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Abstrad

Frederick Kiesler's Endless House was a response to the principles of
functionalism that dominated architectural th.eory during bis lifetime.. The house
was developed from ms philosophy ofcorrealism and bis galaxial art Correalism
explains his understanding of the Wliverse as correlating proposing an integration
oftechnology into architecture, and galaxial art is a method for producing art
based upon bis idea ofart as ritual.. Kiesler attempted ta apply bis newawareness
to the Endless House design.. In many ways, he was successful in uniting theory
and design, but the house was never builL While highlighting the work's
deficiencies this fact distracts bis crities causing them to overlook bis aetual
accomplishments.

Abrégé

La "Endless House" de Frederick Kieslers a été une réponse au..x principes du
fonctionnalisme qui a dominé la théorie architecturale pendant le cours de sa vie..
La maison a été conçue d'après sa philosophie du corréalisme et de l-art galaxiaL
Le corréalisme explique sa compréhension de l'univers comme étant corrélatifen
proposant une intégration de [a technologie à l'achitecturett et l'art galaxial est une
méthode de production d'un art basé sur ridée de l'an en tant que rituel. Kiesler
a tenté d'appliquer sa nouvelle perception à la conception de la '·Endlcss House~.

Dans bien des cas, il a réussi à unir la théorie et la conceptio~ mais le maison n!a
jamais été construite.. Le fait d'avoir souligné les détàuts de son travail a distrait
ses critiques en leur faisant oublier de considérer roetrVre qu'il a vraiment
accomplie.
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IDtrodUetiOD

"Unorthodox architectural theory"l is how Ada Louise Huxtable identified

Frederick Kiesler's plan for bis Endless House in a 1960 New York Times column. She

further descnOed bis theory as important and influential, but also as maddening.

Huxtable reIt that Kiesler~s theory was an insult to architecture because it was not defined

by structural technique~ it did not begin with traditional architectural fIoor plans, and it

therefore was not architectural. Huxtable was a proponent of the functionalist theories of

architects like Walter Gropius and Mies van der Rohe, wbo espoused tbat the

architectural equation should he solved with structure and plans. Not only did Kiesler not

confonn to Huxtable's expectations but bis choice ta utilize art and sculpture instead of

function as a method ofgeneration further provoked ber. She bristle~ "Sculpture

becomes structure. by a slick expertly rationalize~ unpardonable reversai oflegitimate

architectural procedures.~2

It was and is naïve to accept Huxtable's rebuke ofKiesler's wode based on such a

simplistic critique. The story of the Endless House cannot he summarized by a concept

ofarchitecture that is limited to a gestalt ofstructure and tloor plan flavored with a

twentieth century bias. Kiesler's definition ofarchitecture and bis goals for design were

never as Mondane. He believed architecture could hamess the secrets ofthe universe and

use them ta enrich the human experience. This would he achieved through an embrace of

technological improvements and guided by the hand ofa master artiS4 uItimately

r Ada Louise Huxtabl~ &4Architecture on TV.~ New York Times, March 27. 1960•
:! lbici
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providing an environment that facilitates being. Unlike the philosopher \\lho seeks to

answer the question ofbeing, l{jesler avoided the ontological. He instead accepted

human existenee9 and bis theory aimed to expand individual being 10 a heightened level.

The true level ofKiesler's suceess is impossible to detennine for many reasoos.

Not the least significant is that bis Endless House was oever actually buill AIso

important was that he intended its impact to he felt at an individualleveL The personal

nature of bis aim reinforces the complexity ofdiscussing the unbuilt Endless House~ as it

cannot he directly eXPerienced. Regardless, even Huxtable acknowledged that Kiesler's

peers viewed bis ideas as importan~ and it is imPerative to understand the complexity of

ms purpose before critiquing the work. lGesler felt that the architecture of bis time was

misguided in its functionalist preoccupation, so he developed bis theory ofcorrealism as

an alternative. Simultaneously~ he developed a personal approach ta art that made it

possible for two and three-dimensional pieces to express the ideas ofhis theory. An

understanding ofthe progression from theory to physical reality is essential for

explaining how lGesler could move directly from sculpture to architecture without

concem for the functionalist standard approach. However flawed in its executioll, the

Endless House was the culmination ofKiesler's theory.

2



•

•

TheScince ofCorrealilm

Like Huxtable, many who participated in the world ofarchitecture during

Kiesler's life embraced funetionalism. Early twentieth century movements like the

Bauhaus and de Stijl, produced a vast number ofdesigners who promoted the use of

technological advances as the foundation for good design. Kiesler believed that

architectural design should instead provide for human physical and spiritual hea1th

through intentional environmental control rather than relying on the properties ofnew

building materials to dictate the design. Functionalists favored an architecture that

glorified material abilities placing primacy on their funetionality rather tban on providing

for humanneed. lGesler considered such design uneducated al best. In fact,.he fclt that

funetional designs that embrace teebnology without discrimination are more capable of

damaging rather than improving buman health, however unintentionally. When~

concrete~ and steel technology dictated architectural design they threatened to strip away

the Iast remnants oftradition and with it humanity's connedion 10 the unîverse.

"'Functiooalism is dettmnioism," Kiesler proclaim~ "and therefore stillbom....

FunctionaIism relieves the arcbiteet ofresponsibility to bis concept. He mecbanizes in

terms of the current inherited conception ofthe practical, and little more. ActuaUy,

however.. he does violence to the freedom and self-realization ofthe basic fimctions of

living man."l Kiesler did not believe architecture to be the ooly discipline wooed by

tecbnology's charm but he recognized architeeture1ts role as the MOst significant œlating

l Frederidt Kiesler~ "PselJdo..functionaiism in ModemArch~" PQTt;san Review. JuIy 14~ 1949~ 735•
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to human existence. He consequently responded ta the fimctionalist trend with bis own

theory, the 'Science ofCorrealism'.

Correalism was a generallaw, based on a process ofassessment starting nom

what Kiesler identified as the 'part-sciences'. The part sciences included disciplines such

as chemistty, physics, and biology and he tirst evaluated them based on how they

ultimately affected human health. He then filtered through bis discoveries 10 determine

the parts that were relevant ta building design and finally, applied this new understanding

ta architectural design. He published bis theory as, "On Correalism and Biotecbnique: A

Definition and Test ofa New Approach ta Building Design," in the Architectural Record

ofSeptember 1939.

Kiesler's 'Science ofCorrealism' was intended ta fix the inconsisteneies he

perceived in the discipline ofarchitecture as applied to building design. He understood

contemporary architecture as a field divided arbitrarily into three components: art,

technology, and economy. Functional architecture focused on improving the human

experience through the integration ofnew tecbnology; Kiesler feIt that the functioDalist

attachment ta teehnology forced design to he mert when the path ofdesign should iDstead

he inventive.

"Hitberto an:hiteetœ'e bas beeR judged fi'om four viewpoints: (1) beauty, (2) durability,
(3) practicality, and (4) low cost. But tbese four fic:tors have nevetaItogeIhercoincided
in a single work. Ifa piete ofarcbilecture is not beautiful~ it is excused OB the grounds-of
being cltcap; ifDOt chapt il is excused fOr beiDg durable; ifnot prac:tical it is perbaps
beautffiù. (t wouid appear, then mat the only wayto resolve 1hese agHld-cOldradietions
is to find one criterion which will do for ail. This criteTiOllp in My opinion. Calf only he
health."2

KiesIer believed that good design must instead impmve the potential ofhumanity~
;a

complementing the wholeness ofbeing. Without the Science ofCorre~Kiesler felt

• 2 Frederick Kïesler, "OD CorreaJism and Biotechnique," ArchiteclUTal RecoTr4 September 1939,65.
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that architecture would continue to produce "disparate, overspecialized, and unevenly

distributed products,,] that were deficient 011 social consciousness.

Kiesler's study of the sciences culminated with bis understandin~ that the
• lU\rt~

universe is composed ofdynamic forces and reactiODS. He recognized that, al any level.
ofobservatio~micro or macro, every component bas an active relationsbip. with all of

?~
the other elements around it. He hypothesized that this is true for both animate and

1

inanimate substances. This Jarger association is composed ofsimultaneous integrating

and disintegrating forces. Just like the sun's cosmic rays that bombard the~ 50 do

other objects affect each other. While simultaneOusly bombarded by the sun, the earth's

gravity still hords the Moon. In kind, other abjects take as they give. Gravitation is an

example ofintegrating forces because it acts magnetically to produce solids. Radiation

illustrates disintegrating forces by transforming matter into 'invisible matter.' The

potential ofthese forces is equal. Therefore, these opposing forces would remain static

and amount to nothisg without a varying influence to create an imbalance. "Physio-

chemical' reactions provide the potential for incoogruity in the system. This combination

of forces (integrating and disintegrating) and reactions (physio-chemical) cause an

inequality that results in the creation ofmatter. Matter comprises the substance ofour

visible reality; however, reality is not exclusive to what we perceive visually.. In fac!,

Kiesler felt that matter exists not purely as a solid but its composition is in part invisible.

The invisible portion ofreaIity he named 'tenuou-invisible.' Like the objects participating

in the dynamic excbange, there is a constant exchange between the visible and tenuou-

invisible matter. These relationships between the integrating and disintegrating forces

and between the visible and tenuou-invisible matter were more important tban any single

) !Gesier. "On Correalism and Bioteehnique,ft 60.
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abject. Kiesler identified Ibis system as co-retzlily and named his study ofco-reality the

Science ofCorreaiism.

The concept ofco-reality am

T

04=,-,,_ r:r~_

.,=~_ W=........-..,

he clearly understood through reading
f

the text but correaIism cm not he

truly understood without an analysis

orthe article's accompanying
•
diagraD!. Indee~ without considering

the diagram~ one could easily

misinterpret Kiesler's intention. A

quick impression ofit cm he

misleadiD~ as it appears tbat man is
1 Wk4,

located al the turbulent center of the

/)

•

•

tripartite ofenviromnents. Roger Held's rare critique ofKiesler's Science ofCorrealism.,

which excluded the diagram, encouraged such a misunderstanding. Held wrote, "!Gesier

conceived the three environments al extreme positions" al opposite poles one from the

other, much like the opposite poles ofama~ except tbat Kiesler had tbree poles

instead oftwo." Held continued bis argument sayin~ "The point al which tbese

enviromnents meet is lB8ILn. ? lvk~
,

However, there is no indication in !Gesier's representation that he considered all-
three pans 10 he equal pales around 'man' (humanity). While the circles were all the

•
same size indieating that none bad a realm ofinfluence more significant tban the other is

.. R.L. HeI~ E1uJJess /1IIIlWations: F,edDici Kiesler's Theory andSœnic Design,. (ADn Arbor, Michigan:
UMI Research Press, 1977) n.

6
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Dot the same as saying tbat their relative positions were equal. Humanity is located. in the

middle ofthe diagram but Reid's claim that the environments where equidistant about it

is not accurate. Inf~ it is revealing ta note tbal there is no point on the diagram where

all the environments actually meet. The diagram's representation for humanity is al the

truc center between the humanlanimal symbol and tbat ofthe natural environment but il

does not locate the center between all three environments. The black circle ofhumanity

does simuitaneously overlap all three elements and wbile the tecbnology circle extends

into the humanlanimal and nature environmen~ the Iater two never touch. Therefore~ a

better interpretation ofthe diagram is that the human/animal and natura! environments do

hold equal influence upon humanity but technology, a buman produ~ had a different

position much closer to man. To examine the model more deeply, it is important ta

understand that underlying it is an assumption ofa thorough understanding ofco-reality,

that relationships are more important than objects, and~ in response to the

technology-eentric ideas ofthe functionalist movement, Kiesler's theory revolves around

the creative powerofhumanity.

The model relates the co-real connection~ elements. The composition of. ~

circles that Kieslerdeveloped was desisned to represent humanity and the environments., ~

that intluenced iL Positioned around ~man~ are three larger circles thairepresent the three-
environments tbat influence alI hmnan beings: the buman/animal to the l~ natural to the

right, and tecbnologica1 above. The circle of influence tbat~ environment possesses
,

bas a largerdiameterthan thatofman.,~in!Jlin~·~e!WI~·th~Ki!:·esl~erQ·s~un~:œi.--=~~@~ <7

•
as composed ofthe visible and tenuou-invisible but their interior circ

visible or physical reality is sma1leL The environments' dense, icon-filled have

7
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arrows arcing inand out on opposite sicles ofthe circle. Tbese armws symbo1ize the

integrating and disintegratïng forces ofco-reality~and the outer"cùcle represents-the limit

oftheir influence. The circular cnvironments were conceived as biological cell parts with

a nucleus. Simultaneously~ !Gesier thought ofthem as chemical or electrical (battery)

cens whose diagrams were illustrations ofbonds and forces rather than for physical

matter. Kiesler's oPPOsing arrows imply the positive and negative forces ofthese

molecules or cells. Like the rings ofSatum that suggest the reach ofthe planet's gravity,

so do KiesIer's circles imply the influence ofthe inner substance ofhis environments.

OH

•

Cefl Jœpresentations. from Kiesler's ~ Conealism and Bioteehnique."
Ârchitecnual Record. 1939.

Had Kiesler used a three-dimensional representation~ he might have chosen a

volume representation simiIar to the common model ofmolecular structure. Spheres

joined in arder to share componentelem~ dependent upon each other ta create a

_higher arder, is very similar 10 Kiesler's twCHfimensional expression. Each piece in bis

model bas its own identity, just like the elements ofthe periodic chan, but together they

form a new whole that is oot possible without the complete combination ofparts.

The location ofeach enviromnent bas significance. Loeated al the top center,

teehnology not only shares influence with humanity but also with its peerenvironmeuts.

Like a roofoverhead,. technology holds the natural and humanlanimal environments al

8
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bay. The natural and humanlanimaJ environments never touch each other, always being

butrered ftom one another by the influence of'man' and technology. At the same time.

while technology shares an equal intluence between the nature and humanlanimal

environments. it does not share the magnitude oftheir influence upon humanity.

Technology is buoyed higher above and thus influences humanity less than do the other

two environments. Because there is no other thing or creature that cm equal human

creativity, humanity stands at the privileged center ofKiesler's theory.

The trio ofenvironments is composed around humanity but bumanity is not their

geometrical center. [GesIer thus created an interestïng paradox; humanity is at the true

center of "Nature,' yet it does not center the environments that are nature's constituent
•
~. Therefore, the diagram represents correalistic interaction but it does not represent.........
balance as Held infers. While a circle also symbolizes "man', man's circle is sataller and

black without an outer circle like that ofthe environments indicating it is a receiver of

influence and a less dynamic part ofthe mode!. Even tbough humanity is the smalIest

part ofthe diagram, the resulting conjoined whole is entirely about the human universe.

Kiesler conceived ofhumanity as the nucleus, orb~ ofthedi~ for bis focus was

on defining a humanitarian system. While lGesler's :heory revolves around humanity,

there could not he a center or a system without a boundary to exist within. Therefore, the

circular boundary ofthe diagram is aIso important, and, correalistically it dependson

;'man' as its center. Like the wall ofa biological œll, 'Nature' acts as a containing wall

holding within it the nucleus (humanity) and the other parts necessary for the

proliferation ofmankind. Nature gives man the gift ofthe potential to exisl Nature's

•
will determines the realm within which humanity exists. and the enclosing circle ofthe -r

-na' ·-" r - ~(;()U«ffi')~•~ \(,t~ ~1LCr" 'fG'

~.~~~ ffÇ 1lte~~
~'V~~~ •
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model represents this. Will· is the connection between bumanity and Nature that allows

human beings to he st the center~ for, ofalllife~only humanity possesses independent

wiU. Without wilI~ humans could not take the center but would instead he relegated ta a

position within an environment

Kiesler's understanding ofthe natural and human environments was based in

biology. "When the biologist speaks ofenvironmen~he invariably means the

geographical and animal environment.~5 Kiesler converted the geographical into bis

concept ofthe natural environmenl He was otherwise vague defining the natura!

environment, but there are clues to bis intention. r~ the natura! environment must not

he confused with Nature. Kiesler believed that Nature possessed a type ofconsciousness

and purpose. Nature is the cell wall ofthe diagram; it gives every subordinate part its

ground for competition and limits its ability ta influence. Inco~ the natural

environment was conceived as physical, composed ofthings like thee~ climate. and

resources. It is sunsbine, sand, min, earthquakes, grains, disease and gold. Kiesler's

conception ofthe humanlanimal environment is more complex than the primarily

physical natura! environment because a less tangible aspect complements it. The material

portion ofthe buman environment is the existence ofother homan beings and animallife:

the physical requirements ofcoexisting, sharing place and food. It is the demands of

overpopuIation, the competition forf~ and procreation. Kiesler's human environment

goes beyond biological conception because it also incorpoœes the psychological

demands ofliving in society. One may starve, but there also exists the fear ofnot having

enough food even when there is enough. An individual may he housed sufficiendy, but

10
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al wbat cast? There are psychological implications to that as weU. There is a natural

drive ta procreatey but there are coïncident psychological burdens to new dependents as

weil. Ultimately, both the natural and humanlanimal environments give immensely to

humanity but they concurrently attempt to strip üfe from it as well. These environments

co-relate with~ not with each ather; therefore, their positions are symmetrically

opposed about man.

Humanity's will ta live is its defining characteristic. AlI ofhumanity's other
t

charaeteristics are subordinate, whether they he cognitive, physical, emotional or

creative; none are present without life. Thus, the center circle represents human beings,

their humanity, and their life all at the same tîme. Humans possess a body and thus are

physical. Humans recognize their own existence, and mere Iife is transformed into a will

to exist. The life giving natura! and human environmen~ at opposite sides,

simultaneously attempt to strip humanity ofits greatest desire, lire. Humanity remains

pressed between the natura! and humanlanimal environments, and they push and pull

upon him, integrating and disintegrating, but the gap between them remains. The

technological environmentjoins thehumanlanimai and natural environments by

pressuring humanity, but as teehnology is a human product, it serves as weU. The side" "" -.----1 .. •

environments do not serve humanity but they do provide it sustenance. They both

support and cballenge.

•Man' is unlike ail other life in the universe because he bas the capacity to

produce tools that aid bim in bis battle. Tbroughout bistory, when humans bave had a

need they worked ta produce a tool ta aid in overcoming that obstacle. When the barrier

was conque~ humans then proceeded to refine the process to higher and higher levels

5 Kies[er9 UOn Correafism and.Biotedmique,ft 61.
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ofproficiency. This is the basis ofKieslers teclmoIogical environmenl Technology is

not exclusively positive but being an extension of~ technology bites lcss. There are

many examples ofthe detriments oftecbnology: technology that is produced purely for

economical gain and not in response to a human~ tecbnology tbat fails in its role as a

tool and does not support human heaI~ and destructive technology like nuclear weapons.

Technology is closer to man than are the other environments for without man teehnology

bas no existence. Technology's repayment for the gift oflffe is that it helps man hold the

other environments at baYa Thus in Kiesler'sdia~ while there are two opposing

forces" the human and natural environments" humans bave produced the tecbnological

enVÎlOnment to help them ta maintain their separation.

That Kiesler did oot represent the envirooments as tbree opposing poles and the 0 ()()
fact that they have different levels ofshared influence wim each other is steeped with ,~ •

meanin~. This drawing's primary focus is on hmnanity's ability to live. The gap between
-=

the humanlanimal and natural environments is the gap wbere man exists. Humans will

oever truly conquer that which they fight against; the rivais cannot he beaten. Nor should

humanity desire ta completely overcome th~ for the environments are kindred as weil.

Humanity's goal is to maintain the gap among the opposition and doing 50 it will

continue to live. Human beings endeavor to maintain life ail the while dream.ing of

immortaIity. Not ta struggle would mean certain dea~ and, more significantly, it would

aIso mean the 10ss ofhumanity..!Jke the Christian rather, SOIL and Holy Ghost the each

environment ofthe trio bave their proper place and a certain unity. Only, instead of
•

•
__offering redemptio~ balance among the environments provides man with life. !he

Christian trinity is focused on saving man's sou! for another life. Kiesler had no need to- ,

12
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save the souI~ as he believed the souI to he linIœd ta IIUID. perisbing along with the body.•

t:
Therefore, bis trinity is naturally more concerned with the human life stmggle.

Nietzsche-proposed that Gad bad no meaning once creativity became a human

ac~ and in kind Kiesier determined that tecbnology had lüe simply because it was the

creative extension ofman. The tool is developed to aid humans against the other

environments and while that tool remains useful, that technology bas life. Once the tool

is surpassed or made obsolete, it no longer sustains lire. It foUows then that technology

could never he at the center ofKiesler's system. Technology was granted life at the band

ofman; the center is reserved for the human struggle for life. Homan beings (abor for life

between the forces ofthe humanlanimal and naturaI environments and to give up their

struggle wouid Mean the loss ofhumanity. Technology cannot stand in their place for

technology bas no lire ofits own. The human race must instead hold its place with

technology's aid. Technology remains closer to man than do th: other environments an~

at the same tinte, technology helps man bold them equally al bay. One success ofthis

diagram is that even technology is shown ta have a simultaneous pusblpull on man as it
f)

accomplishes its purpose.

Kiesler used the Science ofCorrealism to develop a design concept calIed
~

biotechnique. Kiesler believed that biotechnique, a newapproach for utilizing
~

technology, could improve man's health. Recognizing that nature was constantly

mutating and cbanging, Kiesler believed tbat tecbnology must respond to nature and

.,

•
evolve as weIl. He believed that this approach differed from the functionalist approach to

technology because "Funetionalism shifts the strain from the technical taol 10 the human

13
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being;~ here" Biotechnique shifts the strain from the human being ta the tooI.,.6 He

believed that by utjJizjng teebnology in a way that gave humankind relieffrom a

previously unavoidable burdeD. technology became biotechnicaL Because tecbnology

bas a co-real existence exchanging forces between man and bis environmen~ technology

that is bioteehnica1 improves man"s efforts optimally agaiost the other environments. In

fac~ biotechnical design must he more than reactive to the environments; it must he

regenerative to the human body as weil.

The test project for biotechnique was a mobile home library. [t was designed and

huilt by IGesler and four students while Kiesler was directing the Laboratory ofDesign

Correlation at Columbia University. The reason he chose to design a home library was

that he believed that most people thought that no improvement was possible. Library

shelves had existed for hundreds of years. What could possibly make them better?

IGesler held that the common

hOrary was very demanding

upon human health, and a

biotechnical design change

couid lesson the negative impact

to which readers were subjected.

,t,{ohrJeH~ LiiJrarv: ArchitcdUrll Record.. ScoIanbcr 1939 Kiesler and bis students studied

the traditional style" evaluating its ability to store books and ease ofaccessibility. They

determined that the use ofexclusively stationary, level., flat shelves was bath not the best

way ta design a library and not good for human health. The finailIOrary product was not

6 Kies1er't "On Correalism and Biotecbniqu~" 67.
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exactly a resounding success. Kiesler made changes that deviated from standard

bookshelfdesign, but only slightly. The new design is (ess interesting for its biotechnical

daims than it is intriguing because it relied heavily on design techniques that Kiesler

developed for use in the tbeater.

Kiesler was an arti~ archi~ retail window display designer, graphie designer,

and writer at varions points in his life. but the profession that spanned bis entire life was

stage design. His early notoriety was derived from set design, and when he later

struggled to establish himself in the United States it was stage design that again paid the

bills. Kiesler was extremely good al producing creative stage design. His best sets

expanded the world of limited space, provided by the restrictions ofstage size, in new

ways. His set for the 1923 Eugene O·Neilrs production ofEmperor Jones was one

example. Thal particular set was in continuous motion from start to~ and the

movement was particularly dramatic during the play's climactic chase scene. Kiesler was

able to produce a complex system ofmoving set pietes that began in one positio~ moved

incrementally to appear as a completely different set and then gradually retum ta the

original. This was accomplished in its entirety without ever drawing a curtain

immediately in front ofthe audience.

This idea ofmovable parts was also integral to the Iibrary design. The "mobile

library" consisted ofabout twelve cabinets ofshelves that individually rotated on center

to reveal another set ofshelves on the backside. AlI of the shelving WlÎts together fonned

not a straight wall but rather scribed an arc that almost closed into a circle around the

browser.. The frame holding the individual cabinets was designed on whee~ making the

whole structure movable. The moving features did not end there as individual shelves
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could then he rotated up and down for the users convenienœ. Thus the correlative

design had rotating walls ofshelves and individual shelves that were designed to provide

for Jess movement and therefore less physical stress. The reader could store and access

twice as many books without much effort by simply rotating the wall ofshelves. The

lower shelves were rotated back so that the bookbindings faced op at the reader., making

it less taxing physically to both view and reach for the books.

The new design may have been betterby ergonomie standards but in other ways

the design was not an improvement The mobile library was developed ignorant ofthe

space tbat would ultimately contain it The ooly room that could bold Kiesler's library

wouid have to he Iarger than the unit plus a1low ample room for the bookshelves to

retate. This defeats the intended improved storage capacity~ as a room that large couid

easily hold the equivalent amount ofvolumes ifthe bookshelves were permanently

affixed to the waUs or even free standing within the room.

The library was very complex in its design and construction but it remained a

simple group ofbookshelves.. On the other band, Kiesler's theory otTered more proüfic

possibilities than the test could provide. He must have eventually realized this as he

spoke [css and less ofbiotechnique, although did not discard bis basic idea ofcorrealism

as quickly. Until the day he died., Kiesler believed that design must he based upon

correalism and correlation.. He claimed that bis final building, the Sbrine ofthe Book

housing the Dead Sea SeroUs in JemsaI~ was designed based on the princlples of

correalism.

By 1965., correalism had evolved inlo something far more encompassing than a

science ofthe interaction ofman and the environments. He had leamed tbrough
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experience that the biotechnical approaeh may address the physical but later recognized

that it did not successfully support the emotional and psychological aspects as well.

AIso, Kiesler no longer believed bis earüer optimism of technological revolution leading

to etemallife. His staunch position against functionalism did not soften though. He still

believed that functionalism's only purpose was to express the essence oftecbnology and

it "forgot the human being whose desire is a correlation7 ofknown and unknown. a

matter ofdedication to love and the awareness of inescapable death.,,8 Kiesler leamed

these lessons as he matured through bis experiments in art and specuIative architectural

design.

Kiesler was barn into a society that was rich in intellectualism and that had

produced a great number ofscientific minds. This is where bis early embrace of

empiricism and its otfshoot technology grew from. Vienna was a focal point for the early

debate ofrelativity and the coincidental endorsement ofempiricism. Moritz Schlick with

bis monograph "Space and Time in Contemporary Physics" of 1917 became the first

-philosophical interpreter of the theory ofrelativity.,,9 Other intetlectuals would gravitate

around Schlick in Vienna. and they would become known as the Vienna Circle. The

Circle was a loosely fonned group, but they held to one common tene~ "philosophy

ought ta he scientific.,~10 Contrary to the philosophy ofImmanuel Kant. the Circle

believed that there is no need for an epistemologicaljustification ofknowledge. Science

a10ne provided the needed grounds: 4bere was far.reaching agreement about basic

1 Correlation is descriptive oftwo things that bave co-real participation.
1 Frederick Kiesler, ~Kiesler by Kiesler," Architectural Recore4 September 1%5, 68.
9 Victor Krafl The Yienna Circ/e: The Drigin ofNeo-Posilivism, (New York: Greenwood Press, 1969) 3•
10 lbi~ 15.
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views. The outlook was empiricism... which entailed the rejection ofapriorism. There

can not be synthetic a priorijudgements in the Kantian sense. Statements about reality

cao be valid ooly on the basis ofexperience.',n The Circle's focus upon empiricism

placed all ofthe empbasis upon aposteriori statements, and meaning that could not be

identitied with the scientitic process was inelevant to any knowledge claim. The Circle

felt the argument was tenable based on their better understanding ofspace and time.

Albert Einstein's theories ofrelativity were attempts to describe inconsistencies in the

fonnulae for motion that had been first recognized by HA. Lorentz. Einstein worked

through the problem recognizing that the observer and bis or her location in space and

tinte had an impact on the perception ofother motion. Kant's philosophy depended on a

fixed space and time and Einstein's relativity theory proved this indefensible.12 Schlick's

monograph on Einstein's theories ofspace and time then provided the philosophical

ground for the Cîrcle's foundation.

The faet that relativity argued the observer could no longer he considered as

independent ofwhat was observed bad a lure for Kiesler. The relationships that Kiesler

descn1led as correlation could not have existed solely with Kant's understanding ofspace

and lime. Naming his coined term 'correlation' is somewhat ofan bornage ta relativity.

Correlatio~ relatio~ relative, and relativity, all the words relyon "relate' as a base.

IGesler even refers to Einstein on a number ofoccasions. Even in 1964't Kiesler was

bragging that others bad absorbed his "Awareness ofTime-Space Scale and its Ever-

changing Correlation 10 the object as weIl as the environment.,,13

Il K.rafl The Vienna C;"cl~ 15.
12 RobertA~ ed.., The Cambridge Dicûonory ofPhilosophy (United Swes ofAmerica: Cambridge

University Press, 1995), s.v. "Vienna Circl~ '7 by Thomas Uebel 836.
13 K.iesler~ "'Kiesler by KiesJer~" 64.
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Another influence that appeared in the Science ofCorrealism and its offshoot

correlation were the ideas ofthe de Stijl and IGesler's participation with that movement.

The de Stijl Manifesta Vof 1923 called for a renewed unity of the arts~ architecture~

scu1pture~ and painting, existing in space and time~ the goal being an ultimate unification

ofthem with life. Theo van Doesburg's commentary on the manifesto, Towards a

Collective Building~ called for a set ofdefined laws that these creative aets must foUow.

His idea was to combine the laws ofthe creative aet with the established laws of

economics, mathematics, and technology, which would lead to a "new plastic unity."

IGesler published a series ofDesign-Correlation articles in Architectural Record in 1937..

two years prior to bis declaration ofthe Science ofCorrealism. These articles focused

upon the reintegration ofall ofthe ans within architecture. Kiesler likely thought this

way prior ta ms involvement with de Stijl, but he advocated it more definitively after he

parted from the group's company. Kiesler later argued against functionalist principles

and declared oeo-plasticism dead, but even he couId oot deny their impact on bis own

approach to design. De Stijl made it possible for him to argue that ms approach was

objective and scientific by establishing a precedent. In additio~ it concurred with bis

belief in the integration ofthe arts, and Piet Mondrian and Theo van Doesburg both based

some oftheir arguments on the work ofAlbert Einstein. l4 Van Doesburg's incorporation

ofthe theory ofrelativity may have been less esoteric than Mondrian'~ but the ideas

were present for Kiesler even in contemporary Vienna.

Kiesler gave substance to bis argument with an evaluation ofscience and then

developed a method for action based on some ofthe ideas ofDe Stij1~ but correalism

matured as hiswork and lire progressed. Correatism in the late 1950~s and early 1960~s

14 Carel Blotkamp, Mondrian: The AI"t ofDatrvetion, (New York: Harry Abrams Inc~ 1995) 148.
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was a far more poetic idea than it was scientific.. Kiesler transformed the focus of

correalism ta he descriptive ofthe c~real force exchange9 closer to correlatio~ rather

than continuing ta tbink ofit as a science toward an evolving teehnology. This is not ta

say that the disciplines ofscience did not continue to contribute to correali~ but the

difference was the emphasis ofthe discussion. The empirical method ofdesign gave way

to sensitivity.. Rigid procession toward a product soften~ and serendipity was allowed.

Kiesler recognized that there was a necessary give and take between idea and materia!

needed for the production ofany objec4 a creative transmutation as he called it and no

generallaw could determine the outcome. The process was a correlation of life forces

between the material fact and idea that were rebom as the object The scientitic pursuit-
ofdetail could not accommodate what Kiesler understood to he lire forces. Forces that

trigger anguisb, despair, concordance, and harmony and are caused by "will-particles",

much like Gottfried Wilhelm Leibniz's monads. The major difference was thal for

Kiesler humans had an intuitive understanding of the forces of will-particles and for

Leibniz only Gad had such awareness. It is humanity's imagination.. its creative will to

produce ar4 that laps into this unknowable resonance of links~ links that connect

everything in the universe't links that are in infinite and in perpetuai exchange, a

"continuous t10w ofinbom life forces."ls

Human existence is co-rea1; people are the wiIl-particles between past and future.
c

While existing in the minute infinity between past and future~ humanity fights

simultaneously ta establish its preponderance over the environments~ including

teehnology. Science may drive toward the goal ofetemallife for humanity, but it is

man's creativity, the ability to produce art that reflects the true infinite orthe universe.

IS Frederick Kiesler~ Imide the End/as House~ (New York: Simon and Schuster~ 1964) 145.

20

, .



•

•

Art is the binge holding the whole system together.. "It [art} is the link between the

Known and the UnknOWD.. It grows out ofan inbom instinct, unites with intenec~ and

creates the directives for a man-made worleL,,16 Art is equated with desire; art is

immortality.

From Kiesler's correalism diagram the truc significance flows. Technology is not

bumanity's savior. Creative technology, biotechnique, is better than unenlightened

functionalist technology, but technology is still one orthe environments. Technology

will always have qualities bath supportive ofand competing with humans. Humanity

will always exist while supervÎSing the equilibri~ holding a place in the abject space

among them. B~ hmnans being mortal., time and space WIll always contain human

existence. Technology can add no more. Art provides the ability to live a beightened

existence. It makes it possible ta live more than an abject reality but instead live a

dynamic., sensuous life ofcontinuity. This is the understanding that Kies1er tried 10 apply

to bis designs for painting, sculpture, and., MOst importantly, architecture. Kiesler

attempted to produce items that were transgressions ofreality. His aim was to generate

work tbat slowed down the endless the continuity offorces and thus give humanity a taste

of infinite life.

16 Kiesler, End/us Hous~ 134.
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not developed to simply provide a

lIMWf!!Ie:""'fIlS desire was to he proactive, and the Science of

Correalism was germinaled as a tool to inform better architectural design. Architecture

must respond to the needs ofhumanity, the MOst important ofwhich was ta place

humanity appropriately within the universe. Doing this would require the intervention of

art.

Kiesler recognized that it was impossible ta ignore the importance ofscience and

technology, but he feit they provided for only one dimension ofa multidimensional

existence and were inadequate as the foundation ofarchitec:tural design. Technology,

even !Gesier's evolving biotechnique, could not aIone ensure anything more than

ortunately, art bas suffered a diminishing over time

connection with the univ

efficiency. Art, in~ could r',acnJ~Nlat which technoloQy could Dot: humanity's

""~ .t the awareness ofthe artist accessed the

and was less and less able to meet bis lofty expectations. Kiesler therefore proposed a

rekindling ofold principIes. He pleaded for the reintroduetion ofritual. "Ritual plays in

art the same role that blood plays in the human body. Diminish its content, and the body

bleeds white. Diminish the ritual in~ and it dies ofanemia."1

Kiesler's idea ofritual was not the equivalent ofa sacred rite. What he meant by

ritual was the process ofproducing art. He sustained tbat the aet ofproducing art should

he responsive rather than determin~ beginning with an idea and a direction, but the act

•
should embrace the serendipity within the process. As Kiesler saw the creative Kt, tirst
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the artist senses the hannony ofthe universe with bis or ber ioDate sense oftrutb. Then

as the artist develops the work, the act ofmaking should enlighten the project with

discoveries that the artist must he open ta. The product only finishes becoming after it

bas welcomed all chance encounters. The process ofmaking is the ritual sct and that

which is foun~ the serendipity, is where the idea transcends into tnJe art.

Few artists ofbis time aimed to make art that was receptive in that way. The MOst

obvious exception 10 this was the work ofthe surrealists. Theil' method ofrandom

juxtaposition and espousal ofdream imagery were in tune with Kiesler's own thinking.

In fact, their desire ta produce "surrea!" events was analogous to bis aspiration ta bring

the theatrical experience to life. The idea ofa surreal happening was the fusion ofart and

lire. Kiesler aIso demanded the merger ofart and life feeling this was essential for saving

bath art and humanity from isolation.

Kiesler's own art was not based on a theory offotm, color, or medium. His art

was not a political tool commenting on the state ofsociety nor did he believe that bis art

was a product ofa scientific process, the result containing a tnrth that was absolute.

IGesler did believe that bis art revealed truths that science could not uncover and those

truths were key to a correal existence. He believed that bis process, bis ritual, attacked

the misguided efforts ofothers. "The rebom body ofart, robbed of its warm embrace,

chilled in its nakedness, cooled by the sweat ofits brows, desperately needs a new cape,

lest it freeze ta death.,,2 Kiesler's galaxial and environmental art as weIl as bis endless

architecture were bis winter clothes for art that desperately needed warmth.

t Frederick Kïesfer. Imide lhe EndIess HOIISe. 61.
2 Ibid. 256.
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~an's humanity depeods 00 nothing less than bis ability 10 come to terms with

the infinite in terms ofthe finite, precisely through bis ~ïDbo1s, whether totems or

magnificent churches.,,3 Kiesler worked with the finite, seeking ta understand the

infinite, and domg sa he developed iconography to represent bis discoveries. The

gaIaxial pieces were the manifestation ofthis system. K.iesl~r' s early galaxies were

assemblies ofmultiple two-dimensional pieces and laler as bis work became increasingly

sculptural, he called them environmentaL The galaxies were composed of from up to

twenty parts that, when displayed, comprised a single worle. The various fragments were

hung either directly on a wall or projected offat various distances. The galaxial elements

were not installed haphazardly, but instead the dimensions between each part were

meticulously determined by a fonnula only Kiesler knew. He would argue that the

formula was derived from intuition as intuition tapped into knowledge ofthe universe.

Kiesler intended gaIaxial art to be composed as the planets and the stars appear in the

sky, and through the similarity it would heighten human awareness. Kiesler also meant

the galaxial method to be disruptive ofcontemporary display techniques, where art was

framed and hung isolated on a wall. He believed that the traditional method prevented

any potential for a correlative interaction between art, humanity., and the universe. The

galaxial technique was bis attempt to break such tinite restrictions. ln 1956, Kiesler

wrote the following about bis early galaxies: "To extend these art forms in space~ beyond

their customary limits, is indeed changing their constitution and might rightly he called a

revolution against the state ofart today.n4 The system represented in the diagram for the

Science ofCorrealism demonstrated the same interaction that bound the galaxial parts

J Albeno Perez-GOmez. Architeetll1"e and the C,.isis ofModem Science. 323•
.& Kiesler, End/as HOIISe, 19.
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together. Each element ofa gaIaxial work was intended to bave an integrating and

disintegrating relationship with every other part ofthe wo~ creating a connection or

bond across a separating distance.

Kiesler argued that the scientist would Dever he able to fuIly uncover the truths of

the universe and that knowledge was essentiaL It was art and its creator, not the pursuit

ofscience~ that held the knowledge ta resolve humanity's connection with the universe.

[t is the poet, the artist, wbo senses the inner drive and workings ofnature.••• The poet's
feelings go deeper, wider, raster and farther than any orthe electtomagnoscopes whic:h
man construets to poke into the secrets ofnature.•.. He [the artist] has become aware of
the forces wbich hold planets, suns and star dust in set relations to one another 50 tbat.
even when orbiting they do not lose tbeir fiunily relationships.S

It did not matter ta Kiesler that contemporary physicists bad developed formulas to

explain the phenomena offorces, because historically there had always been a new

theory, more accurate, to replace the previous one. He speculated that this cycle wouId

continue indefinitely. He felt tbat, instead it was the artist's poetic expression that could

show the true world outright. The poetic set was a surrendering ta the "inner drive and

workings ofnature.'~ Through capitulation, the artistcan represent what the scientist

cannot see with determ.ined eyes. This poetic resonance is directed simultaneously on

two opposing paths, bath outward and inward. This sense ofthe co-real gives the artist a

clear picture ofboth the infinitesimal as weIl as the boundless expanse.

Feeling that he also had this visio~ Kiesier was confidant practicing bis galaxial

art. A Kiesler gaIaxy was intended ta express an idea on a group ofpainted planes rather

titan one while still maintaining a gravitational strength that bound the parts as a single

work. His desire was "to break through the borders ofthe tinite, the prison ofthe frame,

S Kiesler. EndJess Housl!. 20•
6lbi~ 18,19.
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and to express a sense ofcorrelation."7 The power ofthe gaIaxial works was in the

implied or intrinsic connections: The place where coaelation was the MOst obvious.

Unlike the traditional triptych held together by a physical hinge, Kiesler's bond is co-real

like that which holds both molecules and galaxies ofstars together.

When 1made the first "gaJaxiaI" portrait ofThe Russian Slvdenl in 1913, my psyche,
feelings and vision seemed to demand 1express what appeared to me the quality ofthe
"Russian Student's" life by drawing his bead on one panel and a headless body on
another, coordinating the tension ofspace. [fell, tbrougb this concept vivid in my body,
minci. and environment, a phenomenon ofa tbree dimensional work. in continuity-time
continUUJl1. in the past present and future.1

AlI ofKiesler's original galaxial works bave apparently been 1054 with Kiesler's

descriptions and sketches as the only verification that they ever did exist. These first

galaxies bad a peculiar correspondence: aU of the heads

were detaehed from the bodies. The Russian Studenl (c,

1908-10) and The Jeweler (c, 1908-10) were two ofthe

four galaxial portraits that Kiesler produced prior ta

World War 1. Kiesler clearly stated that the head and

the body orThe Russian 8tudent were painted on

separate panels, and it seems that The Jeweler shared

tbat trait from bis sketches. Why he chose this to he the

norm. for bis early galaxies, he does not say. It is

possible that his effort was a metaphor for the

Sketehcd reproductions ofdlc Clrfy
paioted plaxia. drawn by Kicslcr.

•

separation ofmind and body, that their natures are different, or it could he as simple as

that the correal bond between head and body is 50 strong conceptuaIly that an observer

7 Kiesler~ End/ess Bouse, 20.
1 Vienna: Museum Moderner Kunst. _Frederick Kiesler: heml. Malu. Büdlrauer. /890-/965.
exhibition caralog. 1988.9; Quoted in Goodman, Cynthia.. "1be Art ofRevoiutionary Display
Technique."in Lisa PhiUips.. Frederick Kiesler, 77.
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would naturally recreate the bond between them. Kiesler never elaborates on the act, but

it is certainly important, as the iconography would he repeated in later work.

The next galaxy (~ 1917) would he created al the end ofthe W&r. Kiesler wrote

in his book Imide lhe Endless House that he had been working for the press corps when

he heard a rumor that the armistice would 500n he signed.

( tberefore quit going ta the office and staned ta build a large 'gaIaxy' ofpaintings out of
gray cardboard-about twenty pietes, irregular in size and covered wi1b white traeing
paper. 1nailed them to the wall al ditTerent intervaIs ftom each otber and painted in
grisaille a vast field ofhuman bodies whose proportions grew larger and larger the higher
op tbey were placed.9

The subject ofthis wo~ while still utilizing the buman body, is no longer an individual.

Unfortunately, Kiesler's description is againall that remains ofthe wor~ 50 there is no

way to know ifhe continued to draw headless bodies. This work is significant primarily

because Kiesler used it as an example for bis tirst argument in the book. There, Kiesier

relates a discussion that he had with bis wife, Steffi. The purpose ofthis was to explain

how he bad become aware ofthe possibilities orbis new gaIaxiai fonn ofexpression.

The dialogue begins with Kiesler explaining his discoveries while making galaxies and

progressed to explain how the understanding he gained from that process would

ultimately fuel bis theory of The Endless Bouse. It must he significant then that the

origin he chose was this twenty-pieœ grisaille. Apparently, bis intention in painting that

twenty-piece grisaille was to reveal the inner working ofnature.

Beyond those two works and a group ofstudies for a galaxy in 1928-9, Kiesler

wouId not utilize this form ofexpression again untillater in bis life. His MOst prolific

period ofgalaxial exploration would begin in the late 1940's and would continue UDtil bis

death. This resurgence ofthe technique would take three different patbs. The tirst wouId

he to produœ galaxies that portrayed personalities~ primarily those offriends and close

associates. The second path would he descriptive ofand sct as explorations for The

c;aesler~ rodas Houst!, 20.
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a profile resembling Breton's, and the

head is flOed with random surrealist

Portrait ofAndréB~ 1949

imagery rather than more conventional

anatomic parts. This second portrait

might he understood as the galaxy of

surrealism that was bound by Breton. It

also could have been Kiesler's attempt at

an automatic drawing where each

random part was the equivalent ofthe multiple pieces that would normaUy compose a

Endless House. The third would he bis exploration into the sculpture that he would

eventually identify as environmental sculpture.

Kiesler's created many portrait galaxies representing significant creative figures

from the worId around him. His subjects included: Jean Arp, Marcel Duchamp, Mette

Cunningham, E.E. Cllmmings, Henri Laugier, and André Breton. Many ofthese portraits

are not as obviously galaxial as the twenty-piece grisaille composition or even as he

described The Russian Student. Some ofthe portrait works, including the Arp,

Cunnin~ Laugier, and two ofBreto~were actually composed on single panels.

Although Kies1er himseIfdefined a galaxy as composed ofmore than three parts and

most likely less than twenty,10 Lisa Phillips who organized the first American

retrospective ofKiesler's work al the Whitney Museum (1989) grouped them as galaxial

portraits for the accompanying pubücation.

Neither ofthe portraits ofAndré Breton easily cOnfOnDS to Kiesler's early designs

for galaxial art. In f~ the first (1949) is purely representational. The second (1949),

however, is a rapid1y drawn out1ine with

•

•
galaxy. In 80y case, even though it was not a body with detaehed head or a multiple part

10 Kiesler did not mie out that more tban twenty was posstble but to c:reate a Iarger~ more complex pieœ
would require a greaœr inner magnetism to hold the work together.
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work, the"surrealist" portrait is easier to understand as a galaxy or proto-galaxy than the

representational portrait ofBreton is.

The portrait ofJean Arp (1947) was composed in a way that was much more like

the eartier galaxies. The depiction is still presented on one surface, but the manner in

which il is m.mged distinguished it from the

Breton portraits. Here again is the head in

profile but additionally the work includes

Arp's bands holding pieces from one of

Arp's woodcut reliefs, one lower leg, and

bath ofbis feet The head is the most

elaborately drafted clement and is drawn

detached from the other parts. This is what

likens it to the earlier gala.xies. It is drawn

on one plane, but the composition ignores

that detail. Instead ofdrawing the head on a

separate plane, Kiesler simply detached iL

Like the multiple part galaxies, this work

remains dependent on the invisible correlation between head, body parts. and the

woodcuts..

The portraits often appear hastily complet~ yet Kiesler exhibited them as

complete works. One result of this was that bis ever-present detractors frequently

criticized him for poor technique. The Arp representation was a very basic pencil on

paper drawing. Line quality and shading were not labored over. In particular, he took

the time to add shading only on the face.. This was an anomaly as none ofthe portrait

galaxies that foUow, even the representational Breton galaxy, would include the same

detail. Aside from the sbading on Arp's face, the remainder is drafted like the Breton
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galaxies, and tbere is little detail beyond an outline. Technique was Dot important ta

Kiesler; he intended ail ofthe meaning to he nested within the composition.

Where one ofthe Breton portraits was representational, the second was a play at

surrealism, and the Arp was a retum 10 the gaIaxy ofsevered head and body, the most

intriguing portrait is tbat ofMarcel Duchamp.. Frederick Kiesler and Marcel Duchamp

held a particular affinity for each other that was born from admiration ofeach other's

thinking. Long before the two were fiiends, Kiesler wrote an article about Duchamp's

The Large Glass or The Bride Stripped Bare by her Bachelors. Even (1915-23) as an

installment for bis short lived series, titled "Design-eorrelatio~ " published in

Architectural Record (1937). Kiesler's review ofthe painting was the tirst to he

published in the United States.Il Kiesler had the opportunity ta see the piece while

visiting Kathleen Dreier's residence, the work's sponsor,. who &ad it remounted there after

Duchamp restored the glass after a shipping mishap. Kiesler was instantly enamored,

writing a gfowing review ofthe piece. Duchamp responded ta bis praise in tum. [t is not

clear what Duchamp liked in particular of!Gesiers writing, but he professed that Kiesler

understood The Large Glass weil. Duchamp was a1so apparently impressed with his

photographie representation in the article. Duchamp was in the midst ofworking out the

details ofbis Boîle-en-valise (1941), a miniature portable Museum ofhis work, and was

having difficulty deciding how ta successfully reproduce The Large Glass at the much

smaller scale. Kiesler~ for the frontispiece ofbis article, reproduced the lower

portion ofThe Large Glass on transparent cellophane. Duchamp would Iater enlist

Kiesler's photographer, Berenice Abbott, to take a full-face photograph 50 that he could

use the same solution. Iffor no other reason than this, Duchamp sent a letter ofpraise

and a copy ofhis notes on The Large Glass, titled The Green Box (1934).12 The two

Il JenniferGougb-Cooper and laques Caumont. KFrederic:k Kiesler and The S'ide Stripped Sare...•yt in
Frederick Kits/er: 1891J..1965~ p 62.
12 Calvin Tomkins. Duchamp: A Jjiography. P 316

30



• would become good fiiends with Duchamp aetuaIly renting a room at the Kiesler's

residence for a while.

The LtUge Glass or The Bride Stripped Bare by HO'
Bache/ors, Even. Marcel Duchamp (1923).

horizon and bridai garment.1
( To

Duchamp, it was a hinge between the

representational spaces where irony

became possible. The separation was the

mirror that forced the observer ta look at

and her suîtors. It also acted as both

The portrait gaIaxy that Kiesler drew ofDuchamp (1947) was conceptually the

MOst expressive, even though it was simply composed ofpencil on paper. When

considering Duchamp for a galaxy, Kiesler considered what parts ofDuchamp's thiDking

could he successfully brought into a gaIaxial work. The portrait couid express a

combination ofIGesler and Duchamp thinking. The resulting work was sympathetic to

the concepts that Duchamp utilized for separating the planes in The Large Glass.

The Large Glass, "is a double glass, 109 1/4 inches high and 69 114 inches long,

painted in oil and divided horizontally inlo

two identical pans by a double lead

WÎre.~13 The upper glass represents the

bride and it is her domain; the bottom

glass is the reaIm ofthe bachelors.

Duchamp determined the division between

panels to he a 'delay. The border acted as

a transgression, a space tbat extended and

stretched the moment between the bride

•
their refiection and recognize their

13 Octavio Paz. Marcel DtlcJrœnp: AppearanceStripped Bore. p. 35
14 Ibid.
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voyeuristic act. The distance between forced a look bath into an infinity within Duchamp

and out into the endlessness ofthe universe. Duchamp is not complete without the space

~ nor is any human. It is the infinity between the panels tbat joins them wbile

creating a dialogue that informs. This border was not unlike the visual distance between

Kiesler's galaxial panels and their correal relationships. In Kiesler's Duchamp galaxy, as

in The Large G/ass't there is an exchange between the portrait's panels like tbat like the

upper and lower glass that act as a bon~ superceding their divided condition. The Large

Glass is difTerent than Kiesler's unframed detached works, but the result was analogous:

the parts are conceptually joined.

Duchamp's work achieved other quatities that Kiesler appreciated. Kiesler was

ever consumed with creating a work that expanded conceptually beyond the two·

dimensional representational surface, and he recognized Duchamp's work as success.

"The work was surface-and·space at one time't" said Kiesler. The Large Glass is ·~an x
ray painting ofspace."IS Kiesler's poetic recognition ofDuchamp's method ofdivision

was only possible because ofbis own desire to create a space ofmeaning between

elements. He made a spectacuIar conceptualleap considering the quality that Duchamp

achieved by painting on glass, and he recognized the multiplicity offorces that Duchamp

masterfully crafted.

NonnalLy one looks through a translucent plate ofglass fi'om one area into another, but in
painting an opaque pieture (like tbis) one also acœutuates the spac:e division optically.
The painting Iben seems suspended in midair negating the aetual transparency ofthe
glass. It tloats. It is in a state ofetemal readiness for adion. motion, and radiation.
While dividing the plate glass ioto areas oftranspareDçy and non-transpamlcy, a spatial
balance is aeared between stability and mobility. By way ofsncb apparent contradiction
the designer bas based bis conception on nature's law ofsimultaneous gravitation and
tlighLI6

He was aIso in awe ofDuchamp's ability 10 negate the barriers even within bis work.

Where Kiesler's method was to avoid aIl framing, Duchamp formed a frame at each

abject's outline.. Duchampts borders did not act as the frame that Kiesier despised but

loS Kiesler. "Design-Correfalion" A,chiteetural Record. (May 1931), 54.
16 Ibid. S5.
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• instead they acted much like the barriers between the glass planes. To Kiesler, the

emphasis ofthe division made the boundary infinitely rich.

Areas between the boundaries are here~ not brush..sttoIœd but once and a million times
tamponedIl ta give a vibrant mass ofluminous densities, ttansparen~ lucidly shivering
with its tender layers ofcolor-coverings.11

Kiesler's creation ofthe Duchamp galaxy meant that Kiesler could explore the

connections between the panels in a barmonious way.

Marœl Duchamp.
e,ghtparu:.snmparts. 1947.

Kiesler seriously considered how his galaxial

portrait for Duchamp would take fonn. The quality ofthe

drawing is faint, so much so that the line work barely

appears in photographie reproductions. The portrait was

sketchily dra~ and while it resembles Duchamp, the

title is essential for the comprehension of that image.

Duchamp is drawn with a delicacy that mimics the

translucent quality of The Large Glass. Sunilar ta the

line weight, the distance that Kiesler chose for the

separation ofthe eight panels ofthis work was aImost

nonexistent Infra-tftin, the infinitesimallconceptual

spaces between, like the intangible distance from the

•

front to the backside ofa piece of paper, was a concept ofDuchamp's. Kiesler may have

been acknowledging this when he chose ta place each panel, abutting the ne~ in a

manner unlike to his other multiple panel warks. True to bis beliefthat frames were

11 Tamponed is apparently a coined derivative ofthe English wordtam~ which is MOst c:ommonly
recognized as a soft material used ta absorb menstrual blood. Kiesler is using the word ta Mean~
but bis choice ofterminology was intentionally sympathetic ta the intention ofthe work. By Duchamp's
ownw~ we know thal The Large Gloss contained many referenc:es to sexual bodily 6.uids•
11 Fredericlc Kiesler. "Design-Correlationlt ArchitecturalRecord. (May 1937) 57.
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• destructive to the continuity ofa piece ofart, Kiesler mounted the panels unframed. 19

Finally, Kiesler had a Iittle fun playing with the surrealist fondness for creating irony

with the title ofa work. Like the rich wordplay ofmany surrealist identities, the title,

Marcel Duchampt eightparts: seven parts, is clearly an intended contradiction. The work

coosists ofeight panels but only seven ofthem are drawn upon.

Kiesler discontinued ereating portrait galaxies shortly after the Duchamp portrait,

subsequently dividing bis galaxial efforts in two parallel directions. One path was a

continuation of the wall-mounted multiple panel exploratio~ and the second was a direct

invasion ofspace through sculpture. Along with the new directions, Kiesler changed

media. Rather than working with the revocable marks ofpencH, he produced works with
- .

Galary, 111/9 ptUts. 195/.

ink, charcoal, and pastel, and, for bis sculptures, clay,

metal, and wood. These irretraetable materials forced

Kiesler away from delicate works and encouraged him

to create art that was as bold as bis words and actions.

The depth implied by the weight ofbis new materials

mayalso have aided Kiesler's ability to break through

the surface and realize a new understanding ofspace.

One ofthe earlier examples ofbis further

galaxy work is a nineteen-part galaxy completed in

1951. The instrument was india inkon paper. The

•

presentation covered a surface area ofroughly aine by fifteen feet. The clements were

grouped into two clusters, one formed ofeight parts and the other ofeleven. The content

ofthe group at first appears ta he abstraet, but a thorough investigation ofKiesler's

contemporaneous work reveals otherwise. This gaIaxy is Dot abstract but is instead an

19 This is a reproduction ftom the Whitney Museum rettospective~ presenting ail ofthe panels framed with
darkly stained wood on eath ofthe panels. The c:aJalog for the 1996 Centre Georges Pompidou exhtbit
shows the same work mounted on a backboard with a stand. This presentation is stiJl dubious~ but it is
more sensitive tban the Whitney Museum's. The Pompidou reproduction shows even less ofthe drawn
image, or il would bave been presented here.
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GaJaxy. 1948-S1.

•

•

exploration to accompany and worm one ofhis sculptures. The group ofeight panels,

wbich at first appears to contain surrealist imagery, actually utilizes symbols that are

clearly derived ftom Kiesler's stage set turned sculpture from the opera Le Pauvre

Male/at (1948). Upon completion ofthe ope~ Kiesler remade the base ofa portion of

the set and exhibited it as bis first sculptural

galaxy. The significance orthe relationship

between painted galaxy and sculptmal

galaxy is that KiesIer recognized that

exploration ofone informed the other. The

sculpture was produced first, but he found it

necessary ta resolve additional issues by

ritualistically executing a painted galaxy

with similar imagery. The painting

conceptually correlated to the sculpture

creating a greater understanding for Kiesler

through their interaction.

The next step in galaxy development was the Horse Galaxy of 1954. The

expression seemingly drew from cubist work. The various panels held recognizable

horse body parts but the moment ofthe painting seems to have many manifestations. The

geometrical style ofthe early cubist painting is absent, but the Horse GaJaxy foUows the

idea of multiple viewpoints. The galaxy appears to be an exploration oflime similar to

Duchamp's Nude Descending a Staircase. The Nude was an investigation of the moment

through delay and the Horse is a similar exploration. The horse is presented in one

moment but viewed from multiple perspectives. As before, the painting explores a

subject that was the focus ofwork in another forum. This time the painted galaxy

resembled work in architecture. The Horse Galaxy dramatically deviates from the

previous tlat panel galaxies in that one ofthe seven large paintings is positioned over the
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Horx Gtl/ary. 19$1.

floor like a bench and another is hung above

paraIlel to the celling. While there is no

obvious record ofa horse house, Kiesler had

produced designs for a tooth house~ a

dolphinlsea shen grotto, a stage set wrapped by

lips, and a theatre that looked conspicuously

like a brain. These unlikely building forms

show the result orbis involvement with the

surrealists, whose embrace of the fantastic

elements in the galaxies is less obvious.

•

would allow such an exploration. The other galaxies had drawings at various distances

ftom the surface ofthe wall, but this is the first that begins to wrap around and define

tbree-dimensional space.

In the last few years ofhis life,

Kiesler directed the galaxial exploration

down one final path. The last galaxy

picces were visual studies for The

EndIess Bouse design. The imagery

contained in these works is clearly

derived from or sets as a generator for

the forms ofThe EndIess Bouse, for

they display the very familiar egg like

shape that detined the early house

design. The meaning ofthe other

Ga4zxy F. 1960.

In Ga/axy F (1960), thick black lines meander between panels, acting as a connecting

element fto~ reinforced by the use ofpainted wood ta physically joïn the disparate pans.
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GaItD:y. for Pbillip Johnson Hoasc. 1952

(JQ/œ:y H. 1961.

Anotber gaIaxy ftom the same time.. Ga/ary H

(1961), aIso relied upon line work for a visual

correlation. Rather than a thick, bold line, this

time the line swirled about like a large pile of

loose yam appearing in aU five panels ofthe

galaxy. This composition aIso utilized wood

connectaIS.. breaking ftom Kiesler's previous

practice. Until this point, bis art had been a

simple replacement ofthe parts in bis correalism diagram. The galaxies replaced the

nucleus centers ofthe diagram with painted panels and relied upon correlation ta join

them all into a complete whole. The necessity ofphysical connections May have

retlected a correction ofhis theory.

As the painted galaxial exploration seemed to reach its limi~ !GesIer extraeted the

language ofthe work and moved directly into three..<fimensiODS. The symbois contained

in bis later galaxies would reappear in bis architectural and sculptural studies. For

example, when designing

The Shrine ofthe Book in

J~eD1(I96S),he

sketched bis grand design

using the same looping line

that visually connected the

live-panel Ga/axy F of

1961. The galaxy sculpture

that IGesier created for

Phillip Johnson (19S2) is

another example oftbis

shift in emphasis. Hcre,•

•
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• connedion is the focus ofthewo~ radicaUy shifting the Cocus away from the nucleus.

Where once the space between was the battleground of integrating verses disintegrating

forces, it is nowa place for static, solid forms. This worlc is a culmination ofhis

explorations from the Le Pauvre Mate/Dt galaxy to the wood connected galaxies, and the

results here firmly show the limit ofthe galaxial concept

Kiesler's last years were a time of frustration for bis architectural endeavors, but

they were also a time when bis sculpture flourished. The success that he found with

sculpture wouid not have been possible without bis established beliefs and bis long

pursuit ofgalaxial painting. Alongside bis lifelong conviction that cach human life must

correlate with the environments ofthe universe, he also sustained that daily connections

were facilitated by the practice ofthe rituaI act embedded in the creation ofart.

My ~VesseI ofFire~ is an eodless sculpture because it was barn from the laws of
continuity. For that reason. it bas given binh to a content ofits own. neither premeditated
nor superimposed by me. Within the environment ofnature and~ it bas created ils
own environment ofbeing.20

•

Vatel ofrur(fht! ClIp ofP1OfIIetJrnu),
1956-9. 1964.

20 Kiesler. End1ess House, 28.

The isolation and disenchantment oftechnology

and functionalism could be dissolved by this

power art possessed. He brought ta life such

work by embracing the life within a wode. The

VesselofFire (1956-9, 1964) aetuaIly began as a

model for The End/ess House~ but Kiesler's

inexperience with clay created a newand

unintended direction for the model. The form

cracked during the tiring stage, revealing to bim

the truc nature ofthe work. From that point
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forward he endeavored 10 enhance tbat which the process revealed. By doing this,

he aimed to capture the nature ofthe space-time continuity and claimed that the

work revealed this to each observer. 'vrhe content [ofa galaxiallenvironmental

sculpture] seems ta have... the embrace ofspace.a verification ofbeing

alive....There is DOthing 1cao add to that. You have to see it for yourselt:,ùl This

was what Kieslerdesperately wanted to bring to architecture. This was the

antithesis ofthe deadened functionalist architecture; instead, it was a prescription

for living.

21 Kies[er. End/ess House" 28•
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The Endleu Roose

The magazine Art in America published Kiesler's most comprehensive comments

on the Endless House shortly after bis death. Written by IGesler, the article "Notes on

Architecture as Sculpture" (1966) is a critical assessment ofarchitecture and its

adomment. The article concludes with IGesler's prescription for architecture's problems

by presenting the Endless House. Art in America, while proud that they were publishing

Kiesler's last words, still round it necessary to add a prefix to the tide. "wrhe future," Art

in America declared. Kiesler would have round this addition absurdo The Endless House

was meant to reinforce the continuity oftime. Ta Kiesler the past. present. and future

couId not he distinguished; they were all the same. Continuity was one ofthe most

important themes for the house, and it was the motivation for most of its elements and

surrounding tbrm. IGesler believed that the truth in human existence could only he

accessed through awareness of, "the once was, the now is, [and] the will be."l The idea

ofthe endless was KiesIer' s means for a true existence, and the Endless House provided a

spiritual place for humankind to live that life. The path to truth included recognition of

the internal infmities of the micro scale, the external infinite ofthe universe.. and the

continuity in between. A persan needed ta be aware ofall of life's continuities and the

Endiess House created an environment for living in harmony with them.

The purpose of 40'Notes on Architecture as Sculpture" was to identify

architeeture's few successes, point out its very common failures~ and finaUy to re-explain

the need for the Endless House. Kiesler's examples ofaccomplishment were Le

Corbusier's Ronchamp and Frank Uoyd Wright's Guggenhe~ but he clearly noted that
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these were successful for revering death and for housing art respectively. Kiesler could

find no example tbat proposed a new understanding oflife, especially everyday life. It

was bis goal ta produce a design that addressed this perceived lack. For a residential

design to he successful, he felt that ail types ofpeople must he considered with all of the

varying aspects of their liCe. Kiesler understood the extreme diversity ofpeople to he

representative of infinity and by extension the time...space continuity. He desired to

capture the essence ofthe continuity and to install it mto the lives ofthose diverse beings.

Kiesler's primary design concem was to represent movement in space. specifically the

movement ofthe eye, through which he believed an individual could perceive the truth.

He felt that continuity embodied the characteristics of infinity, therefore. he necessarily

relied upon curvilinear surfaces and structure for bis design. A curve could draw the eye

aIong endIessly where the flat surface drew ones eye to its end embodying the finite. The

necessity ofpiers and flat walls to support those surfaces further disrupted continuity. He

claimed the functionalist use ofsupport piers in combination with flat walls disrupted

whatever little time-space recognition that a two dimensional horizontal surface couId

exhibit.

With regard to architecture the laws ofcontinuÎty mean a space concept whose end
retums to meet its beginning. Strueturally the post and lintel construction ofarchitecture
bas therefore become totally invaliet instead continuity through shell construction is the
means to create the breathing indoor spaces oflife.!

Ronchamp and the Guggenheim were examples ofgreat architecture because they were

both designed with dominant curved elements that freed the structures oftime·space

disruption. Following bis own directives~ Kiesler~ s EndIess House was meant to

l Kiesler. Endless House 374•
2 Kiesler. "Notes on Architecture as ScuJpture.n 64.
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counteract ~e cube-prison traditio~" and "ID liberate space into galaxies ofdisclosed

spaces for living." Kiesler descnDed the house as an "expression ofa flow of life-forces,

intensified to a point of intrinsic expansion.'~

The Endless House was to utilize bis personally designed shell construction that

he feh promulgated a new tife and avoided reinforcing the old habits of living.

Functional building that addressed utilitarian ideals with its manifestation, rectilinear

construction, was by his judgement finite. Building does not become architecture until it

rises above the limited scope ofprovision for human need~ he claimed, which was

typically the funetionalist focus. Architecture must also enhance Life by providing a new

Wlderstanding for living. Kiesler believed that ms idea ofshell construction

accomplished this. Rectilinear construction would suffice for building but fell short as

architecture. Shell construction May have been excessive for the finite world ofbuilding

but it was necessary for the endless realm ofarchitecture. Kiesler called this "makïng the

superfluous necessary.~ Since man lived in an infinite world~ architecture must

acknowledge that truth.

Kiesler defined architecture as having four points: vision., structural concept.,

evolving functional necessity~ and recognition ofhumanity's place in the unknown (the

universe), and he applied these four points to the Endless House. Vision May have been

what Art in America mistook for the future, but the notions were not equivaIent for

Kiesler. Vision was the need to go beyond the previous. The structural concept for the

Endless House was continuous tension expressed through shell construction. The

evolution offimctional necessity was an appeal ta not rePeat the past simply because it

was successful before~ and thus it represented bis response to fimetionalism. Architecture

l Ibid. 65.
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should always be evolving to a new level just as bioteehnique expressed the evolution of

technology. Humanity~ s place in the universe was to he resolved through Kiesler's space

concept "-wt1ere ail ends meet continuously." Like the shell construction that had no

ends.. sa did space need to flow endlessly. Using these concepts~ he aspired to create an

indoor space the breathed of infinity.

While the design for the Endless House was flowing, Kiesler insisted that just

because it was not based on the Cartesian grid did not mean that it was amorphous. He

argued that the design was based on "seale of living'" rather than on building code. The

grid was inappropriate for bis design. Kiesler beLieved that the Endless Rouse could

provoke Meditation and inner exploration rather than simply reminding one ofendless

social responsibilities as traditional revival architecture did. In fact.. aU standards were to

he avoided.. In an effort to invite poetry back mto living that movements like

functionalism had eliminated. there were to be no pre-manufactured windows and doors

nor any traditional kitchens or bathrooms.. Incorporating the ritual ofart into the

construction phase.. rather than simply adorning the house with art later.. was also meant

to infuse poetry into the lives orthe inhabitants.. Kiesler's poetic was to he a transgression

of the boundary between the known and the unknown. Kiesler said that the Endless

Rouse "will give us an awareness ofbelonging to a space center and ofthe ever-present

cosmic forces which feed us continuously, nourish us physically, emotionally and

spiritually, without end.,w The Endless House was to aet as technology did in correalism;

the house was give man a place to receive the nourishment ofthe environments while

~ Kiesler. ~otes....,.. 68.
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allowi.ng man to remain al the center. The Endless Rouse was ta Kiesler9 "the Iast refuge

for man as man."s

Kiesler's theory ofeorrealism is easy to recognize in bis galaxy produets.

Correalism is the formula. Replace specifie values in place ofthe elements and the result

is a galaxial piece. The environments and man were gravitational points in the diagram

ofthe theory; artistie objects replaced them in the galaxies. It was an act similar to

excbanging the x and y ofa simple algebraic equation with real numbers and then

attempting a solution. While the galaxies cao. he understood as a visualization of

correalism~comprehending Kiesler's architectural designs require more diligence. The

architectural formula is more akin 10 calculus than algebra. In calculus the fonnulas

attempt to model the infinitesimaL The irony ofcalculus is that to understand abjects and

distances that become increasingly smaller one must recognize and define the infmite.

The Endless Rouse was meant to he anaIogous. As people live their individual Lives,

they shouId become aware ofthe infinite. Kiesler labored ta awaken a connection with

infinity both at the microscopie and macroscopic leveIs. He meant to teach people

calculus even if life appeared to he based in basic algebra. The galaxies provided the

foundation for this awareness, but the Endless House was bis attempt al differentiation.

Tberefore, understanding Kiesler's architecture requires a great deal ofpatience. His

concept ofendlessness was woven ioto the very fabric ofthe wode and is not, like in the

galaxies, a simple surface application.

The EndIess House evolved from its inception in 1950 until Kiesler's death in

1966. The form bad essentially three apparitions. The tirst oftbese was ovoid in form

and became visible to the public in 1950 at the Kootz Gallery in New York City. As

5 Kiesler. "Notes•.." 66.

44



•
Kiesler's concept for the housema~ bis design moved away from its initial simiIarity

to an egg. The second house design surfaced around 1959. This Madel stIll retained the

earlier shape~ but this version hegins a transition. This Madel bas a similar but distorted

structure with a rougher skin and large cutouts. The third and final version was disclosed

both at New York City's Museum ofModem Art (MOMA) in 1960 and then at the Leo

Castilli Gallery in January 1961. Arthur Drexler of MOMA provided funding forthis

generation ofmodel and working drawings. Drexler's intended to build a scale replica

of Kiesler's bouse in the Museum gardens. The exhibit never transpired due ta Museum

expansion, but the appropriation that DrexIer awarded ta Kiesler did provoke this new

version. This final version.. while still composed ofcompletely curved surfaces, no

longer resembled an egg, and for the first time the Endless House had its own panicular

fonn.

The Endless House was not the frrst lime that Kiesler had exhibited an

architectural design that could he called egg-shaped. The model for the Endless Theater,

shown with the International Theater Exhibit in New York 1926, was a1so an ovoid. An

image ofthe theater was

•

then re-presented as pan

ofa montage that

accompanied the

publication ofKiesler~s

Manifësto ofCo"ealism

in L'Architecture

dtAujourdthui (1949).
Modelj:Jr the End/us 1'1œaœr. Prcscnrcd by Kicsfcr for the

/nlemaliOtrlll T1œaœr EVribit•• NY (1926)•
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Kiesler was initially attaehed enough to stamp the fonn ofthe theater on to the first house

desi~ twenty..three years later.

The Endless Theater was an effort by IGesler to dissolve the traditional theater~

which he descn"bed as the peep-show box with an assembly room attached6 He felt that

there was no possibility for a naturaI relationship between actor~ stage, and spectator in

that environment because the stage made it impossible to utilize space. He Celt that actors

primarily acted at the proscenium instead of using the depth ofthe stage aImost as if it

was an embarrassment to do 50. Even ifan actor did use the entire front-to..back

dimension.. MOst of the audience could not perceive the extent of the stage because poor

sight lines prevented il. Few people in the audience could see the full depth of the stage

50.. the action often appeared two-dimensionaL Kiesler relt that it was the raie of fùm to

provide a two-dimensional image and that theater needed to he a better example of

human existence. His observations frrst resulted in a stage design that had an extreme

rake from front..to-back. Kiesler

••

The Spaœ Slagr.. Col15UUdal for Ihe Intanationaf Exhibition ofNew
l'heaterTccluUqucs.. Viam. (1924).

() Kiesler. "The Debacle ofModem Theater.~ 63.

relt that this simple move created

space that could be perceived as

·cubic' ratber than fiat. This

solution was ooly a patch though

and did not yield the ·organic

cohesion' Kiesler sougbt. This

was the reason Kiesler produced

the Space Stage.
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The diagram for

correalism presented the

environments as cells with

nuelei, and the Endless

Theater was composed

similarly. The nucleus ofthe

theater~ although not visibly

present in the theater design,

was called the Space Stage.

Mcx.œl a/lhe 19U Spot:e Stagr. n:construetion (1986).
Collection ofOicœr Bogncr

•

The Space Stage was intended to he the space where theater action exemplified the

continuity of life. This was ta he achieved through the presentation ofactors in three-

dimensional motion. The Space Stage was designed and built to house performances for

the International Exhibition o/New Theater Techniques in Vienna 1924. In plan~ the

Space Stage was a circle surrounded by a spiral. The circular center was the primary

acting platform. The Space Stage itselfwas comprised ofthree major parts. They were a

centrai.. circular elevated stage~ a circular lower level that surrounded the upper levellike

a ring, and an outside haIfspiral ramp that brought participants up from the fioor ta the

lower ofthe two stages. Ladders then allowed actors to progress to the upper stage.

Kiesler felt that the ooly way for the spectator ta truly experience the space of the

actor was through motion. "Tbere is only one space-element: motion..~~7 The Space Stage

foeussed exclusively on motion as it featured movement in aU conceivable directions of

the compass as weil as tram nadir to zenith. The stage was intended ta provide for

theatrical movement that could he expressive ofa fourth dimeDSio~ time. Kiesler felt it
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important to live a life tbat reflected Einstein's Special Theory ofRelativity, which

established that there is neither absolute time nor absolute rest in the universe.. The

stage's independence from a proscenium forced exposed entries and exils and the

exaggerated three dimensionality ofthe acting surface compelled the audience to regard

the time related fourth dimension through visible motion. This was to he a small

illustration ofthe space-time continuum.

Only holding two productions during ils installatio~ criticism was based on less

than a thorough demonstratioD. Detractors of the stage cited the difficulty ofseeing and

hearing the actors al some locations during the productions. There were reviews that

were complementary. A dance production was performed that offered a wider range of

movement acress the various planes ofthe stage tban the drama production and this

yielded a positive response.8

Maintaining the expression ofspace-time to he a paramoun~ Kiesler designed the

EndIess Theater around bis concept for the Space Stage. The Space Stage was designed

ta show continuity, but the Endless Theater was meant to provide a theater for living

continuity. To design the theater, Kiesler first attempted an amplification ofhis design of

the space stage. The initial design ofthe Endless Theater was essentially an extrapolation

•

ofthe Space Stage with a continuous sheD

enclosure added.. He compared the space of

the stage with a spbere regarding the

volume that the actors engaged while

performing on il.. He wanted the enclosure

7 Kiesler. "DebKle ofthe Modem Theatre." 71 .
1 Reid.. Endiess Innavalions._29.

P'-JOr rire~ TMIlIer.lGcslcr( 1923-25).
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for the theater to refiect the dynamic stage and personify the polydimensional qualities

within. The necessary size ofa sphere that could engross the planned interior width and

length. would have beenab~ 50 Kiesler foreshortened the height ofthe sphere forming

an ovoid.

While the Space Stage in plan was a circle surrounded by a spiral~ the theater in

plan was a multiple system ofhelicoidal paths negotiating around a circular center. The

Endless Theater's circular center represented structural support and vertical

transportation. There were two diametrically offse~ disjointed circles surrounding the

theater'score that acted as centers for the spiraling ramps that filled the interior space.

This complex system ofwalkways was based conceptually on the simple half spiral

found in the Space Stage. The ha1fspiral was multiplied ad infiniturn \vithin the Endless

Theater. The spirals of the Endless Theater acted as a complex series of transportation

routes tor everyooewi~ encouraging the participants ta live the cootinuity that the

Space Stage could ooly show. The Space Stage was developed indepeodently from the

surrounding structure and oever demanded its own enclosure. The magnificent scale of

the Endless Theater was designed to make life the theater experience. "!GesIer imagined

tbat a kind ofmetropolis-symphony would be staged in the Endless Theater..,9 The

creation ofan envelope to contain the enormous complex ofspiraIs, circles, and vertical

axis was a problem the Space Stage design never confronted. Functional rigbt angle

architecture would have heen overly stifling for the planned continuous movement that

the walIs of the theater would contain. The ambience ofthe curved forms wouId instantly

become finite within such a rectilinear box. Instead, the building needed to he expressive

ofthe endless world contained inside. Kiesler believed that an endless surface was the
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ooly solution. The horizontal perimeter form Kiesler chose was a concentric circle

similar to the forms it contain~ but a fonn for the vertical section was less obvious.

[GesIer chose the corve ofan ellipse., and thus the egg allusion resulted.

The translation from theater to house was a conversion from a theater of

continuity to a life in hannony with the endIess.

we should leam 10 live nol only on lhefloor
but wim thefloor (OUldoors we are
co""ades ofthe earth)
we 've been living with waJ/s only
anddoorsflapping open. banging lite bals' wings
on the cei/ing we /rang /amps.
on the walls we nail pietures
set windows in. the nostrils andeyes ofour rooms,
on thefloors we stac/e chain and tables.
che hœement has the exaementfrom the
digestion ofour house.life.
the allie is the graveyard of
grandmotherschildhood
she was a/ways 30 sweet 10 me
perhaps we shauld incorporale
che at/ic in/o the End/ess
chue showdhe some/hing done
lo lceep tradition a/ive
ofcoruslo

Frederick IGesier intended the Endless House ta he a redefinition of living that

simultaneously looked back and forward. The EndIess House had its place in the

continuity oftime as weil as its position between the infinitesimal and infinity. It was a

retum to a human connection with nature while it simultaneously celebrated what

humanity had achieved. The house was sentimental without unnecessary applications.

The early form was a response to the bard pragmatistn ofthe funetionalists that Kiesler

called standardized and stillbom. Functionalist architecture had little to do with the

4ùnctionalism ofliving~~ wrote Kiesler., claiming that the functionalist architect "does

9 Barbara Lesak. "In Quest ofIdeal Tbeater9" pllblished in~ p. 30.
lO Kiesler. End/as House't 272.
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violence to the fteedom and self..realization ofthe basic functions of living man."11 The

modem architects based their buildings upon tloor plans that not ooly detached man from

the world but then the resulting building accomplished little more than to project

vertically from the ground. Kiesler believed this to he an unnatural approach. ~IfGod

had begun the creation ofman with a fOOtprin4 probably a monster, ail heels and toes~

wouId bave grown up from i4 not a man."12 Instead. man grows from a cell and Kiesler's

house was designed as if it also grew fram a cell.

BOOt around the nucleus ofman's life the Endless House began as an egg.

A big wave relled over the land from the sea and tlooded ail the concrete columns and
colonnades and they collapsed like sand. disintegrating Iike bubbles. And the people
were without roofs. Without roofs over their heads. they had aImost lost their minds.
But unexpectedly the big wave set a magic eggshel1 ashore. And it roUed. The tire
couldntt catch il. and on the flood it swam. No beam. no column made its structure.. yet a
roofand a wall and a floor were ail there. [n a day.13

Kiesler dreamed that the egg had been divineLy given. He accepted the images of his

dream as poetry while accepting the Surrealist's confirmation oftheir validity. He aise

anached their interest in magic into bis thinking, saying tbat. ··Science and Ar4 Myth and

Magic are mutuaIly interdependent [...] Without the beliefin the magic powers of

creation both civilization and culture are unthinkable. Magic is the mother of invention.

And every invention is a tocl for increased power of the human being.~"[.J Other examples

ofsurreal architecture that Kiesler developed were the Tooth House., the dolphin shaped

Grotto for Meditation (with one study series replacing the dolphin with a seashelI), and

the studies for Paris EndIess. Ofall of these examples, the distinguished one that he feit

strongly enough to pursue was the egg-shaped Endless Rouse.

Il Kiesler. "Pseudo Functionalism in Modern Architecture;t 735. 137
12 Kiesler. End/ess House" 381.
13 lbid. 173.
[4 Maria Bottera. Frederick Kiesler,. 195
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Mode/lor the EntJ1Im House. Kicslcr (1950).

•

Concepcual drawings for GI'OlIO olMedilQtlOll. Kicslcr ((963).

The 1950'5 Endiess House, the most ovoid ofhis bouses, was designed ta he

many things for a better existence, but even Kiesler recognized sorne of its shortcomings.

The largest of the problems was the issue ofscale. The Endless Theater and the early

Endless House were miniature versions of the universe as containers for endless space.

--The term ouler space is wron& mis/eading. There is no ouler space as far as the

universe is concerned-it is ail part andparce/ o/the same composition. ..15 The form of

the Endless Theater was

developed to hold 10.000

participants. Kiesler first

thought of the Endless House as

a building to house a multitude

ofpeople but later realized that

this was problematic. Kiesier

primarily exhibited small

IS Kiesler., End/ess House., 404.
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models, and the public recognized them to he and judged them as a single family home

designs.. This was one reason that Kiesler would 181er rethink the form.

Kiesler recognized another issue ofscale as he worked with sculptor David Hare

to prepare a larger model for exhibit st the Kootz Gallery. Kiesler was actually sharing

Hare's invitation for the show. Hare wanted to design a stair and asked !Gesier ta

produce an accompanying building. Kiesler claimed that the only building that mattered

was the Endless House and that he would happily exhibit it if Hare wanted to design an

appropriate staircase for il Hare agreed but was concemed about the sizc of the model.

Kiesler's version was only about nine inches wide, twelve inches long, and eight inches

high and that was not nearly large enough for the inclusion of Hare's work. The two

worked together ta produce a model roughly five times larger and were shocked by the

faet that the larger version had lost the chameter of the original. Kiesler explained this as

a symptom of the organic nature ofthe design. wrhe Endless House.. you see, isn't like a

square house that is square anyway, no matter how long or how high....Here the

calculation ofthe inclinations ofevery part must he exact, otherwise the co-ordination of

the whole doesn't work.,,16 They chose not to exhloit the larger model and every later

generation ofthe house moved further and further from the original ovoid.

Another challenge of the Endiess Rouse was its interior desi~ which would

tluctuate wild1y over tinte. His struggle to resolve this problem is evident in his repeated

attempt to understand it through galaxy creation.. Here again is bis effort ta bring rituaI

into the process in order to develop a better understanding. Kiesler ritualistically

performed the galaxy production hoping to access the universal truth that wouId inform

bis decision.
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• There was one interesting

element that was included in that

first EodIess House that

disappeared in the later versions.

This was the Kiesler designed

Color Clock. Kiesler intended the

End1ess House to he a vehicle that

wouid take its inhabitants to a new

Study for the C%r Cloct dcsigned for the Endku House.
Kicslcr ((950).

•

understanding of the universe. He professed that time was a significant element of this

new understanding and yel how a persan's awareness of time wouid he enlightened is not

obvious when you look at the models of the house. The one element that clearly

confronted the issue oftime was the house's specially designed clock. Planned to

function as a window.. the clock otTered no exterior view as reflecting mirrors obscured il.

The device was oot for viewing the physicai world surrounding the house but rather to

harmonize the inhabitant with the more subtle time ofthe universe. The clock was a

combination ofprismatic glass and mirrors that wouid accept light from the~ divide it

into spectral colors, and then retlect it throughout the room. There can he little doubt that

if this idea were successful it would allow the inhabitant to gauge the time ofday based

on the color oflight in the room. "Instead ofdepending solely on a mechanical cloc~

splintering his life into minute particles of time, he becomes aware ofthe continuity of

rime and ofhis own dynamic integration with natura! forces.,,17

16 Creighton. "'Kiesler's Pursuit ofan Idea,ft 115•
:ï Kieslert ~Endless House and 115 Psychological Lightin&tt 122.
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Kiesler's device would essentially bring the sundial into the shadowy recesses ofthe

home. The clock's ability to convey time exemplified IGesler's definition ofvision in

that it wouid not he merely enhancing the time-keeping object ofantiquity. The

significance ofKiesler's cIock is bis attempt to reconnect man with the universal

understanding ofold. Just as he proclaimed that rituai needed to he retumed to art. 50 did

he desire a reclamation orthe cyclical rime ofthe ancien15. The time ofmechanical

clocks was the time ofthe functionalists. It was and is utilitarian. As poet Octavio paz

described il linear lime is ;'·a permanent movement forwarcl,,18 with an end goal of

perfection. The miniscu1e divisions oftime created by the mechanical clock mark a

negation ofthe previous moment. The moment before is history, and the next moment.

the future.. offers something bener.. just as Christianity promises perfection beyond this

life. The mechanical clock demanded a revolution. 115 movements are a reminder that

just as time does not cease~ neither does it rest. Kiesler's Color Clock aimed at retuming

humanity to a recognition ofthe Medieval understanding ofrevolutio~the revolution of

the sun around the earth. Uolike linear time

that is ineversible, Kiesler's colors would

return clay after day. They wouId repeat

their patterns, ooly varying in duration as

affeeted by seasoo. Humanity could again

feel in harmony with the movement of the

Il Octavio p~ Chi/dren Oflhe Mùe. 30
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heavens and the ritual and continuity of life•

The fonn ofthe 1959 Endless House did not deviate significantly from the one

exhibited at the Kootz Gallery. It retained a recognizable ovoid shape. However, this

structure was compressed at one ofthe long ends ofthe egg, the skin bad a very coarse

texture, and the exterior bad extremely large cutouts. They May have been intended as

windows, but combined they removed around one third ofthe exterior surface. Thus they

may also have acted as viewable access into the model interior. This gesture

unmistakably affected the enclosed feeling ofthe earlier egg, which had no obvious

windows. This also allowed a first g1impse ioto the heart ofthe Endless.. something that

was only shawn previously in

drawings, and demonstrated that the

interior was as organic as the

enerior. Space divisions or walls

and other undulations that grew

organicaUy out of the exterior

surface. This was further elaborated

in accompanying sketches. Finally,

this house was scaled as a single family dwelling, as the anon}mous exterior shows sÎgns

ofmaterials~particularly in the foundation, as weil as stairs.

A final version ofthe Endless House was developed for Arthur Drexler and the

MOMA (1960). This is the -1nan-built cosmos" that Kiesler would include in bis boo~

Inside the Endless Rouse, and this is the house that wouid gather the most attention. This

final model would never be mistaken for an egg. It is best described using the language
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ofGreg Lynn in bis recent essays about blob forms. 19 In Kieslers last house~ the once

centralized ovoid bas given way to a grouping ofconnected pods, each with its own

massing center. Sîmilar in appearance to Kiesler's last house, blob architecture occurs

Mode/for. EJwJIess HOII3e. Kieslcr(l960).

when (wo or more centralized masses~ modeled in a computer are covered with a single

surface. The result of the process is a computer simulation not unlike the form ofthe

final Endless House. The primary difference between Kiesler's work and Lynn's blob

concept is that Kiesler's was decentralizing a form derived from the previous simple egg

shape and Lynn was describing an assemblage, a newly formed singularity, with a

resonance ofthe former complexity..

Even though the forms evolved tram opposite directions, Kiesler's from

simplicity and Lynn's from complexity, bath resuIts can he considered points on the

continuity between multiple and whole. Thus, with or without realizing i~ Kiesler had

moved away from a single endless body toward a more complicated conglomeration of

endless bodies. While this move was consistent with Kiesler's philosophy he did not

19 Greg Lynn. Fo/ds. bodies, andblobs.
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acknowledge the move, continuing to speak ofthe EndIess House as a single continuum

when it no longer appeared to he that. The house better resembles Lynn's meta-ball

description: Ra single smface whose contours result from the interaction and assemblage

ofthe multiple internal fields tbat define it.,,2o Applying this reading to Kiesler's model,

it wouid seem that the model was composed ofa series ofendless spaces that were

defined by the functions ofhabitation (eating, sleeping, relaxing) and the connections

between were created by their mutual interaction. The final Madel thus reflects Kiesler's

philosophy better than do the other versions ofthe bouse. This final modei was more in

tune with bis modei for correalism and bis galaxies. In those cases there was a central

gravitational mass that attraeted and repelled. Here KiesIer's idea of·-fonctions of living"

provided the density around which a gravitation force is formed. The endIessness of

time.. motion, and interaction are ail implied. Then the system is given as~ and the

result is far closer to what (Gesier's words spoke ofthan were the previous incarnations

ofthe bouse.

ause it couid never really bebecause it was impractical for human living, and it faI
t

Endless House was a failure. It failed because cut itselfoff from ...wrlv .' failed

, .,.
Ultimately. despite the progress that [Gesier made in manifpgtjng bis ideM. the
~ ~17.

built. Maria Bottera wrole that the Endless House suffered "the impossibility of

circumscnDing in space and time a shelI to enclose the whole ofman's life while

projecting it cutwartL ioto the cosmic space on which it depends.~,21 ln sorne ways,

Bottera was wrong. The EndIess Hause definitely manifested a notion ofcontinuity of

space and tÎ1De. But because the system was essentially close~ any physical connection

• 20 Lynn. Folds•.• pl65
21 Maria Bottero. Frederidc. Kiesler~ 168.
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with the extemal cosmic space would have been tenuous al oost. Having based bis design

realizatiODS on the continuity ofthe roaming eye, he paradoxically provided visual access

to the outside universe reluctantly. He only opened up windows after giving in ta

repetitive criticism. The bouse design was meant ta he barmonious with the universe, but

it is impossible ta reeognize 30y harmony when the gesture ofthe house toms away from

the universe. The Endless House was designed ta mimic and exemplify the principles of.,
infinity, but failed in that it only looked intemally for the expression.

ln addition, the ooly connections ta the physical universe, the universe ofhuman

use., were symbolic. A tire pit and nmning water were intended to depict universal

elements, and the Color Clock brought light from beyond't but those symbols remained

contained within. Despite bis work with Hare on the stair.. hum30 access. entry and exil

were aIso never successfully resolved.

There were a number ofsituations that gave Kiesler hope to see his project

constructed. The first was Arthur Drexler and the Museum ofModem Art. After the

Museum chose to expand rather than build the Endless House.. there was still one fmal

otfer to ereet it. Drexler proposed to build it on the roofofthe addition once it was

completed. This did not satisfy Kiesler because it meant a three year delay and he felt

that the project had to he huilt immediately. Douglas Owen ofMontreal teased IGesler in

1959 with an invitation to submit a preliminary plan for a multiple residence EndIess

House't but he wanted the work done for free. Others who solicited Kiesler and then did

not follow through were Herbert Mayer in 1960 and Mary Sisler in 1961,

The Endless House clearly derived inspiration from the galaxial artwork and to

some extent the environmental sculpture, but it lost their nature. These works acted as
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mini molecules or salar systems with. gravitational elements holding them together. Yet

they inherently provided a connection to more, to infinity. Kiesler recognized that they

could not work ifthe distances were not right or there were too many parts. Either

situation would disrupt the stabiIity,jettisoning parts metaphorically offinto space or

creating an implosion. but in any case - equilibrium, expansion, or contraction - the-------..
universe within wltich the work existed is always reco . ble. This MaY he the largest ~---- -- -- :;:-......
failure ofthe house il never acknowledges a physical connection and to

e m "ty that Kiesler so desperately wanted to provide.
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As the next century approaches, there is a natural tendency to retlect on the

closing one. The past century boasted the greatest advancement ofany, as machine age

gave birth ta tecbnological revolution and in turn spawned the current information

revolution. These revolutions bave unequivocally improved life for a large percentage of

the earth's population. Their reverberations still produce improvements to the quality of

life almost daily, but with every benefit there are costs that ta seme extent are not

predictable or quantifiable.

The historical practice ofbuilding known today as architecture was one ofthe

revolutionary victims. From the beginning ofcivilization, the people who have

orchestrated the construction ofbuildings were given the task ofproducing a structure

that defined human existence ofthat tîme. Architeets were given the task ofproviding

the image for religious function, power, and wealth. Ta create a building tbat retlected a

beliefsystem and ruling authority simultaneously was ta wield a mighty influence.

Whether the final result would he considered a success by historical standards or no~

contemporary qualities ofbellefand authority were woven into the built object.

The cathedrals of the renaissance are examples ofthis integration. Those who

had the opportunity to direct their building had a relatively cIear aim: to honor their own

1

•

bellefsystem. Scale, [ayout, and omament ail depended on the values of religion, and by

nature these were to he grand structures 50 that a community could demonstrate to bath

the deity and neighboring communities that its faith was the strongesL This did not

insure a successful piece ofarchitecture, but it did clarify the path and the language. The
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building was intended for believers who knew the rules and would therefore Ietognize

• the symbois. ?

•

This clarity no longer exists: a similar accomplishment would not be possible

today. There is no clear path ta redemption as there was in the pasto Scientific advance

and technological improvements bave almost completely replaced mystical belle! in

divine salvation., an~ for many, the only hape far etemallife rests with technalogy.

Unfortunately. scientific discovery does p'0t foster a~~tual=-~ins~~"~ .
eroded traditional faith br promotingObj~Architecture bas struggled ta create a-
system ofsymbols for the warld where analogy and metaphar are coosidered meaningless

children's babble and scientific observation provides the tnlth. This is the context in

which IGesler worked.

Kiesler's proclaimed opposition to the functionalists sets up a natural point of

comparison. In general.. those who cal1ed themselves functionalists focused on the

possibilities oftechnology and mechanization. Theo van Doesburg said that architecture

should develop out offunction.22 Mies van der Robe believed the ··revitaiization ofthe

building art can only come from construction and not by means ofarbitrarily assembled

motifs.n23 FoUowing a similar path.. Many ofIGesler's contemporaries accepted

tecbnology as a guide.. building bigher, wider, deeper, and further than ever before..

Building became independent ofcontext and location as technology could now supercede

almost any obstacle.. Building no longer depended on found materials but on

commercially manufactured ones instead. Human bands no longer placed many ofthase

22 Theo van Doesburg, ~owards a Plastic: Architecture?" reprinted in Conrad. Programs and Manifestas,
78.
Zl Ludwig Mies van der Rob~ ~[With fnfinite Slowness Arises the Great FormJt" reprinted inOc~
Architeetllre Culture, 164.
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materials~ and the resulting product naturally refIected this absence oftouch. Detached

from its historical relationship with humanity~ architecture lost its once mighty power.

The process seemed so enchanting that it is difficult to imagine ignoring its lure.

Kiesler tried. His idea was to embrace what was positive and temper that with a

reinvigorated beliefsystem. He tried to delineate a method for living and building that

redefined the role ofarebitec~ retuming the profession to its former position ofspiritual

power. In bis ideal world-t the arcbitect wouid again dictate the path ofbuilding~steering

it away from the control ofefficiency back ta the artist. The beauty afhis argument was

that he round hisjustification ~thjIJ ttyhnology. He embraced the fact that science
. ". .

seemed to oever uncover the tru~ that new discoveries wouid continually open up bigger

and bigger worlds; therefore bis attached himself to the ideas ofendlessness and infinity.

G§S was bis mysticismYmity was seemingly beyond the scope ofcontemporary

technology, and it appeared as if it a1ways wouId he. Octavio paz believes that poetry

can break the constriction of technolagy upon life. George Steiner proposes that God

does exiS4 though recagnized in a less traditional way, and he postuIates hope in that

helief. [Gesier placed bis faith in infmity, and he attempted ta create a language of

symbols that everyone could recognize and understand. His desire was not to create

religious omaments; he wanted ta promote something that was as alive and inspiring as

the universe. The galaxy art works were the result ofthis desire. They aspired to capture

the essence ofthe universe through the process of their creation and to mimic it in the

final realization. His endIess architecture was intended to be organic in order to

simultaneously house this art (he aimed to retum art to the people) and to express bis

recognized universal truths ta the inhabitants.
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He believed that he had created a complete system. Yet bis architecture remained

as detached from humanity as the work ofthe functionalists. The functionaIists failed

primarily because oftheir dehumanjzing attachment to technology7 but Kiesler's failure

was that he denied the tradition ofarchitecture ta an almost equal extent. His desire was

noble, but he removed himselfso dramatically from the common understanding of

architecture that few could understand when he spoke.

This highlights a fundamental flaw in his premise. He helieved that the Endless

House would he understandable without interpretation. Even the funetionalists, as much

as they claimed to deny traditio~ still bullt utilizing a recognizable motif: Post and tintel

construction, a method that Kiesler despised but a Conn that existed al least as far back as

ancient Greece, was the mainstay of their architecture. This made them instandy more

appealing to the populace. Even Greg Lynn's computer designed meta-ball architecture,

sunHar in fotm ta Kiesler's, will probably he actualized. The Iure ofhis is that it is

completely based on advancemen~ denying any beliefother that science. So, [Gesier's

fallure is double edged. He did way of living, nor did bis building

ever expand beyond m oid ofall subjective belief, will

ultimately he built, while K.fe~:S-Wjl1
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