalidates 
the oSSosition betZeen activity and Sassivity as Zell as the scheme of 
µeTual transmission¶ and the communitarian idea of the theater that in 
fact makes it an allegory of ineTuality.2�

In the light of this argument, contemSorary multimediality is not 
Gesamtkunstwerk in its 19th-century version, Zith its aesthetic Srogram as a 
Srogram of metaSolitics: µmultimediality only means that you combine several 
media¶.27 Ranciqre only occasionally mentions the notion of Gesamtkunstwerk, 
but often returns to the *erman Romantic roots of this conceSt. Central to his 
reÀection is an analysis of Schiller¶s Letters on the Aesthetic Education of Man 
(1795) and The Oldest Systematic Program of German Idealism (by Schelling, 
+egel and +|lderlin) in Zhich the µhighest act of reason¶ is identified Zith an 
µaesthetic act¶.28 7he aesthetic Srogram of *erman Idealism, that is, µart as 
the transformation of thought into the sensory exSerience of the community¶,  
according to Ranciqre, is basic for the Zritings of the young .arl 0arx.29 
Not accidentally, Ranciqre also discusses asSects of AdolShe ASSia¶s vieZs 
on total theater ± a theater that might get out of itself and become a form of 
existence for society itself.30 Ranciqre also traces the SroMect of an µart Zhich 
becomes a form of life¶ in the Srograms of the Arts and Crafts, :erkbund and 
Bauhaus Zith its ideal exSressed in the 1919 manifesto: µ7he ultimate aim of 
all visual arts is the comSlete building� Architects, Sainters and sculStors must 
learn to grasS the comSosite character of a building. Only then Zill their Zork 
be imbued Zith the architectonic sSirit Zhich it has lost as ©salon artª¶.31

Figure 4. 1s t (xhibition of Architecture 
of the PeoSle¶s Poland, 1953 (Pomerania 

region). Photo: =achĊta ± 
National *allery of Art, :arsaZ

Figure 3. 1s t (xhibition of Architecture of the PeoSle¶s Poland, 1953 (+all of +onour). 
Photo: =achĊta ± National *allery of Art, :arsaZ
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In the 1953 :arsaZ exhibition catalogue Ze find excerSts from the resolution 
of the Polish Council of Architects (1949), Zhich Srovided the foundations 
for socialist realism. As Ze read: µPolish architecture should be reborn as a 
great social art. >«@ NeZ social architecture, through the organic cooSeration 
Zith Sainting and sculSture, through the synthesis of the arts Zill create a 
rich neZ Slastic art Zhich Zill oSSose the barrenness of constructivism¶.32 
:hat is evident in this Tuotation ± reSresented in the 1953 exhibition in the 
form of decorative SlaTue (Fig. �) ± is an aSSroSriation of the idea of the 
Gesamtkunstwerk at the time of Stalinism (a Sroblem already discussed in 
Boris *roys¶ The Total Art of Stalinism).33

I use the Zord µaSSroSriation¶ folloZing äiåek¶s argument about the lesson of 
Ranciqre ± that µone should be careful not to succumb to the liberal temStation of 
condemning all collective artistic Serformances as inherently ©totalitarianª¶.34 
äiåek, for examSle, talks about stealing the ideas of collective Serformances 
(Sarades, mass Serformances in stadiums): µit Zas Na]ism that stole them and 
aSSroSriated them from the Zorker¶s movement, their original site of birth¶.35 
7he lesson of Ranciqre in relation to architecture Zould be therefore to identify 
the conceSt of Gesamtkunstwerk (the aSotheosis of art�architecture as a form 
of life) as different µframings of a sSecific sensorium¶.3�

7he history of the Gesamtkunstwerk is a history of aSSroSriations, or ± as I 
call it, borroZing a notion from music ± of µtranscriStions¶ of the conceSt, as 
Zhen a general idea (melody) is orchestrated using different instruments in 
each Serformance, Zhile still Sreserving a recogni]able identity.37 7he most 
Sroblematic (sometimes suSerficially labeled µSre-Fascist¶ or µtotalitarian¶) 
modern transcriStion of the Gesamtkunstwerk can be found in Richard :agner¶s 
conceSt of drama Zhich Zas crystalli]ed Must after the 1848 Revolution  (at that 

Figure 6. 1s t (xhibition of Architecture of 
the PeoSle¶s Poland, 1953. 
Photo: =achĊta ± National *allery of Art, :arsaZ

Figure 5. 1s t (xhibition of Architecture of the PeoSle¶s Poland, 1953. 
Photo: =achĊta ± National *allery of Art, :arsaZ
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time :agner Zas in Dresden and befriended 0ikhail Bakunin). As Carl (. 
Schorske aStly Suts it: µ/ike Schiller and +egel, +|lderlin and 0arx, :agner 
saZ the *reek Solis as a historical archetySe of community, a lost Saradise to 
be regained. >«@ 7he *reek Solis and the *reek drama rose and fell together. 
:hen the Solis fell, the drama fragmented into the many arts Zhich had 
comSosed it >«@¶.38 It Zas the failure of the 1848 Revolution that brought 
:agner to the idea of aesthetic community, the Serfect reconcilement of art 
and life¶, and µfree artistic felloZshiS¶.39 :agner¶s oZn failure Zas that his 
romantic dream of aesthetic community, as exSressed in his essays Die Kunst 
und die Revolution and Das Kunstwerk der Zukunft, turned into the community 
of aesthetes in Bayreuth. 7he line of further transcriStions (for examSle, from 
the theory of musical drama to the theory and Sractice of architecture) is too 
long to be discussed here in detail. /et us only mention :illiam 0orris and the 
Arts 	 Crafts movement, or AdolShe ASSia¶s essay Living Art-Work, Sublished 
in 1919, the same year as the aforementioned :alter *roSius¶s Program of the 
Staatliches Bauhaus in Weimar.

7he concluding Tuestion, hoZever, is ± Zhere in this line of Gesamtkunstwerk 
transcriStions ± can Ze Slace the idea exSressed in the 1953 :arsaZ exhibition, 
the idea of µarchitecture that should be reborn as a great social art¶. Searching for 
social asSects in the architectural Solitics of the time of Stalinism does not mean 
that I am an advocate, either of architectural utoSias or of Solitical terror. But, 
in a similar Zay, Ranciqre exSlains his reÀection on the aesthetic regime of art: 

0y inTuiry into the constitution of the aesthetic regime of art Zhich has 
often been susSected of SroSosing a return to the fairy times and fairy 
tales of aesthetic utoSias and aesthetic community, Zhich either have 
brought about the big disasters of the 20th century or, at least, are out of 
steS Zith the artistic Sractices and Solitical issues of the 21s t century. I 
tried to suggest that, on the contrary, this inTuiry Soints to the tensions 
and contradictions Zhich at once sustain the dynamic of artistic creation 
and aesthetic efficiency and Srevent it from ever fusing in one and the 
same community of sense. 7he archaeology of the aesthetic regime of 
art is not a matter of romantic nostalgia. Instead I think that it can helS 
us to set uS in a more accurate Zay the issue of Zhat art can be and can 
do today.40

7aking a lesson from Ranciqre one may also try to avoid the contemSorary 
temStation for condemning all the collective efforts of socialist architecture 
as µtotalitarian¶or µStalinist¶. 7hinking of architecture in terms of Sroviding 
everybody Zith an affordable home or Zith Sublic transSortation is today 
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/eoSold 7yrmand, Zły (:ars]aZa: Prys]yĔski i S-ka, 2004), 51.
See: ³OdSoZiadamy na Sytania Z sSraZie PoZs]echneM :ystaZy Architektury,´ Stolica 21 (24th 
0ay 1953)� ´:ystaZa Architektury Polski /udoZeM,´ Express Wieczorny �1 (11th 0arch 1953).
See: JacTues Ranciqre, ³Aesthetic SeSaration, Aesthetic Community: Scenes from the Aesthetic 
Regime of Art.´ Art & Research: A Journal of Ideas, Contexts and Methods 2�1 (2008): 4.
Bohdan *arliĔski, I Powszechna Wystawa Architektury Polski Ludowej, exhibition catalogue 
(:ars]aZa: =achĊta, 1953), 13. 
Ibid., 3 and 5. See also: ´Regionali]m Z architektur]e. Ro]moZa ] Satronem d]iaáu historyc]nego 
Srof. J. =achZatoZic]em,´ Stolica 13 (29th ASril 1953): 8.
Note that the name µ.atoZice¶ is Srinted in the exhibition catalogue, Zhile µStalinogryd¶ is used in 
Sress revieZs. See: Stefan *aZloZski, ́ :ystaZa Architektury Z ª=achĊcie©,´ Słowo Powszechne 
�3 (14±15th  0arch 1953).
See: ´Regionali]m Z architektur]e. Ro]moZa ] Satronem d]iaáu historyc]nego Srof. J. 
=achZatoZic]em,´ 15.
*arliĔski, I Powszechna Wystawa Architektury Polski Ludowej, 14.
´= ro]myZ o PoZs]echneM :ystaZie Architektury,´ Stolica (15th 0arch 1953), 5.

often overshadoZed by the SrinciSles of the neoliberal market Zhich Sromotes 
corSorate skyscraSers and luxury aSartments. 7he aggressive gentrification 
methods emSloyed by building develoSers in the neoliberal era Zere clearly 
exSressed in a huge banner hanging in 2012 on the :arsaZ CosmoSolitan 
aSartment toZer: µ0ove DoZntoZn. See :hat Others Cannot¶. /et us 
take a lesson from Ranciqre and think about the social conseTuences of the 
distribution of the sensible in the realm of architecture.
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A B S T R A C T

7his SaSer is devoted to Serceiving the relationshiS betZeen 
music and architecture, namely, the discourses Zhich interSret, 
research, value these tZo Sractices in the context of their mutual 
netZorking. In that resSect it is Sossible to set aside several 
Sroblem strongholds Zhich Zill make the focus of this SaSer, 
and Zhich concern: the history of forming and evolution of 
discourse on the inter-relationshiS of these tZo Sractices� 
modernist, avant-garde and Sostmodernist Sroblemati]ation 
of music and architecture� theories of the artists as a field of 
music and architecture netZorking� the interaction of music and 
architecture on the technical and formal level� sSatiality of sound, 
i.e., sound�music SroSagation in sSace and the emergence of the 
neZ art conceSts based on this SrinciSle (sound architecture, 
aural architecture, sound art).
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0usic as sound�tone art organi]ed in time and architecture as art of building, 
namely Slanning, shaSing and articulating of sSace�in sSace are the medium, 
conceStually and functionally differentiated disciSlines among Zhich it 
is yet Sossible to establish certain relations and analogies. 7his has been 
confirmed by various theories in the focus of Zhich is exactly the research 
of the relationshiS betZeen music and architecture, namely sound and 
sSace. 7he theories on conceStuali]ation of this relationshiS are various 
discursive models (ShilosoShical, aesthetic, Soetic, technical, formal, social, 
humanist and cultural) Zhich describe, interSret, research and value these 
tZo Sractices in the context of their mutual netZorking, symbiosis and action.  
Among the theoretical texts it is Sossible to single out several thematic and 
Sroblem concerned stronghold related to: history of forming and evolution of 
discourse on the relationshiS of these tZo Sractices� modernist, avant-garde 
and Sostmodernist Sroblemati]ation of music and architecture� theories of the 
artists as a field of music and architecture netZorking� the interaction of music 
and architecture on the technical and formal level� sSatiality of sound, i.e., 
sound�music SroSagation in sSace and the emergence of the neZ art conceSts 
based on this SrinciSle  (sound architecture, aural architecture, sound art).

SYSTEMATIZATION OF KNOWLEDGE ON THE RELATIONSHIP 
BETWEEN MUSIC AND ARCHITECTURE 

Since the ancient times the discourse on the relationshiS betZeen these tZo 
Sractices has develoSed first in the field of the formal�natural sciences, then 
humanist and social sciences, namely, in the field of discourse of the theory 
of music�musicology and theory of architecture. Until the modern times, the 
relationshiS betZeen music and architecture has not been set as a reciSrocal 
one, but as a unidirectional one, in the direction of the effect of music uSon 
architecture, to have later on this relationshiS become an interactive one. 7he 
SrereTuisites for forming the theoretical talk on relationshiSs betZeen music 
and architecture are found in the field of the ancient *reek culture, first in the 
sSecific interSretation of the notion technē Zhich comSrised a Zide sSectrum of 
activities, arts, skills, among Zhich there Zere also those Sresently characteri]ed 
as music (e.g. lyre or Àute Slaying) or architecture (house building).1 B es ides  
the common starting Soint�origin, music and architecture Zere also connected 
by the belief that these tZo disciSlines dZelled on the same organi]ational 
SrinciSle - the ordered structures determined by numerical relations. Pythagoras 
(�th century BC) 7heorem according to Zhich music, namely the relation 
betZeen the consonances, is based on numerical SroSortions, derived on the 
basis of the calculations of the length of kithara Zires,2  served as a universal 

B
ilM

an
a 

Sr
eć

ko
vi

ć 
B 
Ar

ch
it

ec
tu

re
 a

nd
 m

us
ic

/s
ou

nd
: 

Po
in

ts
 o

f 
me

et
in

g,
 n

et
wo

rk
in

g,
 i

nt
er
ac
ti
on
s

76



S A J _ 2014 _ 6 _

method for exSlanation of all natural Shenomena, functioning of the Zorld and 
the entire universe, and thus also for the Srocess of designing and building.3 
7he system of SroSortions as the means of achievement of the harmony of 
spheres remained Saradigmatic until the end of the Renaissance, oZing to 
the Zriting and inÀuence of Plato and Neo-Platonists. 7o this model Plato 
adds one more function: harmony and SroSortion are the denominators of the 
beautiful� obMectively beautiful, therefore, is that Zhich rests on SroSortion.4  
0ore concrete theoretical Sroblemati]ation of the relationshiS betZeen music 
and architecture is laid doZn by the Roman builder and the first significant 
theoretician of architecture, Vitruvius, in his tractate De arhitectura libri 
dacem (1st century BC). *uided by the standSoint that building and sSace 
organi]ation must be assisted Zith knoZledge, achievements and SrinciSles 
from other disciSlines, he emShasi]es also the imSortance of the knoZledge 
of music regularities for the education of architects and in general for 
designing and building. Vitruvius gives a Zord: Ä/et him (an architect, BS) be 
educated, skillful Zith the Sencil, instructed in geometry, knoZ much history, 
have folloZed the ShilosoShers Zith attention, understand music, have some 
knoZledge of medicine, knoZ the oSinions of the Murists, and be acTuainted 
Zith astronomy and the theory of the heavens´.5  7he 0edieval theoreticians, 
such as Boethius (�th century AD), formally Sosition music and architecture 
as oSSosite categories. :hereas music Zas systemi]ed as Sractice related to 
Sresent sciences (along Zith arithmetic, geometry and astronomy it formed 
the quadrivium of liberal arts ± artes liberales), architecture Zas identified as 
craftsmanshiS disciSline, i.e. Sractical or mechanical art (artes mechanicae/
artes vulgares) Zhose final outcome Zas determined by divine action.� <et, 
the SrinciSles of numerical rationali]ation and SroSortion Zhich condition the 
achievement of harmony still exist as Saradigms, i.e. act in interaction Zith 
theological metaShysical discourse. 7homas ATuinas thus sSeaks about the 
visual harmony denoting the divine Sresence, and Zhich actually originates 
from the regularities of music.7 Since the Renaissance architects have inherited 
the classic Roman SrinciSles, the idea on harmony of form and mathematical 
SroSortions as measures of beautiful remains a constant. /eon Battista Alberti 
in his tractate on architecture De Re Aedificatoria (1452±85) accentuates the 
connection betZeen the harmonious relations and dimensions in architecture, 
Sointing out: ³:e shall therefore borroZ all our Rules for the Finishing our 
ProSortions, from the 0usicians, Zho are the greatest 0asters of this Sort 
of Numbers, and from those 7hings Zherein Nature shoZs herself most 
excellent and comSlete´.8  +e also emSirically Suts forZard this statement by 
designing the facade of the Florentine Salace, Palazzo Rucellai (1455) exactly 
according to the regularities of music. Such standSoint is also taken by Andrea 
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Palladio, Zho, in his tractate I Quattro Libri dell’Architettura (1570) states that 
Serfect SroSortions are achieved by the SrinciSles of arithmetic, geometry and 
harmonious regularities.9 7he belief that the harmony of the Universe unites 
architecture and music becomes the subMect of critiTue Zith the more intensive 
develoSment of modern science. In mid-seventeenth century, architecture and 
music became freed from the cosmological meaning, and the neZ theories 
and exSerimental techniTues enabled the scientist to research the Shysical 
dimensions of sound and sSace in more detailed manner. At that time the 
theoretical discourse on music and architecture Zas formed around music and 
sSecial branch of this field - architectural acoustic, and the first aSSlications 
are found in the tractates on theater from the seventeenth century (the study by 
Carini 0otta on design of theater and stage, titled Trattato sopra la struttura 
de’ teatri e scene, 1�7�).  7he French architect, Pierre Patte, Zas among the 
first ones Zho strived to elaborate the issues of acoustics and architecture 
by scientific methods in his study Essai sur l’architecture théâtrale (1782), 
although this disciSline Zill start Zith its true develoSment only at the 
beginning of the tZentieth century. 

7he mimetic basis of the discourse on music and architecture in the nineteenth 
century Zas further critically considered and redefined. One of the first 
interSretations on this toSic Zas Sresented by Friedrich Schelling (Philosopie 
der Kunst, 1859). Schelling says:  ³0usic, to Zhich architecture corresSonds 
among the various forms of the Slastic arts, is freed from the reTuirement of 
Sortraying actual forms or figures ... >It is@ seSarated from matter. Architecture, 
hoZever ... if it is music, then it is fro]en music´.10 Neither music, nor 
architecture, therefore, according to Schelling, negates the conceSt of mimesis, 
Zhich makes them analogous� that is Zhy Schelling calls architecture also as 
Ämusic of Slastic arts´.11 +iSSolyte 7aine, (Philosophie du l’art, 18�8) also 
describes architecture as Sroduction of harmonious entity the samSle of Zhich 
cannot be found in nature, Zhich means that architecture, as Zell as music, are 
not determined by mimesis of real obMects.12

THEORIES OF THE ARTISTS

Until the tZentieth century the discourses of music and architecture netZorked 
around technical and formal issues, to have, at the beginning of the neZ 
millennium, the common ideological endeavors Slaced in the limelight and 
Zhich branched from both directions. 7he modernist discourse on these 
relations Zas first created by the artists in the form of theoretical and auto Soetic 
statements, hoZever, also by the ShilosoShers, sociologists and others, first 
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those guided by the avant-garde tendencies directed toZards deconstruction 
of the canons and forming of the neZ art order. For the reSresentatives of 
futurism that meant SroSagating the Äaesthetics of machines´ Zhich became 
the model of the NeZ music, i.e. the art of noise (/uigi Russolo, L’arte dei 
rumori, 1913) and the NeZ Architecture (Antonio Sant¶(lia�, the manifest on 
the occasion of the SroMect Città Nuova, 1914). Antonio Sant¶(lia  reMects the 
classic, monumental, ornamental architecture and advocates for the simSlicity, 
Sersonified in the materials like concrete, iron, glass�13 analogously to that, 
Russolo believes that everyday sounds, the sounds of industriali]ation and 
machines must ¶enter¶ the music and be treated as music material.14 7he 
industriali]ation of the artistic life Zas reÀected also in the field of French 
Surism of the 20s (/e Corbusier) and the constructivist Shase of the Bauhaus 
architecture (:alter *roSius). /e Corbusier¶s thesis that the Ähouse is 
machine for living´, namely the vision about the Ähouse-machine´ Zhich 
Zill be the characteristics of mass Sroduction, becomes the guiding idea of 
the architects, and the analogues to this standSoint are found also in music 
(Vers une architecture, 1923). 7he effects of industriali]ation and urbani]ation 
have directed the Srocess of ¶liberation¶ and exSansion of the acoustic fundus, 
Zhich, for examSle, can be heard in the Zorks of the comSoser (dgard 
Varqse (Amériques, 1921) or *eorge Antheil (Ballet Mécanique, 1924), in 
Zhich these authors use the concrete obMects as sources of the sound (sirens, 
aircraft SroSellers and similar). Purism of /e Corbusier, based on negating 
decorativeness and return to clear forms finds its counterSart in the aesthetics 
of simplicity of (rik Satie, Zho also advocated for the simSle music structures 
and means for the SurSose of creating unSretentious everyday music, Zhich 
should become a Sart of the living environment, same as furniture (the conceSt 
of the music of furniture/musique d’amebleument).15 /e Corbusier, himself, 
even emShasi]es the analogies betZeen music and architecture: Ä0usic is time 
and sSace, like architecture. 0usic and architecture deSend on measurements 
taken´.1� In his Soetics it is also Sossible to find the concrete references to 
music: music instruments, first of all Sianos, are seen in some of the sketches 
of the interior sSace� for creation of a series of ZallSaSer for the comSany 
Salubra he created the method of colors selection under the name Äcolored 
keyboards´, and according to the SrinciSle of the keys on the keyboards. 
Also, the Notre Dame-du-+aut church in RonchamS he describes using the 
terminology of sound. +e characteri]es this building as Äacoustic ambience´ 
Zhich reSresents the visual echo of the acoustic environment in Zhich it is 
situated. /e Corbusier names this as Äthe fourth dimension of architecture´, 
i.e. acoustic space (esSace acoustiTue), the conceSt Zhich reconsiders hoZ the 
building ¶echoes¶ in sSace and resonates Zith the environment.17 +is conceSt 
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of  modulor (1950) as the model for establishing SroSortions according to the 
SrinciSles of golden section and SroSortions of the human figure can also be 
comSared to the music techniTues. Certain analysts believe that the comSoser 
Bpla Bartyk Zas guided by the SrinciSle of the golden section and Fibonacci 
seTuence Zhen comSosing (e.g. in the Zork Music for Strings, Percussion 
and Celesta, 193�). Although they did not offer theoretical exSlications on the 
relationshiS betZeen music and architecture, the Bauhaus artists left behind 
a significant contribution in the field of designing of the concert halls (+ans 
Poel]ig, Salzburg Festpielhaus, 1920±22).

A uniTue examSle and theoretical sSeech on the mutual inÀuence of 
architecture and music, the inÀuence of architecture and architectural method 
on comSosing Srocess, as Zell as on the music itself, namely the inÀuence of 
music uSon designing as a creative act, has been Sresented by the comSoser 
and architect Iannis ;enakis. 7he examSle of formally-technical Srocess 
of relating is reSresented by ;enakis¶ system for comSosing by means of 
draZings, namely in the manner of creation of architectural sketch, and by 
using the hardZare device incorSorating ten draZing board connected to the 
comSuter (UPIC�Unité Polyagogique Informatique du CEMAM, 1977). Other 
;enakis¶ SroMects Zhich demonstrate the ideas of connection betZeen music 
and architecture are: the facade of the La Tourette monastery based on the 
conceSt of the Äarea of the music glass´ built according to the logic of the 
music rhythm Zhich imSoses to the eye the diachronic, music SerceStion� 
the comSosition Metastazis (1953±4) based on the bundles of straight lines 
reSresented by glissandos forming sound blocks, as Zell as on the SrinciSle of 
/e Corbusier¶s modulor� the construction of the Philips Pavilion (1958, (;PO 
µ58), after /e Corbusier¶s sketches, Sartially originated after the model of the 
comSosition Metastazis.18 Pavilion Zas conceived as an installation sSace, for 
multimedia Sresentation, Zith: 350 sSeakers organi]ed in Äsound tracks´ and 
clusters, by illumination (five different light effects ± the colored light� the 
images of the Sun, the 0oon and the stars on the ceiling� tZo figures,, female 
sculSture and abstract metal sculSture, emitting red and green light� tZo large 
screens on Zhich images and film Zere SroMected� accentuating the screen 
borders by light rays), film SroMections and music. 7he music background 
consisted of tZo Sieces: Concrete PH by ;enakis and Poème électronique by 
(dgar Varqse. Varqse¶s Siece reSresented the music counterSart of the Savilion 
and Zas Slayed from three taSes via sSeakers arranged along certain orbits.19 
+ere one can sSeak about spatialization of music and the Sroblem of interaction 
betZeen sound and sSace. ;anakis emSirically Sroblemati]es this issue in the 
Siece Polytopes (19�7±88) in Zhich he achieves the vision of dynamic and 
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sSatial multimedia art based on the use of the colored light and electronic music 
in sSace, and theoretically exSlains it in the text Formalized music (1971) in 
Zhich he exSlains hoZ music and architecture can µcollaborate¶ toZards the 
ultimate goal ± creation of the total listening exSerience. 

0ore intensive interaction betZeen architecture and music haSSened in the 
early 80s, and one of the examSles is the imaginary city of Peter Cook called 
Bloch city. It concerns the SroMect of using the score of the violin concert of the 
comSoser (rnest Bloch as a model for urban and architectural Slanning. 7hus 
the music symbols become buildings, streets, Zalls, and the melody, rhythm 
and harmony condition the conceSt of sSace shaSing. 7hat means, according to 
the author, that music continuity and sSatial continuity of architecture dZell on 
the same SrinciSles.20 Steven +all also starts from the music score as a model 
Zhen Zorking on the SroMect Stretto House (1989±1991, 7exas). +e uses the 
recording of the comSosition the Music for strings, percussion and celesta by 
Bpla Bartyk. 7his comSosition Zas created by using stretto techniTue Zhich 
the architect strived to simulate Zhen designing this house, and Zas guided 
by the SrinciSle of golden section, the Sivotal�central techniTue of Bartyk¶s 
comSosition. Unlike these authors, the architects Bernard 7chumi and Daniel 
/ibeskind do not use the scores as models, but establish the analogies Zith 
music, namely find the insSiration in concrete music Sractices. 7chumi¶s SroMect 
Parc de la Villette (1983), the first examSle of the deconstructivist architecture, 
according to the author¶s exSlanations, functions as the achievement of the 
minimalistic music ± there is no rhythm, synthesis and order here, hoZever, 
the visual effect is not disturbing, but acts as if it is similar to the manner in 
Zhich different rhythms are Sresented one oSSosite another in the music of 
minimalism.21 7he conceStual asSects of the oSera Moses and Aaron by Arnold 
Schoenberg have encouraged /ibeskind Zhen designing the JeZish 0useum 
in Berlin (1999).22 Disharmony as a neZ order is the model Zhich /ibeskind 
takes over from Schoenberg, and he Zas insSired also by the thematic dedicated 
to the JeZish Pogrom. /ibeskind¶s discourse on architecture and music rests on 
emShasi]ing the analogies: both disciSlines reTuire maximum disciSline and 
engagement, both disciSlines are exact and Srecise, for both it is imSortant the 
time ÀoZ and use of the recordings�draZings as starting Soints of creation.23 

MUSIC / SOUND IN SPACE

Although, Zithout any doubt, music is a temSoral art, sSace, i.e. the SerceStion 
of sSace is also an essential Sart of music exSerience. In other Zords, music is 
the sound organi]ed in time and sSace. (ven though this Sosition has become 
Srominent since the mid-tZentieth century, it is undisSuted that music has 
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alZays comSrised a sSatial comSonent as Zell, Zhich related to the sSace of 
Serforming, locating the source of the sound, Sositioning of the body of the 
listener.24 It Zas already since the end of the sixteenth century and further that 
examSles Zere found in Zhich the exSerience of sSace Zas the asSect affecting 
the creative Srocess and SerceStion. SSace thus conditions (1) the manner of 
comSosing (7he Venetian Solychoral style �cori spezzati/ Zas develoSed under 
the inÀuence of the very organi]ation of sSace, of St. 0ark¶s Cathedral, Zhere, 
due to the existence of the tZo seSarated booths, the choirs had to sing in the 
antiShon manner, and not simultaneously)� (2) SerceStion (in order for the 
sound to ¶SroSagate¶ better +ector Berlio] Zished to divide the orchestra into 
four grouSs, and Sosition each of them in the four corners of the hall, Zhile the 
classic orchestra Zould be in the center, and after him that idea Zas aSSlied 
also by other comSosers, such as *ustav 0ahler or Charles Ives (3) entire 
Soetic and creative result (in the context of the develoSment of Gesamtkunstwerk 
Richard Vagner develoSs the idea on sSecial theater, of Seculiar architectural 
and acoustic Tualities, in Zhich his Sieces Zill be Slayed).25 :ith the 
develoSment of electronic music, sSace acTuires a constitutive role in forming 
and Sresentation of music discourse and Zork. One of the examSles is found in 
the field of concrete music (musique concrète) by Pierre Schaeffer, for Zhich 
distribution the potentiometer of space (Sotentiomqtre d¶esSace) Zas 
conceived, the device controlling the orbit of the sound betZeen the sSeakers. 
7he idea of sSatial music is Sarticularly elaborated by .arlhein] Stockhausen, 
Sointing out that ³I kneZ that the synthesis of sound and sSace music Zould be 
the most imSortant asSect of the music of our time and of the future´ (the text 
³0usic in SSace´�´0usic in Raum´, 1959��1).2� For Sresentation of such tySe 
of music Stockhausen  SroSoses also the neZ conceSt of the concert sSace 
Zhich should be of sSherical shaSe, eTuiSSed Zith sSeakers, Zith a Slatform in 
center for the audience, or a greater number of mobile Slatforms, at different 
heights, Zhich Zould enable to feel ¶coming¶ of the sound from different 
directions.27 7his sSherical Savilion should have been the eTuivalent to the art 
gallery, and filled Zith continuous Srograms of the electronic music Zhich 
Zould be available, Must like in a gallery, in continuity. Stockhausen succeeded 
in reali]ing this idea in the *erman Savilion Zithin the 1970 (;PO in Osaka, 
Zhen his comSositions Zere emitted by means of multichannel system for 
rotation of sound in sSace, enabling circular and sSiral sound movements. 
Among Stockhausen¶s Sieces Zhich could be characteri]ed as the examSles of 
sSatial music are: Gesang der Jünglinge (1955±�), the achievement Zhich Zas 
emitted by means of five grouSs, of fixed and mobile sSeakers� Gruppen 
(1955±7), the Siece for three orchestras Zhich encircle the audience in order to 
hear SroSagation of grouSed sounds� Carre (1959±�0), the comSosition for 
four orchestras treated in similar manner as in the Srevious Siece, Zhereby the 
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idea Zas that this achievement Zas Slayed in the sTuare shaSed sSace� Music 
for a House (19�8) ± the comSosition Slanned to be Slayed from � Sm till 10 
Sm in four rooms on tZo Àoors, Zhereby the audience has the Sossibility to 
visit theses rooms or to folloZ the acoustic haSSenings from other rooms Zhile 
being in the fifth room. 7he idea about the uniTue building for Sresentation of 
music belonged also to the comSoser, the reSresentative of music minimalism, 
/a 0onte <oung. +e conceived the conceSt Dream House (19�2) as the sSace 
in Zhich the musicians Zould live and in Zhich music Zould be Slayed in 
continuity for tZenty-four hours. It concerns a light-sound installation Zhich 
should enable the Srolonged listening exSerience, acting as a sSecific sSace for 
Sresentation of Sieces of music in integration Zith light installations of the 
visual artist 0arian =a]eela.28 7he idea of disSlacement of sound from the 
canon defined sSace lies in the basis of the research of 0ax Neuhaus, Zho is 
often talked about as a creator of the conceSt of sound installation and the term 
itself (1971). Such Neuhaus¶ Sosition originated after his first Sercussionist 
career mainly dedicated to the reSertory of the American exSerimental music, 
Zhen he understood that the everyday sounds, namely the noise made the 
unavoidable ¶decoration¶ of the concert sSace. For that reason, he Tuestions: 
³:hy limit listening to the concert hall" Instead of bringing these sounds into 
the hall, Zhy not simSly take the audience outside...´.29 7his Tuestioning has 
led to Neuhaus¶ first  sound installation, Drive in Music (19�7), comSosed of 
radio transmitters Zhich Zere Sositioned along half-a-mile long section of 
Buffalo, NeZ <ork highZay. During the 70s there folloZed similar Neuhaus¶c 
achievements Zhich Sroblemati]ed sound as sSatial Shenomenon: Water 
Whistle (1971) ± the Zhistles Sroduce the sound in the Sool caused by the Met 
of Sressuri]ed Zater� Times Square (1977±92�2002±) ± installation underneath 
the ventilation grille of the NeZ <ork 7imes STuare based on emitting one� 
Time Piece (1983) ± installation based on recording the sounds of the :itney 
museum garden, Zhich are then transformed by means of comSuter and emitted 
again in the same sSace in the neZ ¶form¶.30 7he issue of SerceStion of sound 
in sSace�the sSace is dealt Zith by the Austrian artist and architect Bernhard 
/eitner, Zho since the beginning of the 70s has been Zorking Zith sound as 
Slastic, sculStural, architectural medium. i.e. as the means of sSace shaSing. 
7he Zork Sound Tube (1971), the installation based on the comSlex structure 
made of sSeakers through Zhich the listener Sasses Shysically, is one of the 
first examSles of /eitner¶s Zork Zithin this field Zhereby he gives the advance 
sign of the key toSics of his Soetic: the relationshiS betZeen the sound and the 
body during the act of SerceStion, namely the role of the entire body in the 
Srocess of SerceStion� the relationshiS betZeen sound and sSace and the 
Sossibility of sSace shaSing by sound (in that context /eitner has been using 
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the term Äsound architecture´, since 1971).31 A remarkable examSle is the 
sound sculpture (7onRaum SkulStur) Sound Suit (1975) Zhich installs the 
body as sSace of sound movement or the sound as medium of body Sroduction 
as sSace. 7he Zork consists of the suit Zith four built-in sSeakers by means of 
Zhich it is Sossible to have a bodily�Shysical exSerience of the course of 
Shysical distribution of the emitted sound (it usually concerns the ¶neutral¶ 
sounds  Zhich Zould not distract the attention and Zhich Zould enable 
focusing on sSace). According to the same SrinciSle there originated the series 
of Zorks Sound Chair (1975), namely various chairs Zith installed sSeakers 
Zhich accentuate kinesthetic-haStic exSerience. 7he conceSt of Äsound 
architecture´ is Sossible to be Serceived also in the examSle of the installation 
Sound Space (1984, 7echnical University, Berlin). It concerns a sTuare shaSed 
Sass-through room Zhose high level of reverberation /eitner attenuates by 
installing Serforated metal Sanels behind Zhich is the acoustic absorbing 
material, Zhich, like a membrane, retains the sound. Behind the Sanel there are 
forty-eight sSeakers installed Zhich emit the sounds of trombone, trumSets, 
Sercussion... these sounds create various acoustic movements and in that Zay 
articulate the sSace.32 Along Zith the term sound architecture, it should also be 
mentioned the conceSt of aural architecture Zhich is discussed about by Barry 
Blesser, interSreting it as: ³A real environment, such as an urban street, a 
concert hall, or a dense Mungle, is sonically far more comSlex than a single 
Zall. 7he comSosite of numerous surfaces, obMects, and geometries in a 
comSlicated environment creates an aural architecture´.33

Besides that sound can act as sSace borderline and its shaSe-forming factor, 
it can act as the medium of transfer of information from one to another 
location, namely as the means of documenting and creation of sSecific 
ambience, environment landscaSe. Such tySe of listening attentively, and 
then also creating sound ¶notes¶ Zas formulated by Raymond 0urray Schafer 
as  soundscape (19�9), and in the context of Sromoting the disciSline of 
acoustic ecology (or soundscape studies), at the beginning of the 70s, Zhich 
Sroblemati]es the relationshiS betZeen the living beings and their environment 
by means of sound Zith an aim of indicating to the sound misbalance Zhich 
may cause undesirable conseTuence in the environment. As the result of the 
analysis of the sound reality, namely the soundscape as Äany acoustic field 
of research´, the first Schafer¶s audio recordings originated, Zhich Zould 
serve as material for further study of the certain areas.34 7he first recordings 
of the soundscapes Schafer made in Vancouver and released them under 
the title The Vancouver Soundscape (1972)� then the SroMect Soundscape of 
Canada folloZed, reali]ed as ten-hours long radio Srogram (1974)� further 
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on, folloZed the comSiling of the recordings of soundscapes in the villages 
in (uroSe (in SZeden, Italy, *ermany, France, Scotland), and the recordings 
Zere released under the title European Sound Diary, Five Village Soundscape, 
(1975). 7he *erman-Canadian female comSoser, radioShone artist and sound 
ecologist, +ildegard :esterkamS, Zas among the first to elaborate the idea 
of reali]ation of soundscape composition. 7he Siece A Walk through the City 
(1981) is singled out here, Zhich is based on the sounds of Vancouver urban 
environment, in the original or altered form, Zhereby the continuum betZeen 
the real and imaginary environment is established. 7he issue of the role of 
sounds of the environment in the artistic context has been dealt Zith also by 
Annea /ockZood since the 70s. She, actually, Sractices the SrinciSle of field 
recordings of sound and collecting, first, the sounds of nature (volcanoes, 
earthTuakes, geysers, storms,) and the animals, and sSecial Slace is taken by 
recording the sounds of rivers (since 19��) and reali]ation of sound maps of  
Sarticular river ÀoZs ± A Sound Map of the Hudson River (1982), A Sound 
Map of the Danube (2005), Sound Map of the Housatonic River (2010). It 
concerns the sound installations Zhich Zere later on released in the form of 
comSact discs, making it Sossible for the sound of the original environment to 
be interSreted in other environments, Sublic and Srivate ones, in a manner of 
music achievement.

7he lack of alternative sSaces for Sresentation of sound Sieces has forced the 
comSosers and artists interested in sound to find neZ Slaces for Sresentation, 
and since the Zorld of the visual arts has alZays been more oSen and 
¶generous¶ toZards the neZ tendencies, it became a Sarticularly suitable filed 
for Sresentation of sound Sieces. :it emanciSation of sound it Zas necessary, 
therefore, to emanciSate Sreformation sSace as Zell, Zhich Zould be Àexible 
enough for various forms of sound tracking. 7hus, since the late 50s, the 
course of sound emanciSation Zas re-directed to the Zay Zhich verified the 
hegemony of the visual and accentuating of until then neglected SroSerties of 
the sound ± along Zith the ¶sensorial¶ SroSerties, like volume, timbre, loudness, 
also that ¶inaudible¶, such as duration and sSatiality come to the Srominence. 
Such sound treatment has Sarticularly enabled the visual artists to confront the 
duration in yet, according to the established belief, timeless Zorld of the visual 
arts, but also to additionally research the sSace (first that ¶institutionali]ed¶, and 
thereafter the sSaces beyond the institutional frames) i.e., sSatiality as sound 
dimension, and, in the end, to engage other senses and oSen neZ hori]ons and 
sSaces of artistic action: Äthe need to reintegrate arts in Zhich sound, in its 
multifaceted forms, Slays a significant role, has led the artists of this (;;, BS) 
century far beyond the traditional scoSe of Sainting art or sculSture, toZards 
their oZn bodies and voices, toZards the time, sSace and the environment.³.35 
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On this trail, at the beginning of the 80s, there develoSed the conceSt Zhich in 
the foreground Slaces the relationshiS betZeen sound and sSace. It concerns 
the sound art, the Sractice Zhich describes, analy]es, Slays and studies 
the condition and effect of sound in sSace. Sound art comSrises border art 
Sractices in Zhich the acoustic element controls the SerceStion�receStion, as 
Zell as the structure of the Siece itself. Alan /icht exactly defines sound art in 
relation to the sSatial dimension, singling out the three determinations of this 
conceSt: sound art can  be understood as installation sound setting Zhich is 
rather determined by sSace than by time and can be disSlayed in the manner 
of disSlaying visual art Zorks� sound art can be a visual art Zork Zhich also 
has the function of Sroducing the sound, such as  sound sculSture� sound art 
is Sossible to Serceive as the Sractice of using sound in the field of visual arts 
for the SurSose of enriching and extension of sSecific artistic aesthetics, Zhich 
Zas otherZise defined by other means.3� 7hat Zhich connects all these three 
exSlanations is the image of the reSresentation of sound as a Shenomenon of 
nature and�or technology in the context defined by visual exSerience, namely 
exhibition sSace (i.e. the sSace Zhich exists Äbehind the concert halls´), Zhich 
Zould mean that sound art can be characteri]ed as the Sractice Zhich Slaces 
the accent on sound (desirable and undesirable) and its environment. 7he 
musicologist Joanna Demers elaborates the musicological discourse on this 
Shenomenon and develoSs the theory on sound as the transmitter of messages 
on sSace, Slace and location, namely on the sound as directional Shenomenon 
reSresenting the sSace borderlines.37 It concerns the reciSrocal exchange - 
sound is Sositioned in certain sSace and it is affected by that sSace, and sSace 
acTuires the ¶form¶ exactly oZing to sound. Sound thus becomes architectural 
material Sroviding the building Zith certain dynamics. 
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A B S T R A C T

7his SaSer, in terms of analytic aesthetics, conducts a meta-discussion on 
the Zays of using the term and notion of Shenomenology in the discourse of 
architectural theory. 7he assumStion is that one cannot argue Zith Srecision 
and certainty that the theorists Zho concern themselves Zith Shenomenological 
thinking in the context of architecture target the same toSics and Sroblems. If in 
the architectural theory there is a Sarallel develoSment of a number of different 
Shenomenologies, the central issue becomes their mutual comSatibility. 
Analysis conducted Zill oSen the Sossibility of consideration of the cases in 
Zhich these Shenomenologies are instrumentali]ed for the SurSose of advocacy 
and Sromotion of certain stylistic and morShological architectural conceSts. 
Such exSlicit symSathies for some architects and styles mostly evidence an 
affirmation of Sersonal taste and subMective Sreferences of architectural theorists 
of Shenomenology. Identifying, examination and interSretation of contradictions 
in Shenomenologies of architecture, and then of their instrumentali]ations, shall 
be conducted in relation to a broader theoretical and social context, starting 
from the second half of the tZentieth century. 7his Seriod chronologically 
determines the discussion, for it is then Zhen the constitutive interaction of 
Shenomenology and architectural theory haSSened. In this resSect, variations 
in the Shenomenologies of architecture shall be considered in their relation to: 
1) architectural theories and Sractices of high modernism and Sostmodernism 
such as Sositivism, semiotics, abstraction and figuration� 2) socio-historical 
context that includes the dominance of liberal caSitalism, consumerism, the 
conseTuences of technological Srogress, mass culture and SoSulism, as Zell as 
media hySer Sroduction. 
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INTRODUCTION

Phenomenology is an imSortant direction in contemSorary architectural 
theory, often exSlicitly critici]ed, mainly because of its aSolitical nature, 
utoSianism, nostalgia, Sseudo-ethics and unfounded oStimism. ReSroaches 
are concentrated around the neo-0arxist and Sost-structuralist theoretical 
circles,1 Zhich is understandable given the diametric oSSosition betZeen the 
Sosition of these theories, based on the socio-ideological dimensions and the 
Shenomenological socio-ideological indifference. +oZever, before it Zas 
Sroceeded to criticism, seemingly missing Zas an imSortant insight into Zhat 
the term Shenomenology of architecture actually meant. In this sense, the 
aSSroach to the Shenomenology of architecture from a Sosition of analytic 
aesthetics suSSoses an examination of meaning in use and rules of functioning, 
Zhich have established themselves in connection Zith this term in language 
games Zithin the architectural theory. 7his is the essence of aSSlication of 
/udZig :ittgenstein¶s2 Sostulate, according to Zhich the meaning of a Zord is 
determined by its use in everyday sSeech. It Zas also the guiding SrinciSle of 
analytic aestheticians3 in conducting their meta-critiTue of various discourses 
of aesthetics and criticism, history and theory of art. Accordingly, the 
sSeech of architectural theory on Shenomenology shall be the subMect of this 
Sroblemati]ation. Before beginning Zith the analysis, it is necessary to make 
a brief recaSitulation of Shenomenological genesis, thematic and methodology 
Zithin the frameZork of ShilosoShy. 7henceforth, one can sSeak of singling 
out Shenomenological toSics that Zill be relevant to architectural theory. 

ORIGINS OF PHENOMENOLOGY

FolloZing the first traces of Shenomenology4  in gnoseological considerations 
of the classical *erman ShilosoShy, modern Shenomenology Zas founded by 
(dmund +usserl in the early tZentieth century. +usserl¶s Shenomenological 
ShilosoShy at the same time critici]es Sositivism, sensualism, Ssychologism 
and scientific-axiomatic thinking, as Zell as abstract-metaShysical 
sSeculations.5  In general, the overall aim of Shenomenology Zould be getting 
close to a concrete lifeZorld (Lebenswelt) and a return to the things themselves, 
namely, to the essence of Zhat is directly given.� In order for Shenomenology 
to function as an assumStion-unencumbered science of consciousness and 
knoZledge, +usserl emShasi]es intuitive7 knoZledge and SroSoses a number 
of reductions that Zould alloZ liberation from SreMudice. Reductions suSSose 
susSension of natural attitude and establishing a state of Sure consciousness, 
Zhich is achieved by bracketing dogmatic assumStions, oSinions and 
knoZledge, derived from Sractical and axiological attitudes, culture, science, 
technology, arts, laZ, religion, tradition and other social areas.8  :e have taken 

90



S A J _ 2014 _ 6 _

a Shenomenological attitude Zhen Ze invalidate all the Sreviously given and 
intentionally focus our consciousness toZards Sure Shenomena, because, 
according to +usserl, consciousness is not only to be conscious, but alZays 
consciousness of something, i.e., includes the obMect of consciousness toZards 
Zhich it is intentionally directed. It is necessary to observe Shenomena in a 
Sre-reÀective (Sre-scientific, Sre-logical, Sre-theoretical, Sre-conceStual and 
Sre-linguistic) sense, as this is hoZ they are shoZn in the real Zorld and hoZ 
they aSSear in the consciousness. In that sense, Shenomenology does not 
Sotentiate a soliSsistic disconnection from the Zorld� rather, only a tySe of 
change in the vieZ of the Zorld. 

ARCHITECTURE IN PHENOMENOLOGIES

After +usserl, develoSment of Shenomenology takes Slace in the direction 
of various modifications. 7herefore, already from here Ze can discuss 
Shenomenologies, deSending on the ShilosoShers Zho reSresent them.9 7he 
consensus Zhich the successors of Shenomenology do not Tuestion refers to: 
1) seSaration from +usserlian Sure intellectual aZareness close to Cartesian 
egology and .antian transcendental idealism�10 2) Sersistence in critici]ing 
the scientific thinking of the Zorld, the SroMections of scientific models to 
the reality and the dominance of technology in contemSorary society, and� 
3) affirmation of direct and non-alienating communication Zith the Zorld.  
In architectural theory different Shenomenological aSSroaches Zill also 
oscillate. 7he most imSortant Shenomenological considerations in the context 
of architecture imSlemented, in chronological order are: 0aurice 0erleau-
Ponty, 0artin +eidegger and *aston Bachelard. By Slacing Shenomenological 
concerns into existential, ontological and Soetic-oneiric frames, these authors 
themati]e architectural asSects (such as the moving body in sSace, Slace, 
building, dZelling and interior of house), Zhich Zill serve as insSiration to 
architectural theorists. 

In his seminal Zork Phénoménologie de la perception >1945@  0erleau-Ponty 
examines Sre-reÀective exSerience in the SerceStion of the lifeZorld. Since the 
Zorld has alZays been there before us, as an inalienable Sresence and firsthand 
exSerience of human existence, Shenomenology seeks the essence of the Zorld 
in a Sre-reÀective state of mind.11 0erleau-Ponty emShasi]es the connection 
betZeen the exSeriential Zorld and the human body, in the sense that the body 
and bodily gestures alloZ SerceStion of the Zorld. According to 0erleau-
Ponty, our Sresence in the Zorld takes Slace through the body and its motion-
SerceStual acts, and our exSerience of the Zorld takes Slace in the sSace-time 

91



S A J _ 2014 _ 6 _

relation to our body.12 In a constellation in Zhich the body is the center of our 
Zorld, from Zhich it folloZs that Ze are our body, the SerceStion Zould be 
an exSression of consciousness in everyday bodily engagement in the Zorld. 
7he most imSortant of 0erleau-Ponty¶s ideas in terms of further architectural 
considerations is the definition of sSace relative to the body. 

+eidegger goes beyond the +usserlian return to things themselves and his 
Shenomenological reduction. 13 +e develoSs Shenomenology as a method and 
Zay of seeing that Senetrates beloZ the surface and alloZs getting close to 
the essence of human existence and man¶s Slace in the Zorld. +eidegger is 
aZare of the incomSetence and indifference of a modern man to reason about 
these issues, Zhich remain suSSressed and blurred in modern technological 
society.14 In his treatise Bauen, Wohnen, Denken >1951@ +eidegger studies 
the etymology of *erman Zords buan (meaning both building and dZelling 
at the same time) and bin (be), on the basis of Zhich he finds that building 
and dZelling can be identified Zith being. 7he Zay in Zhich SeoSle exist on 
this (arth is dZelling� man is insofar as he dZells.15 7he central issues Zhich 
make +eidegger¶s ShilosoShi]ing relevant to architectural theory are sSace 
and Slace. +eidegger seSarates the concrete, bounded, living sSace from the 
abstract, mathematical-geometrical and continuous Cartesian sSace. *eneric 
sSace is merely a context in Zhich SeoSle by Slacing imaginary boundaries on 
earth and in the exSanse of the sky and through the act of building, can identify 
and create a Slace that Zill then create the existential sSace. A Slace defined 
in this Zay, according to +eidegger, can activate Sre-reÀective elements of 
consciousness, such as imagination, memory, emotions and associations.1� 
:hile these elements Zere not Srimary in +usserl17 and 0erleau-Ponty, 18 they 
Zill be a sSecial Soint of interest in Bachelard.

In his book La Poétique del’Espace >1957@ Bachelard seeks a Shenomenological 
dimension of Soetic images, Zhich can be imaginatively exSerienced inside 
the house as our corner of the Zorld and our first universe.19 In this sense, 
Bachelard intertZines the Shenomenological analysis of consciousness Zith 
existential Ssychoanalysis of the subconscious.20 In Bachelard, the house 
becomes  toSograShy of our intimate being, Zhich, through Sersonal memories, 
remembrances and daydreams, Srovides dZelling in self. In his understanding, 
the house is the sum of images that give the illusion of stability� it is a safe 
Slace, a shelter for daydreams and locali]ation of human memories. 

7he three authors give an imSortant imSulse to the creation of Shenomenology 
of architecture because, each of them, in his oZn Zay, actuali]es human being 
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in sSace as essential. :hereas for 0erleau-Ponty Shysicality of the body and 
sSatiality are ontological categories of man, and for +eidegger building and 
dZelling are Zhat-makes-a-man-a-man, Bachelard considers daydreaming of 
home a Srofound attribute of humanity. 

PHENOMENOLOGIES IN ARCHITECTURE

Phenomenology in architectural theory emerges as one of the many Saradigms 
imSorted from ShilosoShy and other disciSlines during the Zaves of Sostmodern 
thought of the 70s. In this sense, Shenomenology comes relatively late to the 
focus of architectural reÀections, given that the main texts that accentuate 
architectural Sroblems in Shenomenology Zere already concluded in the 50s. 
From the standSoint of analytical aSSroach it is first necessary to outline the 
relation betZeen Shenomenological Sostulates in architectural theory and those 
Zhich develoSed in an initial ShilosoShical sense. If the aim of Shenomenology 
is a direct, straightforZard and intuitive Zay of knoZledge, Zhere, in the 
strictest +usserlian sense, Sure consciousness is intentionally focused on the 
essence of the very obMect of observation, Shenomenology of architecture should 
treat a Zork of architecture as a concrete, Shysical, Tualitative and existential 
thing, autonomously determined by its oZn hylomorShism. Accordingly, 
Shenomenology of architecture Zill actually accentuate the direct consideration 
of exSerienced architectural sSace, Zhich as an evident fact given aSSears in 
everyday exSerience, and in Sarticular, in its relation to a sSecific Slace. 7he 
next steS of the analysis Zould be identifying the tZo directions, i.e., the tZo 
toSics in the Shenomenology of architecture. Under the direct inÀuence of 
+eidegger, Christian Norberg-Schul] offers idealistic, symbolic, metaShysical 
and mythological ideas of dZelling, Slace and sSace, Zhich comSrehend the 
relation of architecture and location, environment, landscaSe and identification 
Zith a Slace. Oriented toZards contributions of 0erleau-Ponty and Bachelard, 
Steven +oll, Juhani Pallasmaa and Alberto Ppre]-*yme] advocate concrete 
and Sractical issues of SerceStion, body and the senses, as Zell as a tactile, 
Soetical, emotional and imaginative recognition of the value of architecture. 
BetZeen these Sositions stands .enneth FramSton Zho combines certain 
Shenomenological asSects. Presented orientations only seem to vary in relation 
to the key themes of Shenomenology. Namely, in addition to the theme, 
SroSonents of Shenomenology of architecture Zill take different critical stands 
toZards the modern and Sost-modern conceStions of architectural Sractice, 
as Zell as toZards the social context in Zhich this Sractice takes Slace. As a 
final Sroduct, Ze face an exSlicit advocacy and symSathy for certain formal 
architectural conceStions, Zhich de facto reSresents an instrumentali]ation of 
Shenomenology itself. 
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Placing  Shenomenology in architectural theory coincides Zith the time of 
crisis in the architecture of high modernism in develoSed :estern societies, 
and its Sostmodern criticism. 7he criticism Zas, inter alia, directed to: 1) the 
reductive formal idiom� 2) contextual indifference toZards natural and urban 
environment� 3) the elimination of history and tradition as imSortant sources 
of meaning and� 4) assimilation into commerciali]ed Sresentation of caSitalist 
Sroduction. In this context occurs the first Shenomenology of architecture, 
Zhich is the Zork of Norberg-Schul]. Phenomenological aSSroximation to 
the everyday lifeZorld and the reMection of scientific-Sositivist abstractions, 
for him then meant the reMection of socio-economic Sarameters and standards, 
statistical-numerical values , and mathematical, technological and rational-
functional ideals of modernism. Norberg-Schul]¶s starting Soint is the 
Solari]ation of Shenomena (true existential contents) and data (scientific 
abstractions, substitutes for reality and instruments constructed for SurSoses 
different from the everyday ones).21 Architecture dominated by data he 
recogni]es in modernist functionalism and homogeni]ing international style. 
According to him, the symStoms and conseTuences of modernist economy, 
technological standardi]ation, numerical and Tuantitative inhumanity and 
mass-Sroduced architecture are obvious.22 7he symStoms are monotony and 
reduction of living sSace to the coordinate system, Zhile the Zider conseTuences 
are the loss of individual identity and a sense of life in everyday activities, 
isolation from the natural environment, as Zell as the neglect of values of 
regional and local character. As oSSosed to this, Norberg-Schul] believes that 
his Shenomenology of architecture Zill enable the revealing and understanding 
of architecture in light of an existential foothold in the lifeZorld, Zhich is 
the main ambition of his book Genius Loci: Towards a Phenomenology of 
Architecture >1979@ (Fig. 1). Norberg-Schul] sees the essence of architecture in 
dZelling in a created Slace, i.e., in bonding to the Slace and situating an obMect 
in a Slace in relation to the environment.23 7he Slace, in terms of a landscaSe, 
environment or surrounding, is not Must an abstract site, but a totality consisting 
of Tualitative and material things.24 In this constellation, the essence of Slace 
is the sSirit of Slace (genius loci), Zhich needs to be understood, acceSted 
and resSected. According to Norberg-Schul], the sSirit of Slace determine: 1) 
variable climatic and seasonal conditions� 2) hylomorShic constitution Zhich 
encomSasses the ground Ze Zalk on, the sky above us and the hori]on, as it 
Zas already exSlained by +eidegger and� 3) characteristic motifs in form of 
common and recogni]able architectural elements such as Zalls, doors, ZindoZs 
and roofs. In this Zay, the existential SurSose of architecture in Norberg-Schul] 
is to make a site become a Slace, Zhich can be achieved only by discovering 
the meanings that are Sotentially Sresent in a given environment. In general, 
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Norberg-Schul] offers one, so to sSeak, contrasting hybrid of semiotic theory 
and Shenomenological ShilosoShy, in Zhich he reconciles ambivalent ideas of 
direct exSerience and reading of narratives.

At the beginning of the 80s, FramSton introduces the term critical regionalism, as 
to unify different marginal architectural Sractices Zhich reÀect the sSecificities 
of local, geograShic and cultural context in Zhich they Zere established. 25 In the 
frameZork of critical regionalism FramSton tackles various issues, including 
those Shenomenological. /ike Norberg-Schul], FramSton critici]es modernist 
values. 7his refers to the scientific and technological suSremacy that Sroduces 
universalist understanding of Slace, but also to the normative visual exSerience 
of architecture. +e SroSoses solutions that are inherent to Shenomenological 
ShilosoShy. FramSton believes that the modernist indifference toZards Slace, 
Zhich led to the disaSSearance of boundaries in an anonymous and continuous 
sSace, can be overcome by affirming the toSograShic and climatic regional 
sSecificities and +eideggerian marking of the bounded area on earth and in 
the exSanse of the sky.2� FramSton refutes the modernist gestalt abstraction 
by emShasi]ing the Sresence of architecture and its exSerientality in a tactile 
sense, Zhich are the elements of the second Shenomenology of architecture, 
Zhich Zere omitted in Norberg-Schul], and Zhich Zill in Sarticular concern 
Pallasmaa, +oll and, to a certain extent, Ppre]-*yme] as Zell. (xSeriencing 
architecture through touch is essentially Shenomenological, because, as 
FramSton notes, the tactile cannot be reduced to data by means of reÀection� 
rather, it can be decoded only through direct exSerience.27 7he essence of 
FramSton¶s SroSosal is the transfer from the form to the material, i.e., from 
visual to tactile.  

Figure 1. Christian Norberg-Schul], Genius Loci: 
Towards a Phenomenology of Architecture >1979@, 
cover Sage.

Figure 2. Steven +oll, Juhani Pallasmaa, 
Alberto Ppre]-*yme], Questions of perception: 
Phenomenology of architecture >1994@, 
cover Sage.
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Pallasmaa, +oll and Ppre]-*yme] suggest Shenomenologies that integrate 
0erleau-Ponty¶s bodily actions in three-dimensional sSace frame and 
Bachelard¶s vieZ of architecture as  home-of-fundamental-sSatial-feelings 
Zith the conceSt of multisensory (esSecially tactile) exSerience of architecture. 
7he central Soint Zhere they incorSorate these considerations is a sSecial 
edition of  AU, JaSanese architectural Journal, titled Questions of Perception: 
Phenomenology of Architecture >1994@ (Fig. 2). For the three authors, 
the main task of architecture, in terms of Shenomenology, is to restore the 
essential meaning and value of human existence. 7he Srimary Sroblems 
their Shenomenology of architecture is facing are those already exhaustively 
exSlained by FramSton. 7hese are ocularcentrism, commercial and industrial 
dominance of artificial materials that Sroduce loss of Shysical sensitivity 
and tactility, Zhile broader conseTuences Zould be distancing from reality, 
loneliness and human alienation. In resSonse to the critici]ed situation, these 
authors after FramSton once again underscore the multisensory exSerience of 
architecture that engages the entire body and the unMustly neglected senses of 
touch, smell and hearing. 7hereuSon, after that the toSic of Slace interSreted by 
Norberg-Schul], Shenomenology of architecture oSens for neZ toSics: sensory 
SroSerties of natural materials and haStic area. In addition, another imSortant 
toSic establishes itself. On the Sostulates of Bachelard, all three authors consider 
that the Shenomenological vieZ of architecture involves the imaginative 
dimension. Ppre]-*yme] Solari]es science, rational obMectivity, mathematical 
reason, technology and functionalism on one end, and exSerience, Soetry and 
mystery on the other end. By re-oSening the circle of mythos-logos-mythos, 
he Soints to the need for the lost metaShysical dimension of architecture.28 
Analogously to Bachelard, Pallasmaa sees the house as a Sart of interrelated 
conditions that integrate sensory memories, images and feelings of the SeoSle 
living in it. According to Pallasmaa, a home is a Slace of daydreams, Sersonal 
rhythms, familiarity, a set of rituals and routines of everyday life. 29 It is a 
Shenomenological Soetics of sSace, Zhich +oll finds in nature of materials, 
because the tactile Tuality is Zhat creates the emotional imSact on the vieZer.30

PROBLEM OF TOPIC: PLACE VS BODY    

FolloZing the analysis, it is easy to see the reduction of Shenomenological 
thematic, i.e., the concentration of some Shenomenologists exclusively to 
relations architecture ± Slace or architecture ± human body. For instance, 
Norberg-Schul] is not considering the moving-existential body in a 0erleau-
Pontyan sense, Zhich Zould move Zithin the building or around the building.  
In a series of ShotograShs Zhich he uses to illustrate his texts, one can identify 
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a rather selective vieZ of the architectural obMect, suggesting the facade and 
volume. AlZays accentuated is the body of a building (the obMect), but not the 
body of the observer (the subMect). 7hus, the Tuestion of the relationshiS Zith 
the environment is reduced to the exterior adaStation of the building in relation 
to the existing character of the Slace. +ence, Norberg-Schul] emShasi]es the 
relation architecture ± Slace, Zhile the relation human body ± architecture is 
being neglected. In this context lies his remark on absurdity of the claim that  
man is alZays in the center of architectural sSace and that architectural sSace 
changes deSending on the movement of the human body. Architectural sSace 
exists indeSendently of the observer, and has its oZn centers and directions.31 
It is indicative that the aforementioned Norberg-Schul]¶s ShotograShs shoZ 
almost no interior. 7his suggests that he neglects the interior atmosShere and 
intimacy in Bachelard¶s terms, as Zell as the details and tactility as understood 
by FremSton and Pallasmaa. On the other hand, Pallasmaa goes to the other 
extreme. As Re]a Shira]i notes, Pallasmaa¶s Shenomenology is fragile f or it 
neglects the Zay in Zhich  architecture is connected Zith  Slace.32 In Pallasmaa, 
only details, i.e., close up asSects of architecture Zere Sresented and exSlained. 
+e seemed to enter directly into the interior of the building, Zithout reference 
to the Shenomenal genius loci Sroblematic of the surrounding.

PROBLEM OF PLACE: 
GENIUS LOCI, CRITICAL REGIONALISM AND ANCHORING  

Stands taken toZards the Slace are an imSortant toSic in the Shenomenology of 
architecture, in Norberg-Schul] and FramSton, but in +oll as Zell. +oZever, 
significant differences in Sositions are noticeable in the texts of these authors. 
Norberg-Schul] and FramSton suggest tZo Zays in Zhich architecture can 
reÀect the sSirit of Slace and the character of the region to Zhich it belongs. 
Both Zays Zill involve Sretensions to certain architectural forms. On one 
hand, Norberg-Schul] affirms the mimesis of historical and vernacular 
architecture, Zhich is in line Zith his Sost-modern-semiotic outlook and idea 
of   meaning, narrative and conveying messages through tradition. On the other 
hand, FramSton reMects any demagogic, SoSulist, sentimental and decorative 
historicism and affirms the elements Zhich are indirectly derived from the 
sSecific nature of individual regions, 33 Zhich imSlies a high level of abstraction. 
7he difference in understanding the Sotential of Slace Zith resSect to the future 
built structures is visible betZeen +oll and Norberg-Schul]. SSecificity of +oll¶s 
Shenomenology is the conceSt of anchoring.34 Anchoring is the act of fixation 
Zhich reSresents the connection betZeen architecture and its Slace. ComSared 
to Norberg-Schul]¶s genius loci character of Slace, Zhich remains in terms of 
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the inherent meaning of Slace and geograShical-environmental conditions such 
as toSograShy, climate and light, +oll¶s anchoring covers Zider references to 
historical and cultural identity. According to +oll, the meaning of Slace is not 
given in advance. Rather it is an exSerimental Sotential. It is an exSeriential 
state Zhich is relative and deSends on the interSretation of the observer.35 7hese 
are actually oSSosed models that can best be characteri]ed as hard (material) 
and soft (conceStual) contextualism. Ppre]-*yme] is outside of these Sositions, 
for he believes that the genius loci is an emSty, Sostmodernist Sretending that 
reveals nothing in the context of our cities sZamSed Zith shoSSing malls and 
transSortation netZorks.3� In this Zay, Ppre]-*yme] is included in noZadays 
ZidesSread discourse of Sost-structuralist criticism of Slace.37

PROBLEM OF FORM: 
FIGURATION AND SCENOGRAPHY VS ABSTRACTION AND 
TECTONICS

7he analysis of the Sroblem of form Sarticularly emShasi]es different, style-
oriented maniSulations of Shenomenology. As  mentioned already, Norberg-
Schul] directed Shenomenology against the uniform and sterile monotony of 
modernism and the lack of visual stimuli.38 In this Zay, he Moins the Sleiad of 
Sostmodern critics of modern architecture,39 Zho found that the lack of Tuality 
in figurative modernist architecture resulted in a modern house that no longer 
looks like a house. In their oSinion, overcoming the modernist functionalism 
can be achieved only by a return to figurative architecture, Zhich as such is 
SredisSosed to convey messages according to the semiotic theory. +oZever, 
Zhile Norberg-Schult] critici]es the technological Sragmatism of modernism, 
FramSton enters into a critiTue of the caSitalist and commercialist-consumer 
ideology Zhich lies behind the technological Sragmatism, Zhich,  in the same 
Zay, Zill initiate the develoSment of Sostmodern eclecticism. FremSton¶s 
critical regionalism does not see the Sostmodern SoSulist-scenograShy and 
semiotic-narrative aSSroach to architecture as a solution to the Sroblems 
of modernism. FramSton discredits the Sostmodern architecture, Zhich is 
reduced to the Srovision of a theraSeutic image tailored to fit the media society 
and caSitalist-consumer iconograShy camouÀaged as culture.40 According to 
him, the form Zhich may be critically and Shenomenologically engaged is the 
one that affirms the tectonic41 Tualities of built structures. 7his refers to the 
ontological elements of buildings in Zhich FramSton classifies the Soetics of 
the structure itself, material and texture, and then to the natural, local light that 
is refracted through these elements and thus accentuates them. Affirmation of 
the tectonic indicates that, although critical of the modernist normativism, the 
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Sosition of critical regionalism remains faithful to the Srogressive asSects of 
modernist and Surist heritage. DesSite FremSton¶s reservations concerning the 
stylistic categori]ation and interSretation of critical regionalism as methods 
and Srocesses that vary according to the sSecific circumstances, the architects 
Zhom he aSSroSriates to his construct, such as the SZiss neo-rationalists from 
the Srovince of 7icino (Fig. 3), unambiguously nurture modernist morShology.

Advocacy of modernist or Sostmodernist formal and stylistic solutions is 
a central Slace in Zhich lies the ambivalence of the Shenomenologies of 
architecture. First Shenomenology of architecture begins Zith a critiTue 
of modern abstract and Sositivist-technological aSSroach, as indifferent to 
the context and the man. Second Shenomenology of architecture turns into 
a critiTue of overemShasi]ed imSression, SoSulist sensation and formalist 
effects, and the conceSts of meaning and conveying messages Sromoted 
by the Sost-modern eclectic architecture. In this sense, FremSton¶s critical 
regionalism is the first Soint of ruSture in the Shenomenologies of architecture, 
the cue from Zhich Zill take Pallasmaa and +oll. Under the banner of the 
Shenomenological Tuest for essence, these authors also go into battle Zith 
the Sostmodern narrative-SoSulist values, and Slead for a kind of neutral, 
self-referential, reductive and ascetic architecture, Zhich is close to the neo-
modernist and minimalist42 conceStions. 7his architecture, Zhich Zould 
be in accordance Zith Shenomenological outlooks, Pallasmaa denominates 
architecture of silence.43 7he conceSt of architecture of silence largely coincides 
Zith the idea of   FremSton¶s tectonic architecture. 7he above statement is based 
not only on similar formal characteristics that are Sresented Zithin these tZo 
architectural conceSts, but also in their overall notional context in relation to 
the legacy of modernism and Sostmodernism. For examSle, Pallasmaa believes 

Figure 3. Aurelio *alfetti,  Castelgrande in Bellin]ona, 
restauration, 1981-1991, Sublished in: 
httS:��ZZZ.Àickr.com�Shotos�christof�59�4918099�
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that architecture must maintain and defend silence rather than to SarticiSate 
in the accelerated exSerience of Zorld, excessive noise and communication.4 4  
Using the term noise, he metaShorically denotes the contemSorary Srivilege 
of visuality, Zhich is a continuation of Renaissance linear SersSective and 
modernist gestalt abstraction. 7his is an ocularcentrism Sersonified in the 
conglomerate of visual information offered by neZ media and communication 
technologies.4 5  7his oSinion is shared by +oll. According to him, the architecture 
of silent sSatiality and tactile materiality Zhich are stronger than any textual 
maniSulation may bring essential, silent meanings and values into the human 
exSerience.4�

 
One of the most often mentioned architects in theori]ation of the 

Shenomenology of architecture is Peter =umthor, Zho exSlicitly stands against 
the architecture that Zould be an instrument or a symbol for things that do not 
belong to the essence. In a society that is based on Zhat is not essential, the 
architecture can resist, oSSose the Zasted exSenditure of form and meanings, 
and sSeak its oZn language. 4 7 Seeking the Sosition betZeen modernism and 
Sostmodernism, it seems that these Shenomenologists of architecture establish 
an extremely simSlified analogy betZeen Shenomenology and Shenomenology 
of architecture, in terms of the stance taken toZards the theory of knoZledge. 
7hey relate themselves to the intuition as a dominant Shenomenological 
source of knoZledge, Zhich is betZeen the mind and the senses. 7his Zay 
they emShasi]e the Sreferred form of architecture as the one that Zould be, as 
such, best intuitively exSerienced. In this constellation, tectonic architecture or 
architecture of silence suSSosedly occuSy a Sosition in betZeen: 1) modernist 
technological, Sositivist and abstract architecture that is rational and� 2) 
Sostmodern eclectic, semiotic-oriented, scenograShic architecture, Zhich is 
oriented toZards sensual Sleasure.

Figure 4. +eidegger¶s +ut, Black Forest 0ountains of southern *ermany, Sublished in: 
Anonim,´Die :eite aller geZachsenen Dinge. 0artin +eigdggers +�tte in 7odtanauberg, 

/udZig :ittgensteins +�tte  in SkMolden´, Daidalos 32 (1989): 8�.
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FINAL CONSIDERATIONS

After certain contradictions in the Shenomenology of architecture have 
been  thoroughly analy]ed and exSosed in the Srevious sections, final 
considerations are conceived as recommendations for further investigations. 
7herefore, it is imSortant to emShasi]e some other inconsistencies betZeen the 
Shenomenology of architecture concerning relations Zith Shenomenological 
Sostulates develoSed in the initial ShilosoShical sense.

7he first inconsistency relates to Pallasmaa¶s and +oll¶s glorification of 
multisensory exSerience and tactility, Zhich are oSSosed to ocularcentrism, 
as something that naturally comes from the ShilosoShy of 0erleau-Ponty. 
0erleau-Ponty did Sroblemati]e the body, but he did it in terms of the conceSt 
of embodied vision that involved the fusion of visual SerceStion and bodily 
movements in sSace.4 8  0erleau-Ponty did not identify the sense of touch Zith 
Eyes of the Skin, as Pallasmaa titled one of his books, he even discredited it. 
0erleau-Ponty has clearly Sointed out that different senses must not be Slaced 
in the same Slane, as Zell as that the visual exSerience is truer than tactile 
exSerience. According to him, the structure of visual exSerience is richer for it 
shoZs the modes of being Zhich touch cannot even feel traces of.49 

Another inconsistency involves the said set of instrumentali]ations, Zhich 
convert Shenomenology to an agenda under Zhich certain formalistic 
solutions in architecture are advocated for. In connection Zith Norberg-
Schul]¶s affirmation of Sostmodern-figurative architecture Zhich should solve 
the Sroblems of modernism, Adam Sharr and (lie +addad note that the real 
Sroblem of modernism Zas not the loss of generally comSrehensible formal 
attributes of a house� rather, that the modern man has lost the ability to dZell, 
as this Zas already exSlained by +eidegger.50 +eidegger did often refer to the 
vernacular architecture of the region in Zhich he sSent a lot of time staying in 
his mountain hut (Fig. 4), hoZever, he never advocated for a nostalgic return 
to the Sre-modern state. +eidegger clearly distanced himself from Sretensions 
to come uS Zith building ideas, and thus from reaffirming any Sre-modern 
architecture.51 On the other hand, not even the tectonic reductionism or 
architecture of silence, Zhich see the essence of architecture in its reduction to 
sSace, light and material, are in the original Shenomenological sSirit. It is as if 
these conceSts understood Shenomenological reduction in the literal sense, i.e., 
as if they mixed the reduction of consciousness of the subMect-observer Zith the 
reduction of the architectural form. In this context lies +usserl¶s remark stating 
that Shenomenological reduction is not distancing from the riches of the Zorld, 
but bringing of those riches to the consciousness in a different Zay.52 It is a 
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See: Frederic Jameson, ´Is sSace Solitical" ³ in Rethinking Architecture: A reader in cultural 
theory, ed. Neal /each (/ondon 	 NeZ <ork: Routledge, 1997), 2�7.� +ilde +einen, ´7he 
Dilemmas of Architecture,³ in Architecture and Modernity (Cambridge 	 /ondon: 0I7 Press, 
1999), 18-15.� Adam Sharr, ´Phenomenology and Solitics,³ in Heidegger for architects (/ondon 
	 NeZ <ork: Routledge, 2007), 111-113.
On the aSSlication of :ittgenstein¶s ideas in analytic aesthetics, see e.g.: Damir SmilManić, ´Anti-
filo]ofiMa ili meta-filo]ofiMa" ImSlikaciMe VitgenãtaMnovog stava Srema filo]ofiMi,³ Arhe VI�11 
(2009): 21-32� NeboMãa *rubor, ´VitgenãtaMn i lingvistiþka Saradigma u filo]ofiMi i filo]ofskoM 
estetici,³ Arhe VI�11 (2009): 33-4�� 0iãko âuvaković, ´/udvig VitgenãtaMn i analitiþka estetika,³ 
in Figure u pokretu: Savremena zapadna estetika, filozofija i teorija umetnosti, eds. 0iãko 
âuvaković and Aleã (rMavec (Beograd: VuMiþić kolekciMa, 2009), 123-141. 
On the conceSt of meta-discussion characteristic of the aSSroach of analytic aesthetics, see: 0iãko 
âuvaković,  Prolegomena za analitičku estetiku (Novi Sad: ýetvrti talas, 1995)� 0iãko âuvaković, 
´Analitiþka estetika,³ in Pojmovnik moderne i postmoderne likovne umetnosti i teorije posle 1950. 
godine (Beograd: SrSska akademiMa nauka i umetnosti, 1999), 2�-27.
(tymologically, Shenomenon (*reek: phainmenon) means aSSearance, that Zhich aSSears 
in the consciousness. A Shenomenon shoZs itself, reveals itself to senses and Sresents itself 
to consciousness. In ShilosoShy, a Shenomenon is a self-given entity that reveals itself to self. 

revelation or a different vision, seeing Zith other eyes. 7he Soint is to eliminate 
the inÀuence of beliefs, Zithout taking aZay anything from the thing itself. 

*noseological origin of Shenomenology clearly determined its reach and 
Sossible areas of investigation, Zhich Srimarily concern the consciousness of 
a subMect and the Zay in Zhich his cognitive actions are directed to a Sarticular 
thing in the Zorld. In this sense, formalist orientation of the Shenomenologists 
of architecture reveals an imSortant issue.  It reveals the Saradox in the transfer 
of Shenomenological ideas: from the Zay of seeing architecture to creating 
tySologies of architectural forms. 7his transfer is in line Zith +oll¶s conceSt 
of Slacing Shenomenological ideas in architecture as a field of Sractice, in 
Zhich they are further elaborated to achieve the design conceStual strategy.53 
Architectural abandonment of the original Shenomenological idea of   
unmediated attitude of observers leads to the conceSts of authorshiS inÀuence, 
SerceStual maniSulation and choreograShic Srogramming of observers by 
means of hylomorShic SroSerties of architecture itself. 7hese observations 
oSen neZ comSlex relations on the axis Shenomenology ± Shenomenology of 
architecture, Zhich can certainly be subMects of future discussions.
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Tuestion concerning technology,³ in Martin Heidegger: Basic writings, ed. David Farell .rell 
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0erleau-Ponty clearly seSarated SerceStion from exSeriencing a multitude of imSressions that 
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*aston Baãlar, Poetika prostora (Beograd: *radac, 2005),28.
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+istory of ideas is a sub-disciSline of history that deals Zith 
descriStion and interSretation of creative Zork of thinkers 
and artists of the Sast. 0artin Jay, as a central asSect of his 
theoretical Zork Soints out tZo 0arxist thesis. 1. Ideas have, 
as Sroducts of intellectual labor, their oZn material foundation: 
this means that social reality is determined by those Sroducts as 
much as by economy - in that Zay, materialist history of ideas is 
constituted on the shift from the analysis of the economy (base) 
to the analysis of culture (suSerstructure). 2. Ideas are related 
to social Sractices: ideas Zithin a society are not seSarate from 
material reality, but they actively shaSe social relations, i.e. there 
is a link betZeen intellectual labor and Solitical conditions of 
life Zithin a given historical society. 7he SaSer examines the 
connection that Jay established betZeen the history of ideas and 
the history of architecture and urbanism.

Nikola Dedić
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Right at the outset of my Sresentation, I Zould like to emShasi]e that I do 
not consider myself an exSert in the domain of architectural theory� in fact, 
the Zork I Sresent today is the first text I have ever Zritten on the toSic of 
architecture. 0y SroSer field of exSertise concerns the relationshiS betZeen 
art theory, esSecially (Sost-)0arxist art theory, and the neo-avant-garde and 
Sost-avant-garde art Sractices of the latter half of the 20th century. In my book, 
Utopian Spaces of Art and Theory after 1960 (Sublished in 2009), I tried 
to encomSass that set of Sroblems and advanced the folloZing claim: there 
is no art that is not, on some level, theoretical� Tuite to the contrary, every 
art Sractice is shaSed according to a certain theoretical system that belongs 
to Zider, often conÀicting cultural and social Srocesses. 7herefore, in my 
theoretical Zork, I have often engaged not in art-historical analyses of concrete 
Zorks or Shenomena of art, but rather, in the surrounding theoretical narratives 
(ShilosoShic-aesthetic systems, theoretical Slatforms), Zhich constructed and 
are still constructing the Solitical history of the 20th-century art. 7hus, in my 
Zork as a theorist and historian of art, I have often assumed a meta-theoretical 
Sosition and asserted the imSortance of addressing the theory of art theories. In 
other Zords, in my Zork, I have tySically Sursued not the history of art in the 
traditional sense, but rather, the history of the ideas affecting our conceStion of 
the obMects and gestures that Ze bring together under the term µart¶.

:hat is the relationshiS betZeen architecture and architectural theory" 7he 
French ShilosoSher /ouis Althusser once Zrote that theory Zas imSortant 
because it turned our irrational myths, obscure images, ideas, SreMudices about 
the Zorld and our Slace in it into rational conceSts� these conceSts are oSSosed to 
Zhat Althusser signifies as ideology. By virtue of making that ideology visible, 
they command Solitical Zeight� that is, theory, as a form of Solitical Sractice 
is caSable of shaSing our lives, of laying the foundations for transcending 
our Sresent conditions of life. It is almost banal to state that there is no more 
Solitical form of art than architecture: architecture is nothing if not the Sractice 
of aSSroSriating and Serforming, that is, regulating and shaSing human sSace 
and living in it.2 7herefore, for anyone Zho deals Zith the relationshiS of art 
and Solitics by analy]ing ideas, it is only logical to ask: Zhat is the relationshiS 
betZeen architecture and architectural theory, hoZ to think the history of 
architecture as a Solitical history of ideas, and hoZ to analy]e architecture as 
a Solitical conceSt through a Sarallel analysis of theory as likeZise a Solitical 
conceSt" At least to hint at some ansZers to these Tuestions, I Zould like to 
refer to a text by the American historian of ideas 0artin Jay, Sublished under 
the title of µScoSic Regimes of 0odernity¶ in Force Fields, a book that came 

108



S A J _ 2014 _ 6 _

out in 1993. In that essay, Jay directly broaches the issue of the relationshiS 
betZeen ideas (theory) and architecture as a basically Solitical relation. Still, 
in order to understand Jay¶s arguments in this brief text, it is necessary to make 
someZhat broader remarks concerning Jay¶s vieZ of the history of ideas as a 
Solitical history.

II

:hat does it mean Zhen Ze say that ideas, or, more Srecisely, theory, carry 
Solitical Zeight" For Jay, it means connecting to the materialist Sostulates of 
critical theory, according to Zhich: 1) ideas, as Sroducts of material labor, have a 
material grounding� this means that these Sroducts shaSe social reality as much 
as the economy does and that materialist history of ideas is thus constituted at 
the transition charted by critical theory, betZeen economic analysis (the base) 
and cultural analysis (the suSerstructure)� 2) from that folloZs the idea about 
connecting theory and Sractice: in a given society, ideas are not seSarate from 
its material reality, but actively shaSe its social relations, i.e. there is a tZo-Zay 
looS betZeen intellectual labor and Solitical conditions of life in a historically 
given society.

+orkheimer and Adorno charted this turn from analy]ing economy to 
analy]ing ideas (scientific, ShilosoShical, theoretical, artistic), that is, cultural 
suSerstructure, through their critiTue of the Second International era¶s vulgar 
economist 0arxism. For theorists of the Frankfurt circle, ideas are never 
eSiShenomenal, although, on the other hand, they are never Tuite autonomous 
either: ideas should be vieZed as mediati]ed through the social totality and not 
as mere reÀections of class interests. 7herefore, the target of critical theory¶s 
attack is classical orthodox 0arxism as much as formal logic, that is, Sositivism. 
7his turn Zas Sredicated on a reinterSretation of +egel¶s ShilosoShy, that is, a 
turn from the Sositions of formal to those of sSeculative logic. :hile formal 
logic insists on an absolutely delimited, logically coherent and formali]ed, 
obMective and a-historical theoretical meta-language, +egel¶s sSeculative 
logic insists on the link betZeen forms of thought (intellectual labor) and the 
historical conditions of social reality. +orkheimer¶s and Adorno¶s critiTue of the 
(nlightenment and the heritage of Cartesian rationality rest on these foundations: 
formal logic reduces reason and rationality to individual exSerience and insists 
on a transcendental detachment of reason from history. /ogic is thus reduced to 
a series of tautologies that have no Soints of contact Zhatsoever Zith material 
conditions of human existence� at the same time, logical Sositivism keeSs facts 
and values aSart and thus contributes to the reSroduction of the social status 
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quo. By contrast, critical theory did chart an anti-metaShysical conceStion of 
rationality, Zhereby ideas stand in a dialectical relationshiS Zith history, that is, 
theory stands in a dialectical relationshiS Zith Sractice:

+orkheimer¶s stress on dialectics also extended to his understanding 
of logic. Although reMecting the extravagant ontological claims 
+egel had made for his logical categories, he agreed Zith the need 
for a substantive, rather than merely formal, logic. In Dämmerung 
+orkheimer Zrote: µ/ogic is not indeSendent of content. In face of the 
reality that Zhat is inexSensive for the favored Sart of humanity remains 
unattainable for the others, nonSartisan logic Zould be as nonSartisan 
as a book of laZs that is the same for all¶. Formalism, characteristic 
of bourgeois laZ (the ideal of the Rechtsstaat, Zhich means Mudicial 
universality Zithout relating the laZ to its Solitical origins), bourgeois 
morality (the categorical imSerative), and bourgeois logic, had once 
been Srogressive, but it noZ served only to SerSetuate the status Tuo. 
7rue logic, as Zell as true rationalism, must go beyond form to include 
substantive elements as Zell. 
>...@
:hat made +orkheimer¶s stress on reason so Sroblematical Zas his 
eTually strong anti-metaShysical bias. Reality had to be Mudged by the 
³tribunal of reason´, but reason Zas not to be taken as a transcendental 
ideal, existing outside history.3

7herefore, the core starting Soint of Jay¶s history of ideas is deeSly rooted 
in the 0arxist tradition: according to Jay, ideas, Sroducts of intellectual 
labor, reÀect the material conditions of the socio-historical context in Zhich 
they emerge, but those same ideas are caSable of shaSing (in emanciSatory, 
even utoSian terms) and changing that same social context. 7hat thesis may 
be identified already in 0arx¶s classical Sositions on ideology, 4  Zhereas the 
Frankfurt School develoSed it through their Sostulates relating to praxis, i.e. 
by combining theory and Solitics. Classical theory insists on Sure, suSSosedly 
µdisinterested¶, µobMective¶ knoZledge, Srivileged over Sractice and social 
action. For the Frankfurt School, disinterested knoZledge is imSossible, 
esSecially in a society like the bourgeois, Zhere individuals are not autonomous� 
for +orkheimer, an intellectual is Sart of the social obMect s�he examines and 
cannot avoid SarticiSating in social heteronomy. Critical theory thus reMects 
the idea of the µfree-Àoating¶ intellectual and the conceStion of µobMective¶ 
knoZledge, striving for a theory that might determine social change:

In the Sresent society, then, it Zould be a mistake to see intellectuals 
as  freischwebende (free-Àoating), to use the term 0anheim had taken 
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from Alfred :eber and SoSulari]ed it. 7he ideal of a µfree-Àoating¶ 
intellectual above the fray Zas a formalistic illusion, Zhich should be 
discarded.
>«@
Dialectical materialism, +orkheimer argued, also had a theory of 
verification based on Sractical, historical testing: µtruth is a moment in 
correct praxis� he Zho identifies it Zith success leaSs over history and 
becomes an aSologist for the dominant reality¶. µCorrect praxis¶ is the 
key Shrase here, indicating once again the imSortance in the Institute¶s 
thinking of theory as a guide to action >...@5

7hus Jay finds reasons for Sursuing the history of ideas as a disciSline in 
the Sostulates of the Frankfurt School: the history of ideas, as Zell as both 
theoretical and artistic, that is, intellectual labor in general, carry a Sotential 
for social emanciSation. As /loyd .ramer asserts, theory is caSable of re-
examining the ruling social, that is, ideological SreMudices: Zhen there is a 
lack of historical knoZledge in a given society, its historians of ideas turn 
into critical thinkers Zho Soint to the forgotten genesis of certain ideas and 
their inÀuence on commonsense (ideological) SreMudices at that Sarticular 
social moment.� In other Zords, historical knoZledge re-examines  Sersonal 
exSerience and µsSontaneity¶ of cultural SreMudices, Zhich form the basis of 
Solitical ideologies. 7heory thus assumes a central Sosition in articulating the 
Solitical debate about a Must society: theory is a Slace of reÀexive self-distancing 
from the µsSontaneous¶ ideology of the dominant Solitical context. 7heory 
initiates Solitical Sractice, but at the same time, maintains a self-reÀexive status 
in relation to that same Sractice� rational self-reÀection and self-criticism are 
tZo conditions for social emanciSation. In Jay¶s system, the humanities occuSy 
a central Sosition in reÀecting on the conditions for the develoSment of a 
democratic community� in that regard, Jay insists on the (nlightened, modern 
idea of intellectual labor as a Srocess of rational communication: a rational 
analysis of ideas, intellectual and theoretical conceSts is the basic task that 
every contemSorary intellectual should Sursue.

From all  the foregoing, one may draZ the folloZing conclusion: the classic 
modernist seSaration of art µSractice¶ from art theory Sroves to be untenable. 
For historians of ideas, ideas actively shaSe reality, so one may say that 
there is interdeSendence, a tZo-Zay looS betZeen, theoretical-ShilosoShical 
Slatforms on the one hand and, on the other, art as such. In his book Downcast 
Eyes, Jay consistently Sursues that aSSroach, analy]ing mechanisms Zhereby 
theory constructs the status of vision in :estern rationalist and anti-rationalist 
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traditions: Jay studies the nature of vision and claims that vision, that is, 
SerceStion, has its µnatural¶ (therefore, Shysiological and Ssychological) 
grounding, but at the same time, in the sSirit of materialist history of ideas, also 
argues that SerceStion is culturally contingent and historically determined.7 
In that regard, the Sosition of an aesthetician or historian of art�architecture 
as a historian of ideas  (as suggested in the introduction of this text) is meta-
theoretical, Zhich means that the history of ideas offers   history and theory of 
architectural theories Zithin a certain historical context. 

III

:hat does it mean to aSSly these Sostulates of the material grounding of ideas 
and the interdeSendence of theory and µSractice¶ to the Sroblems of architecture" 
In his essay mentioned above, Jay offers an analysis of the Srocedures of 
looking in :estern culture, from the Renaissance to the Sresent, and links 
those Srocedures Zith dominant intellectual lines in (uroSean thought.8  O nly 
toZard the end of the essay does Jay refer to architectural Sroblems, that is, to 
the organi]ation of cities in :estern societies.

Jay isolates several dominant scoSic regimes that have develoSed over the Sast 
500 years or so: a) Cartesian SersSectivism, Zhich dominated the (uroSean 
sSace from the Renaissance until Neoclassicism, b) the narrative scoSic 
regime, characteristic of the 17th-century Dutch art, and c) the BaroTue scoSic 
regime. Jay links these dominant µforms¶ of (uroSean visual culture (Zhich 
he recogni]es above all in the domains of Sainting and city Slanning) Zith 
ShilosoShical-intellectual traditions such as Alberti¶s Renaissance theory 
of sSace, Descartes¶s rationalism, as Zell as various humanist Sostulates in 
contemSorary (uroSean ShilosoShy (regarding Cartesian SersSectivism), 
Bacon¶s emSiricism (the narrative regime), and /eibnit]¶s and Pascal¶s 
ShilosoShy and counter-Reformation mysticism (the BaroTue).

In the regime of Cartesian SersSectivism, the dominant ideas Zere those of 
a rational subMect and literal reSresentation of an µobMectively¶ given reality� 
relying on rationalism and assuming the existence of an obMectively given Zorld 
in its full materiality, as Zell as the Sossibility of cogni]ing and reSresenting 
it literally and neutrally, Zithout interest, led to the emergence of geometrical 
SersSective and the Sostulates of the Italian Quattrocento, dominated by 
Brunelleschi¶s and Alberti¶s ideas of rational sSace: by means of Srecise 
calculations and reÀection, three-dimensional sSace could be literally transSosed 
to the tZo-dimensional surface of a Sainting. 7his kind of Sainting imSlies a 
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static observer and fixed vieZ, i.e. Zhat British art historian Norman Bryson 
signifies under the term gaze: a vieZing Srocedure that imSlies an almost bio-
Solitical disciSlining of the body ± immobility, stillness, contemSlation.9 7his 
is a rational, de-erotici]ed ga]e that negates desire and reMects narrativisation, 
that is, the discursive contingency of ga]ing. Cartesian SersSectivism emerged 
in the tightest connection Zith the ideas of humanistic universalism: it Zas 
a transcendental conceStion of subMectivity that sought to comSrehend the 
Zorld in a neutral, rational Zay, from a-historical, disinterested Sositions. An 
alternative to Cartesian SersSectivism Zas offered by the 17th-century Dutch 
art, as Zell as the Sarallel emergence of ShilosoShical emSiricism, based on 
descriStion and narrativisation. 7his scoSic regime insists not on the totality 
but rather on the fragmentariness of visual SerceStion� Dutch Saintings from 
the 17th century Sresent fragmentary excerSts of reality and not the totali]ing 
vieZ of the Zorld characteristic of the Italian Renaissance� it is an art Srone 
to allegori]ing and metaShorising visual disSlay. Finally, the third model of 
:estern visual culture is the BaroTue model ± develoSed under the inÀuence 
of counter-Reformation mysticism and not a rational, µscientific¶ vieZ of the 
Zorld, the BaroTue Zas a radical alternative to Cartesian SersSectivism ± 
insisting not on SersSective or geometry but on anamorShosis, deformation, 
not on reason, but on the sublime, mystical, on desire and erotici]ing sSace. 
7hat is, in Jay¶s oZn Zords,

BaroTue vision, Buci-*lucksmann also suggests, sought to reSresent 
the unreSresentable and, necessarily failing, Sroduced the melancholy 
that :alter BenMamin in Sarticular saZ as characteristic of the baroTue 
sensibility. As such, it Zas closer to Zhat a long tradition of aesthetics 
called the sublime, in contrast to the beautiful, because of its yearning 
for a Sresence that can never be fulfilled. Indeed, desire, in its erotic as 
Zell as metaShysical forms, courses through the baroTue scoSic regime. 
7he body returns to dethrone the disinterested ga]e of the disincarnated 
Cartesian sSectator.10

In the final tZo Sages of that essay, Jay refers to the connection betZeen these 
dominant scoSic regimes and the architectural and city-Slanning organi]ation 
of cities in :estern culture. Cartesianism Sroduced the rational conceStion of 
the city: the ideal of a geometric, isotroSic, abstract, and uniform urbani]ed 
sSace, shaSed in concentric circles radiating from a recogni]able center. Jay¶s 
Saradigmatic examSles of the µrational city¶ include the SroMects of PoSe 
Sixtus V, /ouis ;IV, and the absolutist city-Salaces at Versailles, .arlsruhe, 
and 0annheim, meant to highlight the SoZer of the sovereign¶s ga]e. Distant 
echoes of the Cartesian rational city Jay finds in /e Corbusier¶s SroMects as 
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Zell as /~cio Costa¶s monumental city-Slanning endeavors in Brasilia. Jay 
recogni]es the narrative scoSic regime in the anti-monumentality of cities like 
Delft, +aarlem, and Amsterdam: these cities µseem less like visual incarnations 
of the disciSlining state bent on controlling its citi]enry through surveillance 
and more like comfortable sites of an active civil society¶.11 7hese are cities 
that celebrate bourgeois Srivacy and emerge as a result of the accumulated 
Zealth of the neZ bourgeois class and not the absolutist authority of a Srince. 
Finally, the BaroTue city insists on sSectacle, on reMecting Cartesian geometric 
rationality� its tySical embodiment is Bernini¶s BaroTue Rome. 7he BaroTue 
city addresses the senses and not reason, Zhereas architecture transforms into a 
theatrical sSace encomSassing all Sublic sSectacles ± from church Srocessions 
to Sublic executions. At the end, Jay analyses the fate of these scoSic regimes 
today and their imSact on the 20th-century city ± linking the history of the 
ga]e, the history of architecture and the history of ideas, Jay concludes that 
the Cartesian model Zas finally defeated at the end of the last century. 7he 
emergence of hermeneutics, Sragmatism, and then structuralist and Sost-
structuralist conceSts dealt a deathbloZ to the conceStion of a disinterested, 
rational subMect. 7he fate of Bacon¶s emSiricism Zas no better, Zith its 
insistence on a Sositivistic grounding of human cognition. 7he dominant 
regime today, Zith its insistence on sSectacle, the erotici]ation of the ga]e, the 
bodily and the sSectacular, is the BaroTue regime ± Jay assumes Adorno and 
+orkheimer¶s conceSt of µcultural industry¶ and identifies in it elements of the 
sSectacular BaroTue Sroduction.

***

7hus vieZing the ga]e in correlation Zith intellectual, that is, theoretical conceSts 
from :estern ShilosoShy, Jay vieZs not only the history of architecture from 
the Renaissance to the Sresent, but also the entire history of the :estern Zorld 
through a cultural analysis of different ideas. 7he essence of Jay¶s aSSroach 
is a basic µde-ontologisation¶ of the history of art�architecture, by claiming 
the discursive nature of the ga]e, Zhich Soints to the transformation of art 
history from the study of sensuously Sresentable Shenomena to art history as 
a discourse analysis. In other Zords, Jay exSands the category of architecture 
itself: architecture is no longer vieZed only as a material organi]ation of sSace� 
rather, the architectural emerges in the intertZining of the social Srocesses 
(material labor) and ideas (intellectual labor) that shaSe the scoSic regimes 
discussed above. Architecture is a Sroduct not only of the economy or Solitical 
SoZer� it is not only the aesthetic form or Sractice of shaSing the living 
sSace, but also a reÀection of the ruling ideas and intellectual conceSts of its 
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time. 7his radically inverts the Zay Ze think architecture: architecture is not 
only labor in the domain of Slanning, designing, and constructing buildings 
and organi]ing sSace, it does not emerge only in the interstices betZeen 
civil engineering, aSSlied arts, industrial design, economics, and µhigh art¶. 
Architecture Zorks Zith ideas and arises in the name of ideas. For Jay, ideas, 
intellectual, ShilosoShical, and theoretical conceSts carry Solitical Zeight ± 
ideas reÀect the material reality of a certain historical moment, but they are 
also caSable of Solitically transfiguring that same material reality. According 
to Jay, that is Srecisely Zhere architecture¶s Solitical µZeight¶ lies.

7hat claim oSens room for rethinking the social role of the architect� as already 
asserted, one of Jay¶s central conceSts is that of the critical intellectual. Via 
that conceSt, Jay strives to reconstruct +abermas¶s conceSt of a rational 
Sublic sShere, reMected by Sostmodern, Sost-structuralist theory as a totali]ing 
and µmetaShysical¶ idea. Still, Zith his thesis on the critical intellectual, Jay 
deSarts from Sost-structuralist theorists, insisting, in +abermas¶s sSirit, on 
the emanciSatory idea of the modernist SroMect. 7he figure of the critical 
intellectual entails theoretical and Sublic acting:

Finally, Jay suSSorts the traditional (nlightenment conceStion 
of intellectual labor as a Srocess of rational communication. 7he 
intellectual must convince others by arguing for an idea rather than by 
comSelling consent through social SoZer or Sroducing an irrational 
Sublic sSectacle. Rational analysis becomes for Jay the essential and 
difficult Zork that intellectuals should Sursue: µ7he neutral culture 
of critical discourse in Zhich Sersuasive ideas come before Sersonal 
authority and disembodied minds argue Zithout reference to their 
corSoreal ground may be a utoSian fantasy in its Surest form¶, Jay 
argues in one defense of rational argumentation, µbut it still Srovides a 
regulative ideal, Zhich Ze abandon at our MeoSardy¶.12

In other Zords, the hard-Zon µcritical edge¶ of rationalism should be a guide 
for historians and critics of ideas, regardless of the theoretical school or 
camS they belong to in contemSorary cultural debates.13 ReMecting the Sublic 
sShere and insisting on the µtransgressiveness¶ of language instead of inter-
subMective nature of rational communication leads toZard  Srivati]ation of 
language� every language is Sublic, therefore Solitical action is Sossible only 
in the Sublic sShere. 7here hardly exists a more µSublic¶ art than architecture: 
in its sSatial articulation of the Sublic, architecture organi]es forms of living 
on a bio-Solitical level, that is, architecture is µan ideological Sractice, because 
architectural Sroduction and consumStion are material instruments and 
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functional factors of the social and cultural, Solitical and state-legal everyday 
reality of every historical and geograShic society. Architecture is not a mimesis 
of social reality, but a basic instrument of constituting and Serforming social 
reality in its concreteness and universality¶.14 In that resSect, an architect is 
not only an artist, esSecially not in the modernist sense, that is, an author Zho 
constructs disinterested aesthetic forms, indeSendent and neutral Zith regard 
to the historical, ideological, and Solitical determinants of the social context. 
Still, an architect is not only a closely sSeciali]ed exSert either, Zorking in the 
domain of designing everyday life structures, or city Slanning and articulating 
living sSace. An architect is so much more than that: s�he is a critical intellectual 
Zorking in the domain of ideas and intellectual conceSts� therefore, s�he is (or 
ought to be) a Solitical subMect occuSying a central Sosition in debates about 
Mustice and a Must society.

7his text Zas Sresented at the conference ³on Architecture´ organi]ed by Sustainable Urban 
Society Association at Serbian Academy of Sciences and Art in Belgrade, december 9th and 
10th 2013. It Zas Zritten Zithin scientific SroMect Ä7radiciMa, moderni]aciMa i nacionalni identitet 
u SrbiMi i na Balkanu u Srocesu evroSskih integraciMa³ (Tradition, modernization and national 
identity in Serbia and the Balkans in the EU integration process) (Reg. No. 179074), Center for 
Sociological Research, Faculty of PhilosoShy, Nis.
0iãko âuvaković, Pojmovnik teorije umetnosti (A /exicon of Art 7heory� Belgrade: Orion Art, 
2011), 92-93.
0artin Jay, The Dialectical Imagination: A History of the Frankfurt School and the Institute of 
Social Research, 1923-1950 (/ondon: +einemann, 1973), 55 and �3.
See .arl 0arx and Frederick (ngels, The German Ideology (NeZ <ork: International Publishers, 
1970)� 0aynard Solomon, ³*eneral Introduction: .arl 0arx and Friedrich (ngels,´ in Marxism 
and Art: Essays Classic and Contemporary,ed. 0aynard Solomon (Detroit: :ayne State 
University Press, 1974), 3-21� 7erry (agleton, Ideology: An Introduction (/ondon and NeZ <ork: 
Verso, 1991).
Jay, Dialectical Imagination, 81 and 83.
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A B S T R A C T

7he discussion Soints to the issue of defining and re-defining 
the notion of the ´critical theory´. 7he notion of critical 
theory has been considered since the introduction of the 
notion at the Institute for Social Research in Frankfurt until 
the modern, Sostmodern and contemSorary theories of critical 
and decentering of the critical. 7he notion of critical theory is 
associated Zith the Sroblem of Solitici]ation of architecture 
and urbanism. It is Sointed to the case of critical theory of the 
Frankfurt circle. Particular attention is Said to the art�architecture 
theory of 7heodor Adorno and to the theory of architecture and 
urbanism of :alter BenMamin. Adorno¶s critiTue of architectural 
functionalism has been considered. It is discussed about 
methodological aSSroach to BenMamin¶s analysis and the debate 
on Paris as metroSolis. 
7he aim of the discussion is to indicate to transformations and 
modalities of critical theory in modernism, Sost-structuralism, 
Sostmodernism and contemSorary global neoliberalism.

0iãko âuvaković
Faculty of 0usic, University of Arts in Belgrade
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THESIS: THEORETICAL PRACTICES ON ARCHITECTURE

7heoretical relation of Solitics and architecture�urbanism is Sresumed as critical 
theoretical practice1. Critical  theoretical Sractice Zhich is the basis of one 
discourse on architecture and urbanism always leads to the ´eSistemological 
break´ Zith the theoretical pre-history,  i.e. Zith the aesthetics understood 
as the base of the autonomous theory of forms in architecture. Critical 
theoretical Sractice, therefore, is always the theory on ³architectural and urban 
theoretical Sractices´ and on ´theoretical Sractices on architectural�urban 
Sractice and theoretical Sractices of architecture and urbanism´, meaning 
that it is a materialistic theory on ´Sractice´ in general and concrete sense. 
7he notion practice here denotes the entire Srocess of transformation of the 
matter initially given into a certain Sroduct. 7he transformation is carried out 
by certain human labor against the use of certain tools i.e. Sroduction. 7hereby, 
the determining moment is neither the initial matter nor the Sroduct, but the 
Sractice: the Srocess of the transformation labor itself, Zhich, in a sSecific 
structure, engages SeoSle, tools and the technology of tools use, and all that 
unfolds for the SeoSle in general and sSecific social and cultural relations. 

It concerns the theori]ation of architecture and urbanism in relation to Sroblem 
Tuestions on economic, functionalistic and aesthetic Sostulates of the dominant 
Solitics in one society or in the international or global order.  Architectural and 
urban Änormal³ and Änormative³ reali]ation of the form of public and private 
life is shoZn comSliant Zith the disSositives and discourses of the real and 
fictional SoZer and its bureaucrati]ation in relation to the social needs or social 
intentions of the individuals, namely, Solitical and economic elite according to 
the totality of exchange and use, i.e. consumStion. 

120economy

structural place of the users
politics

functions

structural place of elite

aesthetics  
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Graph 1. Problem: Critical theory and critical theories at the end of the modern
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PROBLEM: CRITICAL THEORY AND CRITICAL THEORIES AT 
THE END OF THE MODERN

Critical theory, in the most general and most undefined sense, are called 
the various and often comSetitive materialistic, Sost-materialistic or neo-
materialistic theories. It concerns the theories of critical interSretation of the 
modern caSitalist society and culture from the cold Zar block division via 
Sost-historical Sostmodernism to Sost-bloc neoliberal globalism.  7he general 
notion Äcritical theory´ denotes the intervention theories and theori]ations 
based on analysis, interSretation and discussion of the social and cultural 
models of reSresentation, disSlay, SoZer, conduct or governance, statements 
making, identification and social system and culture order.

Structural tySological model of the general notion of critical theory can be 
shoZn by the table beloZ: 

CRITICAL THEORY POST-CRITICAL THEORY NEO-CRITICAL THEORY

Critical theory of the Institute 
for Social Research Post-structuralism Neo-0arxisms

American and international 
the NeZ /eft Postmodernism CritiTue of neoliberal 

globalism
Cultural studies Bio-Solitics

Studies of gender

Postcolonial studies

7he initial notion of the ´critical theory´ relates to the aSSroaches of the 
authors gathered around the Institute for Social Research in Frankfurt since 
the 1920s. Critical theory is 0arxist social-ShilosoShical discussion of modern 
civil society based on: Dialectical sense´ Zhich reÀexively relates to the social 
reality of the modern liberal :est. Dialectical sense Zas intentionally oSSosed 
to the (nlightening ideal of the rational and didactic sense. 7he defense of the 
´dialectic mind´, and Zhich means: critical thinking and acting in relation to 
the irrationalism, Sositivism and Sragmatism of the liberal caSitalism Zas the 
characteristic battlefield of the Frankfurters.  

7he NeZ /eft Zas the develoSing continuation of the Frankfurt¶s critical theory 
in the conditions of the develoSed mass market caSitalism Zithin the United 
States of America. 7he NeZ /eft Zas characteri]ed by the emanciSatory and 
Sroto-revolutionary idea on everyday culture as a revolutionary Sotential 
for reali]ation of the ´neZ sensibility´ oSSosite modernist one-dimensional 
bureaucratic and technocratic Solitics. Activism and aesthetic engagement 
have been SroMected as ´utoSian ideal´ Zhich should have led toZard neZ 
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modalities of liberation versus aggressiveness emanating from the society of 
total control oriented toZard Sermanent maintenance of continuum among 
the mass Sroduction, exchange and consumStion. 7he New Sensibility, as  
an event of liberation, should have confronted the modern subMect Zith the 
´de-sublimated´ Sotentials of the scientific and theoretical Zork, i.e. Zith the 
liberation of the intelligentsia.

Proto-situationist theories of urbanism of +enri /efebvre2 have anticiSated the 
Sossibility of critical analysis of the ´urban geograShies´ and their conditions 
for deducing alternative thinking of living sSaces of the consumer caSitalism. 
7he critiTue of functionalism and modernism as the basis for the critiTue of 
urban Slanning and, then, formulation of the ³neZ urbanism´ has Srovided the 
Sossibility for Srevailing over the conceSts of the modern city and its framing 
conditions of life shaSing.3 Critical activism of situationism has led toZard 
geograShical, ecological, bi-Solitical and urban-architectural alternatives.4

7he intersSace of the critical thinking and Sost-critical textology has been 
achieved by theoretical Sractice of the Althusser-/acanian Zriters and 
theoreticians Zho develoSed materialistic structuralism in the direction 
of discursive subversion of ideological and Solitical monolithism of the 
:estern caSitalism and (astern state socialism - the authors gathered around 
the maga]ine Tel Quel. On one Sart, it concerned the critiTue of denoting/
branding practices (JuliMa .risteva, PhiliSSe Sollers) as the form of Sroduction 
of meaning in the culture�society and, on the other Sart, archaeology and 
genealogy of SoZer and government in modern societies (0ichel Foucault). 

Figure 1-2. Provisional Salta (nsemble: +umans and Architecture (+elsinki)
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For examSle, the theory of sSace of 0ichel Foucault indicate to Sosition of ́ that 
to be outside or beyond´ 5 , then, to the issue of the relationshiS of the time and 
sSace toZard civili]ation inference of the society�. In an intervieZ, Foucault 
Serceived the origination of the architecture Solitici]ation in establishment of 
architecture as techniTues of the government of societies.7 (li]abeth *ros], 
on Foucault¶s SerceStion of outside space, Sostulated the conceSt of the 
theory Zhich aSSroached architecture from the outside and made it subMect 
to Ssychoanalytical, social and cultural debate.8   Since the Tuestion of theory 
of architecture  is no longer an immanent set of Tuestions of Äarchitectural 
bureaucrats³ or Äarchitectural Sroducers³, but also the Tuestions of the users, 
consumers, namely, those social SoZers Zilling to oSSose vigorously to the 
dominant order of economic and Solitical SoZer in architectural shaSing of 
everyday life.

Post-critical theories are called those theories Zhich reSlace and decenter 
the socially-oriented critiTue: Zith Sractices and theories of seduction (Jean 
Baudrillard), offers of pluralism of truths and split of argumentation (Jean-
Franoois /yotard), Srocedures of textual deconstructions of metaShysics 
(JacTues Derrida), enMoying the text, Zriting or the vieZ (Roland Barthes), 
technological aSocalySse (Paul Virilio, Baudrillard). 7he translation of the late 
structuralism or in the British terminology ÄSost-structuralism Äto the context 
of mass cultures of the USA led toZard accentuation of liberal Sotential of 
these theories, and that meant toZard the formats of Sostmodernism. 

Postmodernism is understood as Sost-historical (Francis Fukuyama) or as 
medium totali]ing culture of consumStion (Frederic Jameson) in Zhich the 
tight border betZeen Sroduction of items, events and information is erased. 
7hus the Sostmodern theory Zas Sositioned as neoconservative oSSosition 
to the ideals of critical theory of society, about Zhich it Zas already, Tuite 
early, Zritten by J�rgen +abermas9. In Sostmodern theory the Solitics of social 
differences, first of all, the class differences, Zas reSlaced Zith the Solitics of 
cultural differences based on the studies of identity. For examSle, +al Foster 
by the conceSt of Äarticulation of differences³ interSreted the society in Zhich 
the differences and discontinuities annul or reSlace the idea of the entity and 
continuity such as Zere develoSed and imSosed in the develoSed modernism 
of the :est. +e Sointed to the situation in Zhich the structure of the class-based 
as integrative structuring of the state-social order did not exist any longer and 
Zas reSlaced Zith neZ social formats:

DesSite signs of recent Sroletariani]ation, neZ social forces - Zomen, 
blacks, other µminorities¶, gay movements, ecological grouSs, 

123



S A J _ 2014 _ 6 _

students... - have made clear the uniTue imSortance of gender and sexual 
difference, race and third Zorld, the µrevolt of nature¶ and the relation 
of SoZer and knoZledge, in such a Zay that the conceSt of class, if it is 
to be retained as such, must be articulated in relation to these terms. In 
resSonse, theoretical focus has shifted from class as subMect of history 
to the cultural constitution of subMectivity, from economic identity to 
social difference. In short, Solitical struggle is noZ seen largely as a 
Srocess of µdifferential articulation¶.10  

7he attention in Sostmodern Zas shifted from the Tuestion of Ägrand³ Solitics 
dealing Zith fundamental social antagonisms to the Tuestions of Äcultural 
difference³. 7hat Zhich haSSened, Zith the develoSment of ³articulation 
of difference´, indeSendent from Foucault¶s thinking, is the reSlacement of 
Solitical as social affair (politics) Zith cultural Solicies (policy). 7he critical 
Sotential from the stand of tradition of the critical theory seemed neutral and 
reduced to the minimum. 7hough, on the other Sart, the receStion of Sost-
structuralism and Sostmodern in cultural studies, studies of gender and Sost-
colonial studies Srovided the variants of critical Sractice Zhich Zere introduced 
from the universal Solitics into the tactics of Solitici]ation of the everyday life 
Zhich the liberal society on the rise Sostulated as the Sossible frame of reality. 

In the mentioned context there also originated the conceSt of  the ´Critical 
Architecture´11  by introducing the discourse on architecture in the non-
immanent discussions of architectural contextualism. OSening of discourse 
on architecture Zas Serformed, first of all, toZard Sost-structuralist and, then, 
toZard the cultural theories. Performed Zere the discussions on the functions 
of reSresentation immanent to architecture, in order, through the modalities 
of reSresentation to arrive to the discussions on contemSorary relation of 
architecture and society. 7he relations of architecture and society by their 
comSlexity reTuire also the ShilosoShical and activist aSSroach as the guarantor 
of interdisciSlinary rethinking architecture and the discourse on architecture. 
7hat interdisciSlinary character of modern architecture at the same time belongs 
to the technical sciences, humanities and Sractical or Solitical action betZeen 
domination of caSital and search for alternative forms of life. Some authors do 
not sSeak about ´critical architecture´, but about ´Sost-critical architecture´.

7he crisis of Sostmodern liberal Sluralism after the fall of the Berlin Zall, 
namely, folloZing the end of the cold Zar against establishment of the ³global 
Solitics³ and domination of one suSer SoZer, namely, Zhich is more imSortant, 
one economic and biotechnological Solitical order, again provoked the 
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Sossibilities for Tuestioning of ³Solitics´ and ³Solitical´ as an essential resSonse 
to the Slausible Zeakness or the absence of any Solitical in neoliberal Slausibly 
neo-Solitical or non-Solitical economic and technological Sractices of ordering 
the Sublic and Srivate everyday life during Sostmodern.12  Politics in neoliberal 
society of Sostmodern and, then, of globalism, acTuired the character of techno-
managerial cultural Sractice Zhich Zas disSlaced from the social fundamental 
Tuestions into individual cultural, and even artistic actions in the field of identity 
and reSresentation of the differences Zithin everyday life. One cynical statement 
may read that at the time of globalism everything - it is referred to culture and 
art ± Zas Solitici]ed exceSt the Solitics itself Zhich Zas deSolitici]ed.13  

7herefore, it became essential ± during the 1990s and at the beginning of the 
neZ era ± aSSealing to and reconstruction of politics and political in relation 
to Solitics as the form of sociability, and as a form of order, behavior, control 
and reali]ation. At that moment, ´Solitics as Sractice inside or through general 
sociability´ demonstrated the need or, even desire, for metatheory as  an order 
of the singular oSSosite the Sarticular in relation to the universal Solitical 
knoZledge and action, and traditionally sSeaking: metatheory of ´Solitics is 
ShilosoShy.14  PhilosoShical universalism as metatheory of grand Solitics Zas 
´used´ as an intervention sign for the critiTue of anti-essentialism and social 
constructivism of the ´minor Solitics of differences´ and ´micro-ecologies´ 
in culture, and, certainly, in art and architecture. PhilosoShical universalism 
thus enables asking the Tuestions about resSonsible action for each social 
intervention and the risk of intervention, Zhich acTuired its exSressions in neo-
0arxism (7erry (agleton, 0artin Jay, SlavoM äiåek, Alain Badiou, JacTues 
Ranciere), critiTue of globalism and bio-Solitics (Antonio Negri. 0ichael  
+ardt, *iorgio Agamben, Paolo Virno). 

Figure 3. Provisional Salta (nsemble: 
+umans and Architecture (/ondon)

Figure 4. Provisional Salta (nsemble: 
+umans and Architecture (Berlin)
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(scalation of class-based question15 in crisis neoliberalism during the end of 
the first decade of 2000, had the conseTuences on the contemSorary theories 
of geograShy, sSace, urbanism and architecture. 7heoreticians (dZard :. 
SoMa or David +arvey Sointed to the logic of ´sSatial turn´ Zith develoSment 
of critical Shenomenology of the global and local  ´sSatial Sositioning´ in 
relation to the  stages of the :estern and global caSitalist develoSments and 
dominance. +arvey Sostulated the ´theory of the city´ as the field of class-
based fight Sointing to the analysis of the relations of caSitalism and the city 
in modern and contemSorary Zorld. City as an effect of action of financial 
caSital becomes the foundation for urban analyses of the tySe of modern 
and contemSorary cities, and their evolutions, regression and rises.1� Urban 
Srotests, unrests, riots and revolutions (Paris, /ondon, NeZ <ork, Atina, Cairo, 
Ankara, .iev, SaraMevo) at the end of the first decade and the beginning of the 
second decade of the 21 s t century introduced into game the Tuestions about the 
city or urban order of the conditions and circumstances for structuring Solitical 
alternative action in relation to neoliberal caSitalism and its ³Sroductions¶ of 
total global social crisis.17 

After this summari]ed revieZ of theoretical situations Zith and around 
architecture�urbanism a turn should be made toZard rethinking the source of  
critical thinking, Zriting and action in relation to architectural exSectations, 
namely, instrumentali]ation of architecture as bio-Solitical techniTue of 
disciSlining the SoSulation. One Sossible turn toZard critical theory and its 
Sositioning versus architecture and urbanism Zas in the early authors such as 
7heodor :. Adorno and :alter BenMamin.

CRITICAL THEORY AND ARCHITECTURE: 
ADORNO AND BENJAMIN

Critical theory (kritische theorie) is denomination for critical-theoretical action of 
a grouS of 0arxist ShilosoShers, sociologists, social Ssychologists, economists, 
literary and legal theoreticians gathered around the research-educational 
Frankfurt Institute for Social Research  (Institut für  Sozialforschung).18 7he 
Institute originated in the tradition of rethinking the develoSment of mass 
society and culture in the context of *ermany, to be thereafter re-directed 
toZard the issue of the :estern sociability. 7he Institute started Zorking under 
the management of the Professor of Political economy, Carl *runberg in 1923, 
and, later on, Zas headed by the ShilosoSher and sociologist 0ax +orkheimer 
since 1930. 7he Institute Zas established at the time of the crisis of the /eft in 
the late :eimar *ermany as a resSonse to that crisis and exSansive sSreading 
of conservative Solitical Slatforms of Na]ism and Fascism in the :estern and 
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Central (uroSe. In other Zords, the action of the Institute Zas oriented toZard 
critically Sointed out triangle of antagonism among the liberal, totalitarian 
and socialistic conceSts of order and shaSing of the :estern sociability. In a 
Srogram manner the Tuestions Zere asked about critical rethinking ´0arx¶s 
tradition´, and the research of theory and Sractice relation: 

One of the crucial Tuestions raised in the ensuing analysis Zas the 
relation of theory to Sractice, or more Srecisely, to Zhat became a 
familiar term in the 0arxist lexicon, Sraxis. /oosely defined, Sraxis 
Zas used to designate a kind of self-creating action, Zhich differed from 
the externally motivated behavior Sroduced by forces outside man¶s 
control. Although originally seen as the oSSosite of contemSlative 
theoria Zhen it Zas first used in Aristotle¶s 0etaShysics, Sraxis in the 
0arxist usage Zas seen in dialectical relation to theory. In fact, one of 
the earmarks of Sraxis as oSSosed to mere action Zas its being informed 
by theoretical considerations. 7he goal of revolutionary activity Zas 
understood as the unifying of theory and Sraxis, Zhich Zould be in 
direct contrast to the situation Srevailing under caSitalism.19

7he Institute develoSed in reÀected sSan betZeen the 0arxist orthodoxy 
associated Zith the USSR, revision of 0arxism in direction Zhich later 
on Zould be denoted as the :estern 0arxism, and, certainly, in direction 
of theoretical movements oriented toZard the Tuestions of contemSorary 
cultures, subMective and inter-subMective dimensions of modern life in mass 
and consumer society. 7he Tuestions about ´aesthetic´ and ´artistic´ Zere not 
the focal ones for  the maMority of Institute¶s associates, but Zere a Sart of the 
essential interests and orientations of the authors such as Adorno, 0arcuse and, 
at the marginal Sosition in relation to the core of ideas  Zithin the Institute, for, 
:alter BenMamin. 

Figure 5. Provisional Salta (nsemble: 
+umans and Architecture (Vienna) 
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Critical theory is based on analyses and discussions of historical, i.e. economic, 
Solitical and, cultural crises of the :estern liberal societies and totalitarian 
resSonses to their crises. Crisis is understood as the conseTuence of the exSansive 
caSitalist mass market, i.e. economic and, certainly, consumer sociability.20 
:ith Critical theory, as analysis and discussion of the modern, the manner of 
constituting modernity as rational and Sragmatic social aSSearance is Tuestioned, 
namely, it Zas insisted on the aZareness by means of Zhich modernity is Sointed 
out as multitude of contradictory relations of the subMects and obMects Zithin 
contemSorary Sroduction, communication and, in the ultimate case, shaSing of 
the individual and collective life in Srivate and Sublic sShere:

In our modern Zorld, Critical 7heory argued, various forces are set in 
oSSosition to, but interlinked Zith, each other: science and technology 
as emanciSatory or destructive� culture as stimulating or tranTuilli]ing, 
art as Srogressive or regressive, and so forth. 7he task for Critical 7heory 
Zas to interrogate these dialectically related oSSosites and discern the 
outlines of Zhat could become a more rational state of affairs.21

7he theoreticians of the Frankfurt circle discussed the theories of the modern, 
modern and moderni]ation since its origination in the (nlightenment22 until the 
resistance23  by Sostmodern ́ deconstructions´ od modernity and revitali]ations 
of neo-conservatism and, conseTuently, neoliberalism.  

7he notion ´critiTue´ denotes a theoretical method of research and discussion 
of legitimacy of social sciences, as Zell as the relation of theory and historical 
Sractice of the modern society and culture. 7he reSresentatives of the Frankfurt 
school deSarted from the classic 0arxist Satterns of interSretation of society 
by linear cause relations of the base and suSerstructure, i.e. by emShasi]ing the 
historical trans-individuality, Slacing the issue of the modern individual and 
his living environment in the focus of attention: 

7he critical theory of society, on the other hand, has for its obMect men 
as Sroducers of their oZn historical Zay of life in its totality. 7he real 
situations Zhich are the starting-Soint of science are not regarded 
simSly as data to be verified and to be Sredicted according to the laZs 
of Srobability. (very datum deSends not on nature alone but also on the 
SoZer man has over it. ObMects, the kind of SerceStion, the Tuestions 
asked, and the meaning of the ansZers all bear Zitness to human activity 
and the degree of man¶s SoZer.24

Critical method Zas Sotentially Sostulated around the analysis and discussion 
of the relation of totality and dialectics, Zhich meant the develoSment of the 
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fundamental ShilosoShical discussion from +egel¶s dialectic to 0arx¶s one 
and then toZard establishing the critiTue as ´negative dialectics´ in relation 
to social theory. For examSle, 0arcuse described this theoretical develoSable 
movement of totality in relation to dialectic in the folloZing manner:

For +egel, the totality Zas the totality of reason, a closed ontological 
system, finally identical Zith the rational system of history. +egel¶s 
dialectical Srocess Zas thus a universal ontological one in Zhich history 
Zas Satterned on the metaShysical Srocess of being. 0arx, on the other 
hand, detached dialectic from this ontological base . . . . 7he totality 
that the 0arxian dialectics gets to is the totality of class society, and the 
negativity that underlies its contradictions and shaSes its every content 
is the negativity of class relations.25

Adorno¶s methodology called ´negative dialectics´ , thus, led toZard 
identification of tension inside Sotentiality, Zhich meant the research of the 
interrelations Zhich Zere subMect to critical revision in resSect to metaShysics, 
then, in resSect to emSiricism, but also in resSect to Solitics as form of 
Sragmatic sociability. According to Susan Buck-0orss the conceSt of ́ negative 
dialectics´ Zas connected Zith the conceSt of Änonindentity³: 

Adorno affirmed neither conceSt nor reality in itself. Instead, he Sosited 
each in critical reference to its other. Put another Zay, each Zas affirmed 
only in its nonidentity to the other. Indeed, the µSrinciSle of nonidentity¶, 
Zhich Adorno Zas to develoS Zith increasing richness, became the 
foundation of his ShilosoShy, that is, of µnegative dialectics¶.2�

If such may of thinking is aSSlied to the field of aesthetics, then a Tuestion is 
Sosed about the status of aesthetics in the conditions of modern art and culture. 
Adorno¶s Aesthetic Theory (Ästhetische Theorie, 1970) is a ShilosoShical-
sociological analytical resSonse to the Tuestions about modernism, and 
modern high and SoSular art from the end of the 19th century till mid-20th 
century. In methodological sense Adorno¶s Aesthetic Theory begins Zith the 
Zords immanent for the strategy of ´negative dialectics´:

It is self-evident that nothing concerning art is self-evident anymore, 
not its inner life, not its relation to the Zorld, not even its right to exist.27

7hus he Tuestioned the modern aesthetic universalism by a critical reTuest 
that art Zas subMect to revisionist reading and redefining in each folloZing 
moment. +e Said attention to: (1)  deSarting from the total interSretative 
image of the Zorld given in the tradition of the (nlightenment building of 
idealities of autonomous modern art, (2) modernist fragmentarity oSSosite 
illusory but necessary image of totality in the *erman ShilosoShical tradition, 
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first of all, of +egel,  (3) aesthetic negativism as a Sosition on imSerativeness 
of revisionist interrogation of the immanent and secular status and functions 
of art, (4) the role of technology, kitsch and ideologies in modern art as the 
basis of mass SoSular culture. 7he conseTuence of non-integrity and aesthetic 
negativism of modernism Zas the loss of self-comSrehensibility of art. In 
non-comSrehensibility of modern art he finds neZ sense of the ShilosoShical 
aesthetic engagement, Zhich may be aSSlied also to the modern architecture. 

7eodor Adorno in one of his rare texts on architecture ́ Functionalism 7oday´28 
Sointed to the Saradox of functionalism and aesthetics, in the examSle of Adolf 
/oos¶29 discussion of ́ functionalism and ornament´.  7he Soint of his discussion 
Zas the critiTue of the Sost-Zar architectural functionalism and its striving 
for the ´universal architectural obMectivism³.  7hus, that undetermined field of 
Änonidentity³ Zas introduced in the game, Zhere the rationali]ed function had 
to confront the aesthetic event Zhich reTuired sensorial identification of non-
aesthetic reTuest for architecture functionality. For instance, +ein] Paet]old in 
the discussion of  Adorno¶s critiTue of functionalism toZard the theories of the 
architecture of Sostmodern Zrote doZn:

7he central Tuestion Zhich functionalism has Sosed concerns 
architecture¶s usefulness in the broader societal realm.� Adorno marshals 
his oZn ansZer to this Tuestion in tZo directions.
(1) As an art, architecture remains subordinated to the reTuirement 
of ³SurSosiveness Zithout a SurSose´ Zhich Saradoxical formula 
goes back to .antian aesthetics. Adorno reShrases it as meaning that 
architecture is not absorbed by the societal totality. Only to the degree 
that it transcends the universe of established societal SurSoses art gains 
its critical Sotential.
(2) Functionalism draZs on a utoSian outlook on usefulness, one Zhich 
reconciles humans Zith the obMects and things they are utili]ing in their 
everyday life. It amounts to transcending the rationale of commodity 
society. It Zould add uS to a ³fortunate use´, a ³contact Zith things 
beyond the antithesis betZeen use and uselessness´.
It is imSortant to keeS this social criticism in Adorno¶s ShilosoShy in 
mind. It is obvious that among the Sostmodern thinkers foremost /yotard, 
SSivak and, say, =ygmunt Bauman hold to this social criticism.30

Adorno¶s ambivalence attitude toZards functionalism, i.e. functions of 
architecture aimed at Sointing to the Ägame that should be Slayed´ by the 
architects betZeen formal constructivism and exSlicit functionalism in the 
asSiration to confront the stimuli Zhich triggers imagination in order to 
confront the very human Tuestion.
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Unlike the dominant 0arxist orientations (historical materialism, /eninism, 
Stalinism, 0aoism, i.e. the socialist realism corresSonding to them), Zith 
critical theory it is not reMected the social, cultural and artistic conceSt of 
modernity Zith all the develoSed modalities of social and cultural autonomies. 
:ithin it there develoSed the sociological theory of modernism sSanning from 
the theory of modernisms, mass and SoSular culture, over theory of neZ media 
as far as highly modernistic art, neo avant-garde, the NeZ /eft, neZ sensibility 
and the culture of the young. 7he folloZing theoretical aSSroaches to art 
have been differentiated: (1) analysis and critical discussion of then actual 
art Sractice and culture of modernism31 (BenMamin), (2) aesthetic theory of 
modern art and culture (Adorno), (3) critical analysis of social mechanisms of 
establishing meaning and values in modernist culture (+orkhaMmer, Adorno, 
0arcuse, +abermas, :hellmer), (4) aesthetici]ation of society as the form of 
revolutionary fight in late caSitalism (Fromm, 0arcuse) and (5) the defense 
of the SroMect of modernity and the critiTue of Sostmodernism as the form of 
Solitical and social neo-conservatism (+abermas). 

:alter BenMamin¶s essayist oSus before the :orld :ar 7Zo Zas almost the 
only relevant 0arxist aSSroach to then contemSorary art and cultural modern 
Sroduction. In the texts  ´/ittle +istory of PhotograShy´ (1931) and ´7he :ork 
of Art in the Age of 0echanical ReSroduction´32 (193�) it is Sointed to the 
sSecific modernist neZ media and their subMectivi]ation of the social dimension, 
and in the text ´7he Author as Producer´ (1934) the conceSt of the artist as 
creator is transformed into the artist as Sroducer. BenMamin introduced tZo 
determining aesthetic notions: ´aura´ and ´oStical unconscious´ Zhich Zould 
Slay a significant role in develoSment of theories on mechanical, and later, on 
electronic and digital media Zithin the  modern culture and its rises and falls. 

In the Zritings associated Zith his unfinished fantasy on modern city of 
the 21st century The Arcades Project a critical-cultural reÀexive discourse 
on architecture and urbanism as modern living sSace Zas anticiSated. 7hat 
discourse is not the reÀection of the architectural techniTue (engineering, 
artistic shaSing), but the discussion on disSersive cultural forms of life  built 
around the modern city as social and Solitical sSace essential for the events 
of reali]ation of subMective dimensions of modernity, It Zas exSressed in 
that disturbing, hoZever, yet subtle manner Zhich Adorno described in the 
folloZing Zords:

+is target is not an allegedly overinÀated subMectivism but rather the 
notion of a subMective dimension itself. BetZeen myth and reconciliation, 
the Soles of his ShilosoShy, the subMect evaSorates. Before his 0edusan 
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glance, man turns into the stage on Zhich an obMective Srocess unfolds. 
For this reason BenMamin¶s ShilosoShy is no less a source of terror than 
a Sromise of haSSiness.33 

For instance, the introductory Zritings in the Arcades titled  ́ Paris , the CaSital 
of the Nineteenth Century´ (1935, 1939) Sromised ́ a neZ aSSroach´ to modern 
culture of urban living, and that Zas the analysis and reÀection of establishing 
and survival of the modern city Zithin caSitalistic Sroduction, exchange and 
consumStion. 7he modern city Zas not reSresented as a literal ´summary of 
buildings´ or ´conceSt of articulation of construction sSace´ or theori]ation of 
´urbanity´ from the toSos to Srotocol on life stream, but as a system of cultural 
reSresentations Zhich Zere indicated from the literary text or ShotograShs 
over the actual exSerience to the individual or collective memory in relation 
to Solitical Saradigms by means of Zhich the aZareness on everyday life Zas 
established. In other Zords, BenMamin¶s observations on modern architecture - 
for instance, Paris the 19th century- are the exSression of theory of modernity, 
Zhereby at the first Slace he Slaced the sensorial�sensational exSerience around 
Zhich aesthetic core Zas built the intellectual and also Solitical discourse of 
caSitalist Sroduction of the city as an urban event.  

+is long and hybrid Zriting The Arcades Project and, certainly much more 
Sersonal discussion One-Way Street, lead to textuali]ation of the ´sSatial´ 
(architectural, urban) and transSosition of the ´sSatial´ toZard the inter-
textual Sassage of Sotential contradictions of modern life. Behind the sSlendor 
of the city it is revealed the SoZer of caSital and exSloitation in comSlex 
relation Zith consumStion, commodification and civilian comfortable 
everyday life Zhich stimulates imagination by means of Zhich the urban 
life is aesthetici]ed from the atmosShere of everyday life to the artistic 
reSresentation. 7he exSerience and reSresentations of exSerience are indicated 
in the inter-exchange Zith the texts of culture from media texts to memory 
texts of subMectivi]ation - the reminiscence of living in the city. 7he relation 
of subMectivi]ation and rationali]ation as Sragmatic action Zithin modernity of 
caSitalist city Zas not solely BenMamin¶s theme, but also the field of obsessive 
discourse of the thinkers Zho Sreceded him, for instance, *eorg Simmel on 
the city34, namely, Zho Zere his contemSoraries such as Siegfried .raucer35. It 
concerns the develoSment of theori]ation Zhich ranged from microsociology 
of sSace (Simmel) through Sointing of atmosShere of urbanity (.raucer) to 
semi-genre reSresentativeness of the city (BenMamin).  7hose theori]ations 
entered the fascinating field of critical seSaration of 0arxist obMectivism and 
cultural subMectivism, actually, that Zhich Adorno indicated in BenMamin¶s 
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Zork as ´the Saradox of the imSossible Sossibility´ or as the ´Sanorama of 
dialectical images³ in interSretation of multi-meaning modern sensibilities 
and sensualities.3� 7hereby, the reTuest to Sresent the city Zill be fascinating 
for the movie directors such as Frit] /ang (anti-utoSian Metropolis, 1927), 
:alter Ruttmann (contemSorary Berlin in the film Berlin: Die Sinfonie der 
Großstadt, 1927) or Renp Clair (Under the Roofs of Paris, 1930). BenMamin¶s 
discussion of the city thus survives as the Sroto-model for confronting the 
dialectic Sotential of the Sublic sShere of the city and its affective effects on 
the individuals and the collective.   
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