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ABSTRACT 

The sources of the theories underlying Czech Cubist architecture 
before World War l have been only sketchily studied to date. To 
analyze these theories and identify their sources, l focus on the 
work of architect and theorist Pavel Jan~k (1882-1956), an early 
proponent of Cubist architecture in Bohemia. The thesis 
incorporates my translation of Janâk's unpublished journal for 
1911-1914, the dominant years o! Czech Cubism. Through this 
journal and Janék's published writings, together with an 
examination of his own readings, l trace the davelopment of his 
theories, and situate his sources, within their historical 
context. Janâk was no mere imi tator of French C1.lbism but was 
concerned to develop innovative architecture that yet possessed 
both historical continuity and universal validity, thanks to its 
space-creating qualities. 

The thesis includes a facsimile of Janâk' s 
numerous sketches, a translation en face, 
bibliography of his sources. 

* * * 

journal with its 
and a complete 

Le problème des sources théoriques de l' archi tecture cubiste 
tchèque pour la période précédant la première guerre mondiale n'a 
jusqu'à présent été qU'effleuré par les historiens de 
l'architecture. Pour appronfondir ce sujet j'ai donc choisi 
l'oeuvre de l'architecte et théoricien d'architecture Pavel Janék 
(1882-1956) dont je me propose d'étudier les sources ainsi que 
les théories. La thèse comprend ma traduction de son journal 
inédit, rédigé entre 1911 et 1914, les années décisives du 
cubisme tchèque. De plus, mon travail est enrichi d'une analyse 
de ses notes de lecture, ce qui permet de retracer l'évolution de 
ses théories, d'appréhender ses sources dans le contexte 
historique. 

Janék n'a pas été à la remorque du cubisme français; il s'est 
efforcé de développer une architecture inédite, possédant une 
continuité historique et universelle gràce à ses qualités 
créatrices d'espace. 

La thèse comprend le fac-similé du journal de Janék et reproduit 
l'ensemble de ses dessins; la traduction fait face au texte 
original: elle comprend enfin une bibliographie complète de ses 
sources. 
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Translator's note. 

AlI translat ions from Czech, be they of Janâk' s journal, his 
publ ished essays, or of the secondary 1 i terature, are mine. In 
the text of the thesis, Janâk' s journal is referred to by the 
letter J, followed by the appropriate page nurnber in parentheses, 
e.g., (J33). Illustrations are nQt included in the translated 
text. 

In his journal, Janâk used several different abbreviations, as 
follows. 

Archa - abbrev. of 'architektura' (architecture); architecture in 
the English translation 

T.- abbrev. of 'troj&helnik' 
translation. 

(triangle); T. in the English 

f.- abbrcv. of '~tverec' (square); S. in the English translation 
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1 
INTRODUCTION. 

"There is a picture in the foreground, but the sense lies in the 
background; that is the application is not easy to survey." 

Ludwig Wittgenstein, PhilosQQhiçaL-1nv~s_tjgê..t !20.ê. 
Trans. G.E.M. Anscombe 

In order to address sorne of the central issues pertaining to the 

sources of Cubist theories in general, and ,T~nak 1 s theor ies in 

pacticular, the thesis is div ided into six sect ions 1 cons t st i ng 

of an introduction, four chapters and a conclusion. In the 

introduction, l briefly review the key publ ished sources that 

have appeared on the sUbject of Czech archltectural Cubism and 

examine the approach to the subject of both Czech and foreign art 

and architectural historians. In Chapter l, l discuss the nature 

and contents of Janâk's journal and their relevance to Janak's 

published theories. In subsequent chapters, l examine sorne of the 

i ·'sues that Janâk articulated as central to his theories, first 

in his journal and further, in his pub] ished essays; thcse arc 

grouped about the followin~ interrelated concerns: the question 

of spa ce perception and i ts articulation; the nature of forms 

that foster abstraction in architecture; and finally, the nature 

and possibil i ties of the relationship between two fundamental 

forms of architectural representation, the plan and the 

elevation. In addition, 1 consider the implications of Jonak's 

theories from the Cubist per~od for his ~oncurrent practice nnd 

the degree to which he was able to reconci le his idcas in the 

body of his own work. 
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My desire to focus on the intentions of so-called Cubist 

architecture in Bohemia has to do, amonq other and more personal 

reasons, with the scanting treatment given this brief chapter in 

European arcllitectural history in the secondary literature. While 

scholars such as Wolfgang Pehnt have maintained that 

archi tectural Cubism in Prague had no more in common wi t!", the 

real thing than a preference for straight lines and riqht angles, 

others have identified a strong adherence to Cubist principles on 

the part of the Czechs. It may not be significant ta try to 

pigeon-hole what Pehnt sees as "a premature and superficial 

attempt to harness Cubism in tDe service of Architecture" within 

one or another "ism," but the need to understand the sources of 

the Czech Cubist effort is of particular importance. 1 

Prague in the first de cade of the century was a city of half a 

million inhabitants, still reluctantly married to the Austro­

Hungarian empire and with a small, but powerful, German-speaking 

minority population, of which two-thirds were of Jewish origin. 

It had two universities, Czech and German, and its streets were 

dotteu with cafés in which the intellectual life of the city 

flourished. Max Brod has described Tuesday evenings at the Fanta 

house where the f irst anthroposophic loè.ge was establ ished in 

conjunction with a series of lectures given there by Rudolf 

stei~er and he speaks too of the Kant evenings which he, Kafka 

and Werfel attended regularly and at which the physicists Albert 
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i Einstein and Philipp Frank were sornetimes present. 2 

The understanding of art as the understanding oi spirit was ù 

frequent topic not just at the Fanta house. Its implications for 

the apprehension of form, articulated by Alois Riegl in his book 

spatromische Kunstindustrie (1902), were proffiulgated in Prague 

particularly by Riegl's student, Max Dvofàk. 3 Pavel Janak, one of 

the principal theorists of the Czech Cubist movement in 

architecture, derived much of his initial understanding of the 

psycho1ogical deterrninants of artistic l'reation from Riegl's idea 

of Kunstwollen, the aesthetic urge which Riegl saw as pivotaI not 

only to what was creatively possible, but what was artistically 

necessary.4 Tt was above aIl Riegl's analysis of art in terms of 

how it is articulat€d according to two basic episternological and 

r.:~rceptual categories, the haptic and the optic, an idea that was 

further explored by Wilhelm Worringer, that had a profound 

influence on the Czech Cubists and, particularly, Janâk. 

Form' s prirnacy over function 1 and i ts spi ri tuaI and perceptual 

roots 1 were strongly advocated by the Czech Cubist archi tects 

even though several, including Janâk, had studied in the School 

of otto Wagner in Vienna where they had been exposed to radically 

different views. 5 They found substantiation for their concerns in 

the work of German sculptor Adol f von Hi ldebrand whose book Tb.Q 

problem of Form was popular in Prague at the beg inning of the 

century.6 Hildebrand put his discussion of artistic form in the 
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context of visual-kinesthetic perception and of our notion of 

space and arrived at a formative principle of the two­

dimensional plane by stressing the primacy of the visual. 

Of seminal influence was the work of Theodor Lipps and his 

sens'Jal ist theory of Einfühlung or empathy. 7 The Einfuhlung 

the0ry, itself rooted in the work of another German, R. Vischer, 

saw the prjnciple of art constituted by the capacity of the 

subject to project its soul into the object. Lipp's Raumaesthetik 

allowed for this two-way passage by supplying a theory of the 

dynamism of forms in space, endowed with life as a consequence of 

our existence as subjects. Of particular significance in 

considering the way in which a subject experiences the beauty of 

form was Lipp' s exclusion of natural forms and his emphasis on 

geometrical forro. Lipps's work on the aesthetics of space was 

actively translated by the Czech architects connected with the 

Cubist movement. 8 

worringer with his dualistic theory of abstraction and empathy 

owes Lipps his point of departure as mu ch as he is indebted to 

Riegl for the latter's theory of the representation of space in 

art, particularly the the:sis of Raumscheu, a dread of space 

connected to abstraction. 9 

Before these ideas are examined further against the background of 

Janâk's writings, it is useful ta summarize the relatively small 
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body of literature which has to date addressed the phenomenon of 

Cubist architecture in Bohemia but which has only touched upon 

the nature of its theoretical sources. 

One of the important contemporary critiques of Cubist theories 

and more particul~rly, of Janak' s essay, "Hranol a pyramida" 

(Prism and Pyran' id), which is discussed in Chapter 3 of this 

thesis, came from the pen of a prominent Czech art historian, 

Vojt~ch Birnbaure (1877-1934).10 Birnbaum challenged the validity 

of Janâk' s theories on both historical and formaI grounds and 

charged the young architect with miring his supposedly "super­

natural and idealistic" theory in "primitive naturalism and pure 

materialism lt by misguidedly equating the principles of human 

creation wi th the "entirely mechanical laws of physics. ,,11 

Birnbaum rejected Janâk' s attempt to group the principles of 

Egyptian and Greek architecture under the umbrella of the more 

passive "prism" category, emphasizing that the Greeks in 

particular "poetically transformed matter by endowing it with 

characteristics not of this world.,,12 According to Birnbaurn, the 

distinguishing principle among styles was that of the "poetic 

fiction of matter," rather than form. 13 But even wh,~n taken at 

face value, the forms abstracted by Janâk as ernblema tic of the 

two major categories - the peaceful materialism of the prism, on 

the one hand, and the dynamic ideôlism of the pyramid, on the 

other,- precluded, in Birnbaum's opinion, the appearance of other 

dominant geometrical forms of expression, such as the sphere. The 
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appearance of the diagonal and the oblique in Gothie and Baroque 

architecture was a consequence, not a departure point, of the 

creative process that formed them, Birnbaum argued, and he added 

that these geornetrical means most often represented lia hidden 

rneaning of forms" that would otherwise be heterogeneous. 14 To 

substitute an ideational structure for the forms was to 

substi tute a theoretical scheme for the real thing, the style 

itself. 15 To Birnbaum, the idea that an architect could actually 

form space internally in his work and thus create a spatial fOln 

as promulgated by the "Cubists," was preposterous. 16 According to 

him, one could only develop a new architectonie form in relation 

to something perceivable by the senses and this "something" could 

only be matter. While not condemning the theory itself, Birnbaum 

reproached Janâk with a lack of historical knowledge as well as 

with a lack of logic in constructing a faulty argument. In a 

recent monograph on the history of Czech Cubism, the author 

Miroslav Lama~ suggests that Birnbaum's art historical criteria 

were inappropriate to examine Janâk's theories, since these were 

deliberately conceived as a manifesto of a program and, as such, 

were not subject to the requirement of logical consistency sought 

by Birnbaum. 17 

Another prominent theorist who critiqued Janâk and other 

architects engaged in the "Cubist" experiment was Rarel Teige 

his (1900-1951) who devoted a separate chapter to it 

influential work, Moderni architektura v éeskoslovensku 
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Architecture in Czechoslovakia). 18 Teige perceived the "Cubist" 

experirnent in Czech architecture as a formaI ist reaction by an 

"independent, special, original and interesting, though in 

principle delusive, school" against the "decorative and the 

folkloric of the Secession on the one hand" and "the utilitarian, 

rationalist and constructivist tendencies of the work of Loos and 

Kot~ra," on the other. 19 Teige' s review correctly identi f ie'd the 

principle tenets of the "Cubist" rnovernent as the "plasticity and 

rnovement of forrns" and belief in the necessity of an "abstract, 

spiritual, drarnatic and dynamic form in architecture." Teige also 

percE'pti vely underscored the influence Prague i tsel f exerted on 

Cubist architects. It was the Gothie and Baroque image of Prague 

that the "Cubists" found particularly powerful. The attraction 

the Baroque form held for the "Cubists" was, in Teige's opinion, 

predicated on the "dramatic quaI i ties" of the Prague Baroque, on 

the powerful spatial and dynamic values of the city itself. The 

slogan "Za scarou Prahu" (For the [preservation of] old Prague), 

promulgated by the club of the same name in its publication, 

found a powerful defender in Janak; in his bibliography, one can 

find close ta two dozen articles on the topic between 1906 and 

1914. 20 

Teige raised a serious accusation aga inst the "Cubist" 

experiment, postulating that as a whole, it was "barn of a basic, 

alrnost absurd lack of understanding of both the principles of 

Cubism and of archi tecture. ,,21 According ta Teige, this 
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"aesthetic misunderstanding" consisted in that "only a surface 

formula was deri.ved from Cubism and that the oblique rh~'thm of 

secondary, late Cubist paintings was taken as a formaI departure 

point. ,,22 In Teige' s opinion, (which must be considered unjust), 

Czech archi tects overlooked the only lesson that Cubism could 

give them, namely, "the faith in geometry, in Cezanne's truth of 

geometrical archetypes.,,23 For Teige, the "spiritual and romantic 

v ,ewpoint" of the "Cubists" was only seemingly related to the 

Gothie and Baroque vision while in fact, its greatest affinity 

was w i th the Secession. The Secession' s "disregard for material 

and functional requirements" and the free sculptural technique of 

its architectural manifestations were considered by Teige to be 

the connecting link to Czech "Cubism." Teige perceived the 

"machinist romantic aesthetic of Van de Velde" and Lipps' sand 

Worringer' s Einfuhlungstheorie as catalysts of a "delusionary 

idea:" to try to express movement through architectonie 

composition and through fluctuation of plastic forms. ,,24 For 

Teige, the ultimate culmination of this romantic delusion became 

"the fantastic formaI anarchy of German Expressionist 

architecture. ,,25 Teige correctly points out that the Czech 

"Cubist" experiment attracted interest precisely in the two 

countries with whose avant-garde it exhibited the greatest 

affinitiesi he reports on a positive reaction to the "Cubist" 

experiment of Paul Fechner in his book Der Expressionismus and on 

the laudatory comments by the Franco-Italian author Riciotte 

Canudo in his short-lived periodical Montjoie!26 Referring to the 
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1 parallel occurence of Duchamp-Villon's Maison Cubiste at the 

Salon d'Automne of 1912, Teige, also correctly, makes the 

distinction between the "cubistisizing" model of Duchamp Villon's 

house and the earlier, conceptually more "consequential" efforts 

by the Czechs. 

Even though he criticized the concomitant lack of "purpose, 

objectivity and logic," Telge clearly understood the distinction 

between Duchamp-Villons's attempt to create an architectonie 

detail based on the traditional overall disposition of matter 

within the building and the way in which tlle Czech architects 

"penetrated more deeply into this matter and modelled the entire 

building as a compact abstract sculpture. II27 Teige emphasized the 

Expressionistic leanings of the "Cubists" and their adherence to 

the German romantic legacy, that spurred the Expressionists' 

attempt to express the "battle between spirit and matter, Il as 

described by poelzig. 28 Embodied in Czech "Cubist" architecture, 

in Teige' s view, was the "decadent Gothie soul, not the soul of 

the Gothie master-builders, but the soul perpetuated by Rornantic 

literature ... it was, much in the way of other forms of utopian 

Expressionist architecture, more mythology than architecture.,,29 

If to free themselves from Naturalism was a common goal shared by 

Cubist painters and sculptors, then the Cubist exper irnent in 

architecture identified Naturalism with the conforrnity to 

function and opposed i t as su ch . And f inally, if function was 

represented by plan, then the "Cubist" elevation represented the 
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spiritual act of making. In Teige's view, its claims to dynamic 

expression were nothing but lia totally subjective rhythm of 

forms. ,,30 This Il false Baroque spiritual ism," this "resurrected 

Secession," Teige ultimately saw as an "original, but delusive 

nesthetic formula." 

In the years following World War II, the oppressive intellectual 

cl imate in Czechoslovakia allowed li ttle space for scholarly 

investigation of the nature of Czech cubist architecture and even 

less for that of its theories. The 1976 exhibition, ~esky 

kubisticky interiér [Czech Cubist Interior] at the Museum of 

Appl ied Arts in Prague helped to publ icize the contribution of 

the Cubists to Czech modernism and the essays included in the 

exhibition's catalogue touched briefly on the theoretical aspects 

of Cubism. 31 

The first monograph on Cubist architecture was written by the 

Czech-born British architect Ivan Margolius and published in 1979 

under the title Cubism in Architecture and the Applied Arts: 

Bohemia and France 1910-1914. 32 In a brief section pertaining to 

the the ory of Czech Cubism, Margolius deals, though only in a 

cursory way, wi th the sources of these theories, mentioning, 

among others, Albert Einstein's influence on the work of Janak, 

Hofman et al. While it is true that Einstein did teach at the 

German Technical university in Prague in 1911, at the time that 

the Cubist theories were elaborated on the pages of Um~Hecky 
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1 m~sl~n.ik, st yI and elsewhere, there is no ev idence that would 

justify the tenuous assumption that Einstein' s teachings were 

directly related to the purGuits of the Czech Cubists. 

In the 1982 Electa publication, 

archi tetture e interni, contributors Mi lena Lamarova, Franço i 5 

Burckhardt and Olga Herbenova atternpted to deal in more detail 

with the influences and sources of the theory of Czech Cubism. 33 

Lamarova in particular reviewed the scientific, cultural and 

political climate of the turn-of-the-century Prague in which 

nascent Cubisrn would gradually take hold She ernphasized the 

sympathetic reception as weIl as the phenomcnological 

interpretation of Cubism by prominent Prague inteilectuais such 

as artist and critic Josef ~apek and author Richard Weiner. She 

also underlined the role of intellectual initiation Cubism played 

in the work of Prague Cubist archi tects. "Il piano geomet r ico 

unidimensionale della pittura cubista costitui l'elernento 

gnoseologico fondamentale, il mezzo di una conoscenza e di nuova 

visione (non ancora di una organizzazione) deI mondo.,,34 

And yet, this "ultimate romantic conception of moclernism in pre­

World War l Europe" was tempered by a "certain mathemat ical 

precision, rawness and vigourous coarseness" in its cr€ators. 35 

Another important factor that Lamarova treats only briefly is the 

undeniable influence of the pronounced Gothic and Baroque 

character of the city of Prague. Still, che ideais of Gothic and 
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Baroque architecture were vital ta the elaboration of Janak's 

theories and their perceived continuity was crucial to the 

Cubists'conception of rnodernity. Larnarova speaks vaguely of the 

osmotic influence of the medieval tectonic legacy on the cubists, 

but Janak's journal provides irrefutable evidence that the 

examination of Gothie and Baroque principles was at the very core 

of his thinking between 1911-1914. Other noteworthy factors 

discerned by Lamarova include the interest in Eastern 

Ci rchl tecture eas ily traceable in Janak' s wri tings, and perhaps 

best dncumented in their extensive study on Indian architecture 

by writer and critic Karel ~apek and architect Vlastislav 

Hofrnan. 36 In this essay and in her other writings, Larnarova also 

makes the important connection between the evolution of the 

Prague Cubist idiom and that of modern dance, articulated by 

Isadora Duncan, Slovak-born Rudolf von Laban and Jacques 

Dalcroze. 37 Dalcroze's writings in particular are included arnong 

Janak's readings recorded in his journal. 38 

A majo.: recent rnonograph by Czech art historian Miroslav Larna6 

provides the most comprehensive overview ta date of the Czech 

Cubist groups Osma [The Group of Eight] and Skupina vytvarnych 

um~lcô [The Group of Plastic Artists].39 In addition to an 

an;;lysis of the work of the Cutist architects, among others, 

Larna~ reviews the critical contribution of both dornestic and 

foreign authors to the history and theory of Cubist architecture, 

citing, for the latter group, the exarnple of Friedrich Czagan's 

12 

• 



article "Kubistische Archi tektur in B5hmen" and Woi fgang Pehnt' s 

Die Architektur des Expressionismus. 40 It is Lama~'s contention 

that while the domestic analys':'s might have been sometimes toc 

parochial and self-serving, the foreign critics often disregarded 

or misunderstood the specifie local conditions of the 

introduction and pursuit of Cubist ideals in Bohemia. 

Since the advent of the 1966 exhibition Paris-Prague, a number of 

domestic and foreign exhibitions with their catalogues have drawn 

attention mostly to the visual aspect of Cubist architecture and 

the applied aLts. 41 Assorted articles by Lamarovâ, Vokoun, 

Bene~cvâ and others have also appeared, invariably favouring the 

practical aspect to the theoretical. 42 

In 1985, the Museum of Decorative Arts in Prague published a 

Festschrift honJuring the hundredth anniversary of the birth of 

Pavel Janâki this was the product of a 1983 symposium that 

concluded in an exhibition of the architect's work. 43 Included in 

the selection from Janâk' s wri tings were ha 1 f a dozen essays 

vlritt.en between 1909 and 1913, at the very time when he bcgan 

reflecting on his experience with, and reaction to, the 

Wagnerschule and when he elaborated his own concepts of the new. 

Also included in the Festschrift were seven contributions by 

Czech art and architectural historians Toma~ Vl6ek, Milo~ 

Pistorius, olga Herbenovâ, Rostislav ~vdcha, Antonin Tenzer, Jifl 

~ev~ik and Jiti ~etlik, each in turn addressing different aspects 
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of Janak's work. 44 It was Herbenova's brief summary of Janak's 

journal and her concluding comment that this important document 

is yet to be analyzed that both inspired and prepared the ground 

for the present thesis. 45 

As is evident from the above summary, the scarcity of sources for 

the theoretical underpinnings of architectural Cubism in Bohemia 

and the theoretical work of the individual architects involved in 

the Cubist movement, 

investigations. 

calls for a series of detailed 

My original contribution consists in exploring the hitherto 

unknown primary source for the clues it can provide to the 

conceptual and literary background of one of the foremost 

representatives of Czech architectural Cubism. 
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Chapter 1. 

.. 
THE ARCHITECTURAL JOURNAL OF PAVEL JANAK, 1911-1914. 

"They say \vhat l do is medieval. What about it? What matters is 
that l believe in it right now. l would have found it even 
without the Middle Ages. The mind always moves." 

Pavel Janak, Journa~ (1918) 

Why would a man who was later hailed by his compatriots as one of 

the most rationalist architects of his generation have dreamt in 

his journal of the architecture of "castIes in the air which are 

built without foundations, without support, without gravit y" 

(J64). Why would he feel that "more beautifttl than a castle bu il t 

is a castle in the windi more beautiful than a tangible tower, a 

tower impossible, conceived so that it is unbuildable, that it 

wouldn't stand?" (J42) Janak's journal is above aIl a record of 

his personal reflections and feelings about architecture, of 

thoughts not yet logically incorporated into a theoretical texte 

At the same time, however, it contains virtually all the central 

ideas out of which his key essays of the Cubist period were born. 

Among others, "Prism and pyramid," "Renewal of the Facade" and 

"Of Furni ture and Other Issues," three essays publ ished between 

1911 and 1913 in Um~lecky m~si6nik (Art monthly), the principal 

forum of the Czech Cubists, are adumbrated and articulated in 

Janâk's journal of the same period. 1 

The 165 pages of the notebook are divided into four sections. The 
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actual journal (pp. 1-91) contains diary entries, notes, drawings 

and sketches starting November 27, 1911 and ending August 25, 

1914. 2 

Many of Janâk's journal entries are based on his readings in this 

periodi over one hundred and fifty titles of books he read 

between 1911 and 1914 are recorded both through the text and in a 

second, separate section, revealing a persistent and thoughtful 

investigation into the nature of architectural expression. In 

fact, nowhere is his desire for continuity, integration and 

understanding of historical princip les more obvious than in the 

ensemble of literary sources he brought together in the body of 

his journal. 

The third, brief, section mostly contains excerpts from books, as 

weIl as accounting notes, records regarding purchases of 

materials, and competition notes. 

The fourth section is organized in the form of an alphabetical 

directory, listing names and addresses of artists, architects and 

critics with whom Janak corresponded as editor of §tyl and co­

editor of Um~lecky m~si6nik. Such familiar names as Guillaume 

Apollinaire, Henry Kahnwe~ler, Herwarth Walden, Adolf Loos, 

Ardengo Soffici and a number of prominent Czech artists and 

archi tects such as otto Guttfreund and Vlastislav Hofman are 

included here . 
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.. 
While seeking an appropriate spatial and formal expression and 

one adequate to his time and place, Janak sought above all a 

continuity of intention, or rather, of certain intentions which 

he considered crucial. "Architecture," he wrote in his diary of 

1911, "is a visible, permanently active force. When something is 

more visible, it is due to this force, when something should be 

made more visible, the force has to be acti vated." (J6) How to 

make space visil"le is a conundrum that reappears frequently in 

Janâk's journal. By what means can we conjure space extended 

beyond us, trace out and represent depth ? An architecture that 

compromised its own visibility was, for Janak, synonymous with 

bad architecture, as evidenced for instance by his criticism of 

the interior of Schinkel' s Konigl iche Schauspielhaus in Berl in 

(JI3), the space of which he compares to an "elephant' s trunk, 

meandering, unapprehensible (i.e. invisible for the eye) and 

imperceptible ... 3 For Janâk, the dichotorny between man and nature 

stemmed from his conviction "that while we and everything we do 

belongs to Nature in general and while we are able to observe 

others and are ourselves observed, we are not visible to Nature." 

(J36) His assertion that "we as subjects are part of Nature ,md 

differ from it only by being able to see it" (J37) falls short of 

Cézanne's recognition of 'Nature on the inside' which, as noted 

by Merleau-Ponty, highlights a "secret visibility in the bOdy.,,4 

His conception of architecture clearly anchored in the realm of 
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visual perception, Janak explored a certain number of recurring 

themes in his journal, many of which provided the initial ground 

for the architect's seminal essays of this period, and in 

particular for his "Prism and pyramid" (1912) and "Renewal of the 

Facade" (1913) which are analysed in subsequent chapters. While 

it would be difficult te summarize the rich spectrum of his 

reflections, notes and accompanying sketches, it will be useful 

to indicate the principal preoccupations that permeate Janak 1 s 

thinking of this periode These include, under the unifying theme 

of geometry, a host of specific questions: prebing the axial 

disposition within certain geometrical ferms; enquiring into the 

visual and tectenic possibilities of different forms, 

particularly the triangle; examining the concept of internaI 

unit y in the centext of geometric ratios determined by 

triangulation; explering what constitutes the dramatic quality of 

architecture; investigating the principles of formation and 

defermation in the l ight of Riegl' s concept of Kunstwollen and 

against the designs of specific architects (e.g. Van de Velde); 

examining the nature of sculpture as inherent in architecture and 

that of the concomitant subject of drapery as an example of an 

optical imbuing of matter with life; and, repeatedly, focusing on 

the difference between the optic and haptic perception and on 

their relationship to the articulation of a longitudinal or 

central plan. 

Fragments of broader aesthetic considerations in Janak's journal 
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refer to possible ways of thinking about matter; the impact of 

art on matter, the primacy of abstraction over objectivitYi of 

the conceptual over the factual; and of spirit over technology. 

Albeit sketchiIy addressed, the question of internaI unit y, and 

of the nature of beauty and of creation, also appears in Janak'~. 

journal. These fragments cannot be extrapolated into a coherent 

body of philosophical thought. They are, however, indicative both 

of the nature of Janâk's deliberations and of the broader context 

of the sources that had informed them. 

In spite of the concurrent exhibitions, correspondence and 

personal exchanges between the Prague and French Cubists, little 

in Janâk' s journal and his reading from this period indicates 

that his personal theoretical reflections were radically 

influenced by Picasso and Braque's circle. In fact, the only 

overt reference to the work of the French Cubists in Janak' s 

journal is clearly critical of the three-dimensionai quality of 

their work. To quote Janâk, "even painting falls often victim to 

the system of corporeality: it portrays the truly piastically 

conceived things (Picasso) and it isn't optical enough." (J37) 

This statement, consistent with Janâk's preference for the visual 

and the planar, seerns to be indicative of his l~ck of awareness 

of the ernphasis on tactile values among the Cubist painters. 5 

For Janâk, the means of artistic creation had a dual origin, 

simultaneously physiological and psychological. In the Summer of 
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1912, Janak postulated in his journal the ide a that art 

approaches things from the outside rather than inside (J22), a 

statement that directly seemed to contradict Berlage's principles 

as expounded in his Grundlagen (1908).6 The end result, 

frequently considered by contemporary theorists, particularly 

Hildeorand, Wolfflin and Worringer, was relief which for Janâk 

represented enrichment, animation (J35), and the means of 

projecting Kunstwollen into matter. For him, relief existed 

exclusively in relation to the human eye (J51) as an essential 

reduction of reality, a form standing midway between matter and 

the eye, a confrontational battlefield of creation. 

Impression rather than expression is Janak's concern, impression 

"which is sc·mething like a negative imprint of things, an imprint 

in the air, in perception, as if, instead of the consoles of a 

cornice, we saw and perceived their shadows, that which is left 

behind. R (J25) Similarly, a Greek temple is described 

perceptually in the journal as an impression of a sectional view 

of the building, concerned not with "an artistic cut through the 

object, but with a tracing of that which is behind. Il (J60) 

Much of Janâk's concern with the tracing out of space beyond us 

was related to the specifie possibilities of contemporary 

archi tecture. "It' s impossible that that which is inside the 

building could be perceived from the outside," he maintained 

initially, "because a building always stands in a different 
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relationship to the interior than to the exterior: finite in the 

former case, infinite in the latter. Or could that which 1 live 

in be turned inside out?" (J49) 

The insistance on frontality, on a fixed visual stand, which was 

undoubtedly influenced by the writings of Alois Riegl and 

particularly his Spatromische Kunstindustrie, permeated the 

formulation of Janâk' s ideas in his journal, placing him almost 

invariably in the role of a f ixed observer. This f ixed v iew is 

fundamentally different from Hildebrand's interpretation, for 

example, in which relief is a succession of readings from 

different standpoints 50 that the observer is able to experience 

the work of art as a duration in time.,,7 

hnother interesting aspect of the reflections in Janâk' s journal 

touches upon the anthropomorphic element in architectural 

thought. Bùildings for Janâk grow vertically or horizontally 

based on directions that are either perpendicular to our forchead 

or parallel with it (J49) , as if the rest of our body didn't 

existe only exceptionally does he ûngage the body in the 

experience of the building, as when he notes, in relation to the 

longitudinal plan, that the l'OWS of profiles are ordereù one 

behind the other and that this perhaps "means something 

indicating the movement of walking through it." (J60) For Janâk, 

the conception of space is fundamentally optical, "it originates 

as a reflection of matter ... of certain rays, because only after 
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it is constituted as a work [of art] out of the whole infinite 

space, only th en space is extracted out of cosmos." (J51) 

Janak pursued the idea of the primacy of the optical perception 

to the point of assigning it a dominant role even in historical 

terms "Part of the world view is what we ourselves see in 

history and what we can use from it. The third plane is what we 

see now, most recently. It has become our world view. The eye has 

}.ecome sensitive to it, needs it and that is why it will be 

created." (Jll) 

Janak' s eclectic, anti-h istoricist, approach resul ted both from 

his formaI studies and from the extensive reading prograrn he had 

devised for himself. In his journal, as in his early essays, he 

attempts to integrate his own experience of the Wagnerschule and 

particularly of certain characteristics of its program, including 

the emphasis on a comprehensive theoretical foundation and on the 

intuitive approach to specifie design problems. Of the different 

areas in which the research of Wagner's students was focused, the 

problem of forro, in aIl its aspects, as weIl as the relation of 

form to construction, clearly preoccupied Janâk the most. 8 His 

readings, in turn, were chosen to elucidate the same issues, and 

Janak seemed particularly keen on selecting titles that often 

combined both historical and formaI perspectives. While a few 

overall conclusions are drawn in the journal, evidence of Janak's 

attempt to see progress in architecture evolving through 
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different stages of integration is suggestively present in the 

ensemble of his illustrated text. 
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1. "Hranol a pyramida," Um~Hecky m~sic~nik 1 (1911-12): 162-170; 
"Obnova prôteli," umlHecky mêsi~nik 2 (1912-13): 85-93; "0 
nabytku a jiném," umélecky mési6nik 2 (1912-13): 21-29. 

2. While no official numbering exists, chronologically this is 
no.5 in a series of ten notebooks and sketchbooks deposi ted in 
the archive of the National Technical Museum (NTM) in Prague, and 
spanning the period 1909-1919. The exceptional nature of the 
journal Jan~k kept between 1911 and 1914 consists in that it 
combines both text and images in a coherent and continuous manner 
over an extended period. In this it is unlike the other Jan~k 
papers or fragments of documents preserved by the NTM. Only the 
first part of the journal is translated and used here for the 
purposes of the thesis. Part 3, containing a record of Jan~k' s 
readings during this period has been re-arranged alphabetically 
in Appendix 1, to make it more accessible. 

3. The image on which Janak based his obs8rvation carne from a 
book by Fritz stahl, Schinkel (Berlin: Wasmuth, 1912), listed on 
p.119 of Janak's journal. 

4. Maurice Merleau-Ponty, "Eye and Mind," in The primacy of 
Perception (Evanston: Northwestern University Press, 1964), 164-
167. Merleau-Ponty compellingly discusses the question of 
reciprocity that exists between the manifest visibility of 
objects and what he calls the "secret visibility" of the same 
objects in the human body, a visibility that brings out the 
artist's ability to represent them. 

5. For discussion of tactile values in Cubist painting, see for 
example, Linda Henderson, The Fourth Dimension and Non-Euclidean 
Geometry in Modern Art (Princeton: Princeton University Press, 
1983), 87 ff. As Henderson points out, it was Jean Metzinger who, 
in his Note sur la peinture (1910) remarked, in describing 
Picasso's Cubist work, on how the artist joins "to visual 
perceptions ... the tactile perceptions. Il Henderson argues that 
both Metzinger and Gleizes associated the tactile values with 
higher dimensions of space and that this association stemmed from 
their reading of Poincaré and his articulation of three types of 
perceptual space: visual, tactile and motor. 

6. For a discussion of Berlage's rejection of articulating his 
designs "from outside in" see Hendrik Petrus Berlage, Grundlagen 
und Etwicklung der Architektur (Berlin: Bard, 1908), 68 ff. As 
emphasized in the secondary sources suchas Cornelis Van de Ven, 
Spa ce in Architecture (Amsterdam: Van Gorcum Assen, 1978), 145-
148, Berlage's rejection of this approach symptomatic of the 
eclectic styles was largely based on his desire to represent 
reality in his design. While Janâk was strongly influenced by 
other principles expounded by Berlage, particularly those 
regarding the geometric laws of proportion, his representational 
intention was an antithesis of Berlage's. 
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8. For discussion of the types of research conducted by Wagner's 
students, see, for example, otto Antonia Graf, "Wagner and the 
Vienna School, in The Antirationalists (London: Architectural 
Press,1973), 85-96. 
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Chapter 2. 

BETWEEN PLANE AND SPACE 

"Between the design of the painter & that of architect there is 
this difference that the Painter by the exactness of his Shades, 
Lines and Angles, makes the part seem to rise from canvas, wheras 
the Architect, without any regard for the Shades, makes his 
Relieves from the design of his platform as one that would have 
his work valued, not by the apparent perspective, but by the real 
compartments founded upon reason." 

Alberti, Ten Books, Book II 
Trans. Giacomo Leoni 

What Janâk called his concern for "spatial recording of life" was 

explored in considerable detail both in his published essays and 

in the raw material of his journal. Janâk's intention seemed to 

have been both to abstract space into a surface vision (J13) and 

to construct it with pl anar elements. This pictorial re­

presentation of space he explored, on the one hand, through 

geometrical means and on the other, through analogies with 

various art forms that to him closely paralled the architect's 

concerns. ForernJst among these art forms he considered relief 

sculpture, formation of drapery and the treatment of drama, 

subjects to which he returned consistently. 

The parallels he found for the process of "abstracting sculpture 

into a surface vision" and that of drama (J12-13), were 

predicated on the fact that they shared the same initial three­

dimensionality in life, yet, transformed by abstraction, achieved 

the representation of aIl that was essential to them by means of 
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1 superimposition. The actual process is related by Janak in his 

journal in the form of reflections upon several performances he 

attended at the National Theatre in Prague during this period. 

wild~'s Salome (J21) and, particularly, A Trilogy of Dubrovnik by 

popular Croatian dramatist and prose-writer Ivo Vojnovié (J25-

26), reveal how fundamental Janak found the conception of 

superimposition in the drarnatic fabric and its ab st ra ct re­

presentation "in the limited plane of the stage, defined as a 

picture frame" (J12).1 

Superimposition appears repeatedly in Janak's journal as a means 

of conveying what he calls "the erection of content" as distinct 

from "growth." optically based (JI), superirnposition is a means 

of making the internaI content visible externally and its 

conception is eloquently illustrated by Janak's drawings of San 

Marco in Venice (J70) and the resulting interpretation in which 

the architect no longer attempts to understand the fa cade 

structurally, but rather as "a paraphrase of what is behind, i.e. 

a transposition of the real content behind the facade into the 

plane in such a way that each part is superirnposed not on, but 

above the other." According to Janak, such superirnposition 

"signifies perhaps the sequence of things for the imagination." 

Gothic architecture, both as directly experienced by Janak and as 

contemplated in his rnany readings of this period (Appendix 1) 

provided Janak with a rich register of powerful examples of the 
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dramatic, i.e., space forrning-qualities of superimposition (J2). 

In Gothic, he wrote in his journal, "the entire pinnacle system 

can be explained by this. Pinnacle architecture is always 

superimposed so that one can always see it in its entire depth." 

A major literary source supporting the idea of superimposition 

was undoubtedly Ruskin's stones of Venice, which Janâk listed in 

a German translation in his adjacent reading liste (Appendix 1)2 

Not only did Ruskin devote a special chapter to superimposition 

in his book, dividing it into an anthropomorphic type (weight on 

lightness) and an arboromorphic one (lightness on weight), but it 

is aiso possible that Janâk's drawing of the West facade of San 

Marco was actually adapted from a plate in Ruskin' s book. 3 

Superirnposition is aiso active in raising "a certain idea of 

architecture" (J62) represented in Janâk's journal by the example 

of the Pisa Cathedral, anether case possibly inspired by Ruskin's 

reference te it. 4 

Raising or lowering the base of certain works of architecture 

(the Trevi feuntain and the Spanish steps are given as examples 

here) in order "that pictorially [the elements] would be 

superirnposed wi th sufficient clari ty into the overall figure ll 

represented for Janak the necessary clarification that allows the 

observer te situate architecture as spatial rather than planar: 

it presents itself to the eye in a street situation (J61). 

Superimposition Janâk articulates as a means to abstraction (J59) 
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and again, he illustrates this with a veduta of a medieval city 

in which "the cathedral grows above the houses," and in which the 

unfolding picture is aIl the more powerful "if we first see the 

facades of the houses, then the roofs and finally the cathedral" 

(J59). By comparison, a linear ordering lacks the dramatic 

quality capable of representing the essential. 

Nowhere is this essential compression more significant than in 

the phenomenon of relief, a form that mediates between plane and 

space. "The shape is on the surface, the matrix behind it," is how 

Adrian Stokes described in his own work this "dramatized form of 

carving," which is discussed with reference to the example of the 

Tempio Malatestiano (San Francesco) at Rimini, designed by Alberti 

and with interior sculpture by the Florentine sculptor, Agostino 

di Duccio. 5 To express optically the values of sculpture in the 

round through the medium of relief is to express essence in a tight 

abbreviation, to add significance. "'rhe relief system denoted 

enrichment, animation" Janak noted in his journal (J35). Speaking 

of Basilica Vicenza, Janak reflected in his journal about what he 

perceived as Palladio's effort ta turn to "more camplex internal 

structures" that in turn generate a more complex outl ine and 

transfarm the plane of the basilica into a single powerful relief 

(J46). The strictly aptical experience of relief (J50), the one­

sided view that Janak perceived as its "generic condition" made 

relief the essential "reduction af reality for the eye," yet, by 

the same token it empowered lia higher de'::Jree of real things" to 
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appear "where in and out of them a relief begins."(J51) The bound 

frontal view adopted by Janâk stopped abruptly at the matrix. 

"Conclusive for the 'pro-relief' decision," he wrote, "is also the 

fa ct that creation occurs between man and object. The man is guided 

in a single direction: by his eyes which can only look in one 

direction and by his hands which are extended and acting, tactile 

eyes in the same way that the eyes see the hands." Elsewhere in the 

j ou rnal , Janak stated that "t.he thing can grow in this one 

direction because it is nourished by the moisture of the eyes and 

the sun of the feelings, whereas nothing comes from the other 

direction." An anthropomorphic interpretation of relief gave Janak 

the impetus to consider the human face as an example cf relief 

creation. (J7'5) "The head is a sphere containing functional organs 

in its interior and yet their endings are one-sidedly summarized 

on the surface of the sphere." According to the evidence provided 

by the journal, Janak perused the Cesariano edition of Vitruvius, 

(JlI0) and he rhetorically re-framed the question that Schmarsow 

took to its ul timate conclusion: "What can one der ive from how 

arms and legs are ordered, from the way they move and what is 

their disposition in the likeness of man." (J76) 

VI timately 1 as a constructed essence of reality and a "bearer of 

will," relief becomes for Janak the expression of "modern form" 

(J86) with its concommitant one-sidedness determined by optical 

laws. 
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Drapery is another artistic form that Janak uses as a metaphor for 

the artistic intervention into matter. Unlike the carving process 

inherent in relief, drapery represents the reverse aesthetic 

category of modelling. As a form, it was explored particularly 

since the early Renaissance both in art and in prominent treatises 

of the Quattrocento, including Alberti's De pictura and Filarete's 

Trattato di Architettura. 6 

Janak returned often to the possibilities of drapery in his 

journal and he eventually also published a short essay on the 

sUbject. 7 In April 1912, he first described drapery in his journal 

as "something very interesting and suggestive" that for us, "is 

something more than an inert fabric," it is "material visually 

transformed by movement, into which the action (process) has been 

integrated. The same volume, the same surf.tce of material is 

contained in the drapery, but what is visible to us are only those 

parts and folds which are essential and which carry action. Drapery 

represents the most dynamic possibility of material, the degree to 

which the material can be imbued with life." (J15) It is also "the 

realization of both the motional and formaI possibilities of 

rnaterial, inherent in the inanirnate surface." (J16) In his essay, 

Janak expanded this notion to emphasize the time element inherent 

in the draping process. "If something happens to the fabric, if it 

is moved, gathered or participates in an action of sorne sort, e.g. 

involved in a movement or carrying it, aIl of which is already 
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anchored in time, it becomes drapery, something of a hiqher degree 

than the fabric i tsel f, becaflse i t becomes a creation Ollt_ of the 

fabric. ,,8 

The ability to "accept and acknowledge the surface as draped" 

constituted for Jamik a crucial distinction that separated the 

'new' conception of architecture from an "earlier understanding of 

surface as inanimate." (J16) A fascination with the relationship 

between a quantitative sameness of material and its qualitative 

trans formation through an intervention of force, and wi th the 

capacity, inherent in the folds, to record movement "that carries 

over in the direction perpendicular to the direction of force" 

(J17-18) repeatedly led Janâk to emphasize the animistic aspect of 

the relationship. "Only Naturalism," he wrote, "is afraid of [the 

use of] drapery. They paint bodies and drapery th en covers them, 

dresses them from the top. with a nude, they don't know what to do. 

It's because they do" not think that Nature is alive. Drapery, 

however, is as active as an arm or a leg= it moves or is moved by 

the action of the body." It is also moved by spirit (J17-18). 

Janâk expanded this conception in his essay to read that 

drapery attracts us in particular by this latter 
characteristic, the spiritual quality. Drapery further 
represents the realization of the kinetic and formaI 
possibilities of fabric, its maximum possibilities: how 
much life can be invested in fabric. At the same time, 
drapery originates from the possibilities of which the 
material of the fabric is capable (this binds it ta its 
basis, Nature and its place in it): it therefore still 
maintains the limits of the law of material, while at 
the same time, fulfillinq it to the limite Drapery is a 
permanent witness to the wonders of the world: how the 
active and live is transformed in the optically plastic 
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and permanent and how it is legible in it. Finally: 
drapery campared with fabric is something candensed, 
spatially campressed and more prafaund in general. 

In drapery, as in sculpture, this action is transforrned into the 

abstract "erection of content" and "the quality of rnovement is 

transformed into an optical quality." The notion of internaI unit y 

between material and its transformation by spirit, to which Janak 

returned through much of his writing, is contaL1ed within this 

nexus. (J18) The painterly style of Baroque, discussed by Wolfflin 

in his book, Renaissance and Baroque, implied the same play of 

light and dark, carrying with it rnovernent and creating a strong 

"illusion of physical relief," in which "the different objects seem 

to project or recede in space. ,,9 WOlfflin, whose book first 

appeared in 1888, was probably known to Janâk through one of the 

subsequent expanded editions (1906 or 1908), and considerably 

influenced his thinking. 

Not only were Janâk's thoughts pertaining to the mediation between 

plane and spa ce part of the Zeitgeist and of his investigation of 

literary sources, several of his close collaborators aiso actively 

engaged in this pursuit. The most notable exarnple is perhaps the 

essay "PIocha a prostor" [Plane and space] by the Czech sculptor 

otto Gutfreund .10 Using as his departure po int the comparison 

between the work of a painter and of a sculptor, Gutfreund focuscd 

on sight as the comrnon rnediator between subject and object in the 

work of both. Yet the resui ts of both forms of art di ffer. 

"Sculpture is not a dematerialized reality as is painting, but 
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rather a materialization of images originating from within."ll A 

close relationship to dance underscores the process in which "the 

sculptor realizes an image in real space and in a tangible forro ûnd 

[by doing so], arrests the fluidity of action by materialising 

space." The dance of Salome verges on the sexual act and thus 

adumbrates a higher, more abstract, expression embodied in rhythm. 

As perceived by Gutfreund, this dynamic shift away from the 

corporeal third dimension is symbolized in the goals of modern 

sculpture: "to substitute a real volume with an illusionary volume 

- plane. This "new sculpture" is no longer weighed down by its own 

volume, since volume is replaced by plane and consequently "does 

not know the force of gravi ty. Il This shift of the centre of gravi ty 

inspired by Baroque is visible in the work of Rodin and Bourdelle, 

Gutfreund noted, and it brings their \'lork "to the limits of their 

static possibilities." In the conclusion of his essay, Gutfreund 

asserted what Janâk repeatedly attempted to articulate in his 

journal. "The relief quality in the new sculpture is often 

criticized as a lack of the three-dimensional understanding. The 

new sculpture is relief-like above aIl in its tendency to contain 

from one point aIl the richness, in its effort to enrich one view 

with the suggestions of multiple others, in its effort to behold 

aIl wealth in each gaze. 1112 Janâk's drawing of a cubist portal 

eloquently illustrates Gutfreund's thesis. 13 

The debate over the coherence of the relief form and its optical 

determination was, particularly in the case of Janâk, strongly 
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influenced by Riegl. What Riegl saw in relief sculpture was above 

all an ideal of self-containedness. 14 This ideal he saw rnost 

strictly ernbodied in Egyptian reliefs; eventually modified in 

classical relief to include a sense of space in which the figures 

are grouped: and finally, modified again in late Antiquity to 

ernphasize more fully the "spatial niche" in which the figures are 

set. 15 By drawing parallels between the conception of early relief 

and a "near-sighted" view; between classical relief and a "norrnal­

sighted" view; and finally, between late classical rel ief and a 

"long-sighted" view, Riegl was able to reinforce his ideal of 

optical coherence still further. 16 In Janâk's interpretation, 

however, these latter distinctions are blurred. His pr incipal 

inte:rest in relief is deterrnined by what he sees as relief's 

potential to somehow integrate the essence of the interior of the 

building in its exterior and thus overcome the dichotorny of the 

tactile and the optic. 
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1. According to the date in Janâk's journal, he must have se en 
the third performance of Salome (3.6.1912) directed by Jaroslav 
Kvapil and with the Russian actress and dancer Olga Vladimirovna 
Gzowska, a rnember of MCHAT and a one tirne student of Isadora 
Duncan, in the leading role. The unanimously enthusiastic reviews 
emphasized the "rneloplastic" nature of Gzowska's approach to her 
roles, but Janâk clearly disliked what he deemed to be her overly 
pleasing and "decorative" performance and criticized the 
director's "garnes of darkness and light" as "not only bad, but a 
question of character. Il In Janâk' s view, the essential was not 
revealed, therefore, the dramatic (i.e. artistic) dimension 
rernained hidden. The question of essentialism is discussed in a 
similar context by Max Dessoir, Aesthetics and Theory af Art 
(Detroit: Wayne State Univérsity Press, 1970) ,40. 

Ivo vojnovié, A Trilogy of Dubrovnik. Graz: Leykam, 1921. Written 
in 1910, first prerni~re at the National Theatre in Prague in June 
1911 under the direction of Gustav Schmoraz. Janâk's description, 
wh ich rnight have been based on reading the book (to which he 
actually refers as A Novella of Dubrovnik) or seeing the play 
reads as follows: "Individual feelings follow in succession, they 
are layered without being mutually aware of one another's 
existence, they are often unconnected, separate. An event 
suddenly breaks through them, welding them together in such a way 
that the feelings are constructed and given a relationship ta the 
whole. An event cornes from the outside, the outer world. An 
intuition from the inside, the inner world. An event penetrated 
the depths; i t broke through the layers and l saw through the 
opening how [the feelings] were arranged in relation to each 
other, how strong they were and how, peaceful till then, they 
were now bleeding. The event was strong; it didn't just layon 
the surface the way athers did.It probably had so much weight in 
it that it broke through, weighed them down, broke thern so mu ch 
that they fused, that they hurt. The entire spiritual layering 
was afflicted."(J25) 

2. John Ruskin, The stones of Venice. (New York: Hill and Wang, 
1960), 91-99. 

3. The exarnple of San Marco appears several tirnes in Janâk' s 
journal. During his trip to Italy, in August 1912, Janâk drew a 
diagram of the facade (J45). He cornmented on the fact that "the 
spatial composition is greatly facilitated here for the eye" and 
is, in fact, "composed of arches of two directions, in which each 
represents one and a different direction of space." 

4. Ibid., 94. 

5. Adrian Stokes, "stones of Rimini," in The critical Writings of 
Adrian Stokes, v.1 (London: Thames and Hudson, 1978),233. 
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6. L.B. Alberti, De pictura, Book 2, Chapter 45 and Filarete, 
Trattato di Architettura, Chapter 24. Cited in Leonard de Vinci:Les 
Études de draperie (Paris:Herscher,1989),24, 38. This exhibition 
catalogue documents Leonardo's studies of drapery, linking numerous 
examples of the artist's work with sorne of his theoretical 
observations. 'l'he double orientation of the early Renaissance 
consisting in "l'imitation parfaite de la nature par l'art, qui 
s'en detache ensuite pour en modifier les apparences" is traced 
here to Alberti's precepts. Other examples of Quattrocento studies 
of drapery included in the exhibition include the work of Filipo 
Lippi, Lorenzo di Credi, Fra Bartolommeo and Albrecht Durer. 

7. Pavel Janâk, "Drapérie" 1 umélecky mésiénik 2 (1912-1913): 37-39. 

8. Pavel Janâk, Il Drapérie", 38. 

9. Heinrich Wolfflin, Renaissance and Baroque (Ithaca: Cornell 
University Press, 1964), 31. 

10. otto Gufreund (1889-1927) was trained at the Prague School of 
Decorative Arts • In 1909-1910, he left Prague for Paris where he 
worked under the direction of Antoine Bourdelle at the Grande 
Chaumière. In Paris, he became involved in Cubism and was one of 
the first artists to apply the principles of Cubism to sculpture. 
FOllowing his return to Prague in 1911, Gutfreund became a member 
of the Group of Fine Artists and a co-editor, with Janâk, of 
Um~lecky m~si~nik; he also promulgated the ideas of Cubism through 
his personal contacts with French artists, organization of 
exhibitions and, above aIl, his own work. "PIocha a prostor" [Plane 
and space] was published in Umelecky m~siënik 2 (1912-1913), 240-
243. 

11. Ibid., 241. 

12. Gutfreund, "PIocha a prostûr", 243. 

13. Ibid. 

14:. For a more detailed discussion of Riegl' s investigation of 
rE~lief sculpture, see Michael Podro, The critical Historians of Art 
(New Haven and London: Yale University Press, 1982), 73-76. 

l~j. Ibid., 75. 

16. Ibid. 
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Chapter 3. 

PRISM AND PYRAMID. THE TRIANGULAR SPACE. 

"The sight of stairs moves me so today. Early in the day already, 
and several times since, l have enjoyed the sight from my window 
of the triangular piece cut out of the stone railing that leads 
down on the right from the Czech bridge to the quay level. Very 
steep, as though it were giving only a hast y suggestion. And now, 
over there across the river, l see a stepladder on the slope that 
leads down to the water. It has always been there, but it is 
revealed only in the autumn and winter by the removal of the 
swimrning pool in front of it, and it lies there in the dark grass 
under the brown trees in the play of perspective." 

The Diaries of Franz Kafka, 1910-1913 
Trans. Joseph Kresh 

The issue of forrn and its apprehension through visual perception 

permeates the early work of Pavel Janâk and was central to his 

theoretical writings. In an early essay on the subject, he 

exarnined the modern rnethodology of generating form in 

architecture and its deterrninants in the light of the teachings 

of his former professor, otto Wagner. 1 

The space-creating possibilities of a triangular form preoccupied 

Janâk for much of his Cubist period, leading him to examine them 

in various contexts, but particularly in that of perception. 

Early in his journal he made the observation that since 

"architecture must have a base of physical length, [then] into 

the circle of vision, one can place a tetragon, but the highest 

possibility is a triangle, a pyramide Il (J5) This form not only 

deterrnined the spatial articulation, but was "something 
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1 constructive in relation to space." For the architect, the 

analogy with the pyramid cansisted in its "being both the core 

and the minimum of carporeal dimension" (J26). Urban spaces such 

as Michelangelo's Capital, Scala Regia or st. Peter's Square in 

Rome testified in Janâk's eyes to the "reappearance of the 

triangular space in the Baroque, Il to the "higher type of vista 

square (pohledové nam~sti), Il as did other, domestic, examples 

(J38) . 

For Janâk, the triangular asserted itself both in its perceptual 

manifestation, and in the terrns of proportions, of ratios. 

Through observation and tracing of a variety of plans of 

disparate cul~ural types, Janâk cancluded that it was the 

triangular, rather than the square, ratio that dominated the 

formative stages of architectural history and, rnost particularly, 

that af rnedieval architecture. Ultirnately, he concluded that it 

was primarily the "triangle square which is both the base and the 

constructive probe - a circurnscribed equilateral triangle." (J26) 

For Janâk, the essential quali ties af a triangle were clearly 

related "to the possibilities and the optical qualities of the 

eye: the ability to see an angle and the side within that angle." 

The idea of a simultaneous conta!nment emerged from these 

possibilities as one of the rnost c.ompelling attributes of a 

triangular space. "A triangular space is the only space which l 

can fully contain and cornpletely penetrate (seize) by my eye if, 
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for instance, l am at the edge. If l am at the edge of a square, 

then what l contain of i t, is the triangular part .... Il (J41) It 

was the absence of this containment, which at the same time 

signifies the absence of an internaI unit y, which Janak 

cri ticized in the work of Berlage, whose elevations displayed 

many characteristics of the triangular scheme. 2 "His 

a t"chi tectures," Janak wrote in his journal, "really do not have 

this [internaI unit y] at aIl. They are truly networks of 

mul tiples but they lack a single great structure." (J41) This 

statement contradicted Berlage's own interpretation of the 

theoretical foundations of his work, particularly as it was 

expressed in his Grundlagen und Entwicklung der Architektur. 3 

Another compelling characteristic of the triangle, which Janak 

emphasized in his journal, was its connection to movement and the 

rhythmicity implicit in its perception. 

The triangle is connected to rotation more than any 
other [forrn], more than the square. Isn't the eye used 
to moving along the outline here, that is horizontally 
and under a 60 degree angle? If so, then the perfection 
of A. lies in that the eye, having run the horizontal 
line in its entire length, reaches within the same time 
(time in A.!) a different constructive point (C). This 
is like a 3/4 time [in music]. (J29) 

The exploration of the triangle beyond its aesthetic meaning as a 

ùasis of a building scheme (J27) repeatedly led Janâk to 

contemplate both the actual pyramids of the Egyptians and the 

later structures of Gothie cathedrals as weIl as the centrally 

plann~d buildings of the Renaissance. His reading list provides 
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ample evidence of how painstakingly Janâk sought to understand 

the issue of triangulation. Georg Dehio's Untersuchungen uber das 

gleichsei tige Dreieck aIs 'Torm gotischer Bauproport.i onen (JI08) 1 

Roeber' s Beitrage zur Erforschung der qeometriscll~n GrundfQ1J:lL in 

den alten Tempeln Aegyptens (JI04) or the work of a Prague 

Benedictine monk, Odilo Wolff, Tempelmasse (JI06) are but a few 

examples of works that directly addressed this issue at the turn 

of the century. Paul Frankl' s article on the secret of the 

medieval masons, which discusses 19th -century interpretntions of 

Roriczer's Buchlein, draws attention to other important 19th-

century sources that were perused by Janâk: principal among 

these, in addition to Dehio, were Alexander von Heideloff's Di~ 

Bauhutten des Mittelalters (JI04), Sulpiz Boissérée's second 

German edition of Geschichte und Beschreibung des Qomes von Ko1n 

(JIll) and Carl Schnaase's Geschichte der bildenden Kun_st~1!l 

Mittelalter (JI09), among others. 4 

villard de Honnecourt's sketchbook (Jl12) and in particular the 

work of Mathias Roriczer, Über die Fialengerechtigkeit (JI04,lll) 

were among the medieval precedents which Janâk read in Il'îdel n 

editions and which influenced his thinking on triangulation. 

The secret Masonic implicat.ion of the triangular scheme in the 

medieval conception of taking the elevation from the plan was 

certainly not lost on Janâk and it was further amplified by his 

probing of the formaI means to abstraction. 
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Cesariano's edition of Vitruvius (J110) with, among other 

illustrations, the cross-section of the Milan Cathedrâl and 

employing (in disregard to the actual proportions of the 

building) the ideal proportions of the equilateral triangle, 

seems to have been particularly influential and significant to 

Janak. The direct experience of the medieval cathedral by the 

Renaissance archaelogist seems to incorporate aspects of genius 

loci embodied in Janak's own experience of architecture that 

surrounded him at home. "How handsome, how advanced are, by the 

way, the ga~les and the gable-ness of Bohemian towns" he remarked 

Earlier in the month, having examined the work of Palladio and 

Vasari, both of whmn he had found "very helpful ll in det.ermining 

triangulation, he stepped out, Uwith bated breath, to have a look 

at Prague, to see how she would fare. She came out weIl, 
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particularly in the portal of the Tyn Church, the Vladisluv Hall, 

the Waldstein L.)ggia and the Kinsky Palace ... " (J31). 5 The 

juxtaposition of the theoretical and the empirical to which Janak 

referred in the same entry, clearly was at the very centre of his 

attempts ta achieve a synthesis of bath through making. 

Out of these many-sided contemplations originated Janak's essay 

"Prism and pyramid,,,6 perhaps the best known of his writings from 

the Cubist period. 7 ostensibly simplistic in its thesis, ft 

explores two archetypal shapes as linking the local tradition of 

domestic architecture to that of the two principal strearns of 

influence, the "Southern," IInaturalist" stream exernplified by 

Greek Antiquity and the "Northerrl," Christian, "abstract" stream 

exemplified by the Gothie. 

only if one attempts to understand these forms as metaphors does 

Janâk's seemingly reductionist thesis reveal his underlying 

desire for connectedness and for continuity of the local with the 

universal, of the past wi th the present. Janak posi t.s that the 

architecture of the "Southern" group was naturalistic in the 

sense that it was a natural way of building, i.e. the placing of 

stones and, later, posts and be'-.irns in a basically trabiated 

construction of prisrnatic shapes, which, while beauti fuI, i. e. 

poetic, spoke little of the pressures and tensions born by it. 

The "Northern" group, on the other hand 1 aimed at abstraction of 

the pyramid, "the transnatural beauty, where the constitutive 
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elements of the building disappear in the ensemble while [the 

architect] penetrates the mass of stone and under its surface 

boldly and exploringly carves into its corporeality. The goal is 

a building as if made of one mass, with aIl its members alive and 

active, even tensed." a 

Due to its basic simplicity and its "natural and general" 

character, Janak perceives the "Southern" stream as easily 

transplant able in a broad geographical and chronological 

spectrum. In contrast, the Northern group ... "developed and 

realized itself in a direct line of one style because its final 

aim was to embrace abstraction, to totally overcome 

materiality."g 

Czech architecture, Janâk would have it, belongs to both 

archetypal families. He sees the first six hundred years (9th-

15th c.) of Czech cultural history and national consciousness as 

tied to the influence of the Northern group while Cisalpine 

Rena issance influence perrneates the last 400 years (16th -19th 

c). Czech architecture, however, for Janâk, "developed both in 

scope and depth above aIl through the Baroque, that is, the 

period that is once again governed by abstraction which is 

characteristic for our national spirit." IO In the chronology of 

Czech architecture, Janâk postulates, a greater span belongs to 

the effort to penetrate above and beyond the limits of matter, 

that is, to the Gothie and the Baroque period. 
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It is at thi5 juncture that Janak feels again compelled to 

describe "the 50 called modern architecture" of Wagner' s precepts 

as belonging to the materialist world view of the Southern stream 

and as aiming away from true spiritual form. He compares Wagner's 

proposed "return to modern life" ta the "return ta nature" and 

attacks his "what i5 not functional cannat be beautiful" 

thesis. 11 

If we consider eontemporary architecture as too 
material istic and not poetical enough "( in the true 
sense of poesis)," if we find it fIat, that means 
simultaneously that aIl these inner qualities exist, 
that they demand expression and that we miss them in 
architecture ... If "prismatic" architecture until 
recently empathized historically particularly with 
Greece and Renaissance Italy, we now tend more towards 
the Gothie and the Baroque, formerly remote from our 
thinking. They appeal ta us by the power of their 
spirit which penetra tes matter and by the dramatic 
quality of the expressive means that had given birth to 
their form .•. they have beeome the essence of what had 
enriched our feeling. Simultaneously we find that the 
prismatie scheme and its means are not ful.~y adequate 
to the new expression. It seems that we are calleù by 
the spirit and will to abstraction for which we in the 
North have had both the background and understanding. 12 

Janak proposes to investigate the natural building form in its 

connection wi th gravit y , as the force that, "were i t not opposed 

by friction," would result in an endless succession of horizontal 

layers, an infinity of alluvial deposits, to which many natural 

forros testify. The resulting forro, as he sees it, is orthogonal, 

bi-planar. In eontrast to a paradigm of the tranquil surface of 

water, Janâk evakes other, more complex forms that have 

originated with the help of a third, diagonal, force 
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" ... snowbanks, wash-outs, ravines, caves, earth depressions, 

volcanoes, are carved out of the matter by another pervasive 

force which deforms matter and displaces it. ,,13 Jamik sees 

crystallization as the most beautiful example of this second 

process: "... the force of crystallization is sa much stronger 

than gravit y that one can almost say that the latter has no 

influence on the former. It seems ta be sa self-centered inside 

the mass and sa strong that it prevails over other 

circumstances. Il It is the diagonal force of internaI t'ension that 

personifies for Janâk the essence of creative making. 14 

"Artistic intentions, however psycholagically complex, are 

basically represented by that third, dynamic force which pervades 

the natural matter and the natural form. If matter is ta he 

overcome artistically and imbued with spirit and action, it 

happens with the help of the third plane which penetrates the 

union of the bi-planar system ... 15 Jamik, intent on the idea of 

making, draws here an interesting parallel between this form and 

the form of the tools that help ta shape it: wedges, stakes, 

kni ves and levers. Returning to his archetypal comparison he 

charges the prismatic form of the naturalist building with being 

too accepting of its materiality. 

A feeling and thinking spirit desires animation and 
elucidation of mass in keeping with its ideas, it 
collides with the corporeality of the mass as a 
penetrating force and seeks equilibrium by hewing 
corners, edges, by penetrating into the depth of mass 
where it does not empathize with it. These 
changes,introduced by artistic feeling, are mostly non­
natural in character. As a rule, no longer derived from 
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1 the bi-planar system, (for then they would be merely a 
correction of dimension of the prism in the sense of 
length, width, etc.), they dramatize the mass with the 
help of a third elernent, the diagonal plane. The body 
that is formed out of these dramatically ordered 
diagonal pl~nes is the pyramid, the ultimate form of a 
spiritually abstracted matter, based on natural prisme 
For if we think of a prism into the base of which we 
inscribe a pyrarnid, then the pyramid is a philosophical 
replacement of prisme It reaches the same height with 
an identical base, has its three principal dimensions, 
but it is less material, for it carries no excess mass 
and it is more focused in the sense of height. 16 

This statement recalls Plato's definition offered in Timaeus: "Sa 

to sum up, the figure which has the fewest faces must in the 

nature of things be most mobile, as weIl as the sharpest and most 

penetrating, and finally, being composed of the smallest number 

of similar parts, the lightest.,,17 

The Baroque captivated Janâk's imagination for its rich register 

of means ta abstraction, "turning and moving entire forms into 

positions diagonally and dramatically placed in relation to the 

core of the building ... as if the mass came alive and boiled over 

or as if it retracted, taking the fIat surface composition with 

it in the proces~'. This in principle is a highly abstract idea 

which reshapes facades through lifting and pressure from the 

inside and again back into the core of the building."18 Where the 

Baroque achieved abstraction through "the thickening, animaticn 

and shifting of rnass," the Gothie, in Janak's view, acted in 

reverse.lt overcame the calm and corporeality of mass by 

penetrating into it and removing mass in the sense of the third, 

diagonal plane. The pyramidal shapes "culminating the Gothic 
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building in the saddles of roofs and the apex of spires" give, in 

Janâk's opinion "the appropr1ate abstract definitlon of a 

building. The pyramid is "a plastic heightening of the upper part 

of the prism, as if lifting up and out of it. ,,19 The overcom1ng 

of gravit y 1s fundamental to Janâk's conception of spi:ritually 

conceived architecture. 

Even so, Janâk's interpretation tends to stress more the finite 

confirmation of the spiritual world, unlike the neo-Platonic 

pyramid hailed by Michelangelo and emblematic of the shape of 

flame aspiring to transcend~~ce, or the mysterious "piramide 

terribile" of Poliphilo's dream. For Janâk the maker, it helps to 

articulate both the sense of movement and of the plastic 

expression of his ideas. 

While, in the body of his journal, Janâk clearly concentrated 

more on the space-generating capabilities of a particular 

geometrical form, the triangle, it is primarily in his essay that 

he fully linked it to his aim for abstract expression. Among 

Janâk's projects, his competition design for the Zizka monument, 

which he developed with the sculptor otto Gutfreund, as weIl as 

his remodelling of the family house in Pelhrimov, both elaborated 

in 1913, come perhaps the closest to his conception. 
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Chapter 4. 

R1~NEWAL OF THE FACADE. 

"There are artists who want to tell aIl, but l feel i t more 
shrewd ta tell little. My paintings are sornetimes described as 
facades, and, indeed, they are facades." 

Mark Rothko, Pratt Lecture, 1958 

"The Gothie realized an equilibrium that was often perfect 
between the play of curves and of straight linesi it even arrived 
at that astonishing thing - a mobile architecture. There are 
Gothie facades that vibrate like a dynamic painting." 

Fernand Leger, The Aesthetic of the Machine, 1924 

Janâk's essay "The Renewal of the Facade," was radically 

influenced by two sources in part icular, Heinrich Wo l ffl in' s 

book, Renaissance und Bareck and Alois Riegl's Spatrornische 

Kunstindustrie. 1 According to Wolfflin, the rnost monumental 

manifestation of the Baroque spirit "was the abandonment of the 

centrally planned church for the longitudinal one." 2 Rieg l' s 

analysis of art in terms of how it was articulated according te 

two basic perceptual and epistemological criteria, the haptic and 

the optic (a thesis further elaborated by Wilhelm Worringer), 

provided a pewerful ground te which this concept could be linked. 

Janâk clearly seized upon such ideas as central tenets of his own 

thesis. 

In "The Renewal of the Facade, ,,3 Janâk explored, again from his 

position as maker, the relationship between perception and 

creation and its effect on architectural design. To this end, he 
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postulated two different approaches to conveying an intelligence 

of spa ce to the observer: "the centralized, best represented by a 

dome structure and the column, and the frontal or longitudinal, 

represented by the basilicfl and the pillar. 1I4 The perception and 

definition of architectural space and volume in terms of a 

central, versus longitudinal, plan seemed almost obsessively 

crucial to Janâk: 

Before architecture can embrace one of the two types 
(if, by architecture we mean aIl intentional formation 
of matter by spirit), it has, while it is still an idea 
ernbodied in spirit and not in matter, no boundaries. It 
can be endless, float without gravit y and foundations 
in the infinite, fill space and the universe, begin, 
end and repeat itself in a way similar to formations of 
rocks inside the earth's crust or crystals growing in a 
solution. At this moment, of a feeling born, it exists 
merely in our imagination and resembles a world similar 
to the world of myths, ideals and legends. 5 

By contrast, as soon as architecture has to cope with its own 

becoming, "as soon as feeling becomes creation, it happens of 

necessity in the world of matter and of sight." The architect has 

to contend with the weight and possibilities of rnaterials and a 

host of other factors and limitations; these resemble 

openings through which architecture must pass from the 
reservoir of unlimited imagination into reality, by 
which it is simultaneously transformed: it assumes a 
concrete form, it is bound to earth, it must deal with 
gravit y, with material. It becomes a logically 
articulated expression in the realm of perception. 6 

In an effort to integrate perception as the ground for making, 

Janak felt compelled to stress the role of perception in the 

creative process. Of special interest to architects were the 

senses of sight and touch, "indi visibly present between the 
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l creating subject and his work." Jamlk postulated that their co­

existence and co-activity "truly represent the way through which 

the work is realized ... Each elicits, according to its 

possibilities, perceptions in which a common idea of things is 

apprehended.,,7 

A comparison of intuitions of space based on sight and touch, and 

originally elaborated in the Journal (J67), provided the ground 

for Janak's argument: the eye perceives the whole within the 

reach of its cone of vision, and almost si~ultaneously; it 

perce ives a picture (image) of things; it perce\ves even if the 

subject is passive; the immutability of the subject's point of 

view towards the object is both physical and ethical; due to the 

opacity of matter, the eye perce ives unilaterally, spanning only 

that part of space and of volumes which are turned towards it; 

its picture of things is a subjective image. Touch, on the other 

hand, perceives through a succession of detailed information, but 

only as fast as the haptic movements of eye, hand and body 

permit; it gives partial impressions which combine themselves as 

knowledge of thingsi touch can percaive only after the subject 

decides to make a gesture towards the object and this decision 

again entails both physical and ethical meaning; unI ike s ight, 

touch informs us of the parts of things inaccessible to the eye, 

and in doing 50, gives sorne objective knowledge of the reality of 

things. In summary, "the eye is analogous ta the subjective and 

one-sided point of view, the touch, ta the objective and many 

57 



sided."a 

Unable to transcend his own position in perspectival space, Janak 

perceived the world optically as a "spatial plane to which 

everything is attached as to a base and in which each thing is 

ordered and signified by accents of light, colour and plasticity 

appropriate to its weight and position." If visual perception 

were a starting point of (artistic] creation, then Janâk saw its 

resul t as "fully oriented towards the eye of man and tied bl' a 

certain ratio to the plane, be it material or imaginary. It 

becomcs ei ther a picture, a relief or an architecture of the 

longitudinal facade." What these different types of artistic 

creation have in common, Janâk claimed, was that "they are bound 

to man as the creator and the observer, by a form of imaginary 

axis which links the work and the eye and further that they exist 

only in relation to man as sUbject."g 

That perception and creation connected with touch operate within 

different parameters Janak had also elaborated in his journal 

(J66-69). A sense of touch, which surges from the entire body, 

can explore an object from aIl sides. 

Even though it is not possible to separate them from 
perception through sight, the images which originate 
from the perception through touch are three­
dimensional, truly spatial; the world appears as an 
unlimited space in which things float. If creation were 
possible in the world of touch (that is, separate from 
the world of sight), then the field in which a work [of 
art) could originate would be the same unlimited, 
three-dimensional space in which the world appears to 
touch. IO 
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The resulting work, in Janak's reasoning, would be akin to 

crystals, centrifugally experiencing the same tensions in 

different directions, existing independently as an object, not 

tied to man as the creator and observer, self-referential and 

self-sufficient. Three-dimensional sculpture, architecture of the 

central plan and such an applied art as pottery were identified 

by Janak as examples of this process. 

Not surprisingly, Janâk considered the world of the eye as more 

relevant for the times and for the aspirations which had guided 

his essaye He proposed sight as the means to an active 

participation of the observer, "exemplified by the relation 

between a longitudinal plan and i ts fa cade . ,,11 In doing 50, he 

searched for relevant historical examples the facade of San 

Michele in Lucca with its blank arcades that involve our visual 

perception by suggesting the nature of the space behind, or those 

of San Marco in Venice, or even the rock-eut tombs in Petra, 

represented for Janak an ordering of images in superimposed 

storeys. A different approach was sought by the Bdroque "which 

seeks its expression by allowing the images to overlap and 

pervade one another and achieves gradation through tilting of the 

plastic elements directly into the plane.,,12 Such an approach was 

prefigured, according to Janak, in Michelangelo's Porta pia in 

Rome: "layers are spread out and the entire plastic scale of 

ledges and arches, which would otherwise protrude, is articulated 
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into the plane, pulling and pushing everything ta greater 

density. Here we understand the significance of the outline of 

the building which cornes alive particularly in a [longitudinal] 

facade. Outline means a dramatic quality expressed in a plane.,,13 

Important for Janak's own work and for that of the Czech Cubist 

architects in general, was his contention that the eye with its 

capacity for abstraction helped to foster a particular form, 

e.g., longitudinal fa cade in architecture, and furtherrnore, that 

the styles which originated from the eye's viewpoint turned their 

interest and energies primarily towards i t, "as if the entire 

content of the building was embodied in i ts facade, i ts gable." 

The closer we are ta the subjective and the abstract, the more 

the longitudinal type asserts itself, rnaintained Janak in his 

conclusion: 

50 far we only know that to rnake cubic, three­
dimensional spa ce does not mean, in our oplnlon, 
creating space, because that rnerely corresponds to 
reality, but that to create always means to extract 
more than what was already there, i.e. to create volume 
and space through spatial intel~enetration of the 
surface planes: [that is why) we tend ta express matter 
not as concentric, but as longitudinal. 14 

In his journal, Janâk also explores the idea of the facade, often 

comparing the Gothie treatment of the facade to the Baroque. What 

he par ticularly admires in the latter is the ability of the 

Baroque architects to "sacrifice everything to build the idea of 

the facade (not the facade). The facade is blind, windowless, 

that is inconsequential to the interior. The mernbers here already 
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have a psyehologieal effeet on the [sense of] the whole. The 

ensemble already has an appearanee, not only the proportions 50 

highly prized in the Gothie, an expression, that is, an overall 

intention. Il (J43) 

This view best summarizes Janâk's feeling that, even in a 

perspeetival world, one can both experienee and express depth 

differently, Le., conceptually as weIl as kinesthetically, and 

render it visible through the medium of the facade. The 

relationship with cubist painting lies within this feeling. 

It is perhaps appropriate at this point to review, albeit 

briefly, Janâk' s designs from the Cubist period in order to 

assess to what degree he was able to reconcile his theories 

within the body of his own work. Perhaps the most successful, and 

the closest to his theoretical goals, is the reconstruction of a 

Baroque house nO.13 in pelhrimov (1913), a historical city of 

medieval origins in South-Eastern Bohemia. In the word of a 

contemporary Czech art historian, IIThe Pelhrimov house in Janak's 

realisation validates the aspirations of the Cubists to achieve a 

dynamic animation of mass in the manner of their historical 

antE~edents. By following analogous princ.ples, the Baroque 

appearance of the house not only was not disturbed by the 

conternporary addition, but rather enhanced and complemented by 

it.,,15 Less convincing seems Janâk's project of reconstruction 

for the town hall in near-by Havlitkfiv Brod (1912-13), in which 
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the rhythmically articulated elements of the gables, windows and 

doors impose themselves as decorative rather than dynamic. other 

projects from this period include a co-operative housing scheme 

for the town of Pelhtimov 1 the design of a family house in 

pelhrimov (1913), and a project for a family hCJuse in Jiéin, 

another historic Bohemian town, (1911-12). AlI are emblematic of 

the principal dichotomy in Janak's work between the 

conventianality and regularity of the cotemporary ground plan, on 

the one hand, and the intended dynamism ot the fa cade , on the 

other. The ideal of internaI unit y in the relationship between 

plan and elevation, of invoking the architectural content through 

the medium of the fa cade remained unfulfilled in Janak's work of 

this period. Exceptional in this respect was Janak's competition 

proposaI for the ~itka monument in Prague (1913), as elaborated 

in two alternative schemes in collaboration with his friend, 

sculptor otto Gutfreund. This compell ing pyramidal structure of 

crystall ine forms cornes the closest ta the ideals of spiritual 

abstraction expressed repeatedly in Janak's journal. 
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CONCLUSION 

"It may be impossible that there should be men such as Zeuxis 
painted. Yes," we say, "but the impossible is the higher thingi 
for the ideal type must surpass the reality." 

Aristotle, Poetica 
Trans. S.H. Butcher 

Janâk's theoretical ideas, both as developed in his journal and 

in his essays written before World War l, were primarily 

influenced by the 19th century German critical tradition, 

stemming from the philosophy of bath Kant and Hegel, dnd 

represented in Janâk's journal by the writings of Carl Schnaase, 

Alais Riegl, Heinrich Wolfflin, and August Schmarsow, among 

others. As Michael Podro points out in his book, The critical 

Historians of Art, the two central concerns associated with the 

century of German writing about arts and aesthetics between Hegel 

and Panofsky, namely, the concern with showing how art exhibited 

a freedom of mind and the concern with exploring the ways in 

which the art of different and past cultures could be integrated 

into that of the present, became gradually outmoded in the decade 

after the first World War. 1 Bath these concerns are clearly 

present in Janâk's writing from the Cubist period, often 

concurrently. 

with his graduaI maturing as ùrchitect (and possibly under the 

influence of Riegl), Janâk's desire for integration became more 

progressive in the period under examination and he was able to 

envision contemporary architecture as rediscovering its own idea 
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of a dematerialization embodied in the pictorial space. "If we 

compare the Renaissance to the Baroque and observe the journey of 

the latter and our own, we see that i t denotes an ongoing 

departure from the material and from the nature of the material. 

Baroque already builds pictorial space, and we will probably go 

still further." (J8l) In keeping with the various writings that 

influenced his thinking, Janâk believed that artistic intention 

should engender a reciprocal relationship between matter and its 

representation and that this relationship could be made visible 

in his architecture. That his belief was never fully materialized 

should not diminlsh his contribution to architectural thinking in 

Bohemia at the beginning of this century. 
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# 

READINGS RECORDED IN JANAK'S JOURNAL, 1911-1914. 
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National Union Catalogue, the Catalogue général des livres 
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Schriftums. 
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Allesch, Gustav Johan"leS von. Die Renaissance in Italien; die 
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Weimar: Kiepheuer, 1912. (J97) 

Almanach der Wiener Werkstâtte. Wien: Bruder Rosenbaurn, [1911]. 
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Amtliche Berichte, Juli 1912. (J112) See Berliner Museen. 

Architectural Review. 1891-1910; n.s. vols. 1-12, 1912-1921. [no. 
176, July 1911] (J5) 

Architecture moderne de la Sicile. (J121) See Hittorf, Jacob 
Ignaz. 

Art Décoratif, 1910. Revue internationale d'art industriel et de 
décoration. Paris, 1-31, 1898-1914. (J106) 

Babelon, Ernest Charles François. Manuel d'archéologie orientale; 
Chaldée, Assyrie, Perse, Syrie, Judée, Phénicie, Carthage. Paris: 
Maison Quantin, 1888. (3104) 

68 
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Heidelberg: Carl winter 1910. (J104) 
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von Josef strygowski. 

Berliner Museen; 
1907-1919. Title 
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Kunstsammlungen" 
1880-1907. (Jl12) 

Berichte aus ehem. Preussischen Kunstsammlungen. 
varies. Oct.1907-Nov.1918. Amtliche Berichte aus 

Kunstsammlungen. Vols. 1-28 published as a 
section "Amtliche Berichte aus den Konigl ichen 
in Jahrbuch der Preussischen Kunstsammlungcn, 

Beutinger, Emil. Baustofflehre. Berlin: Degener,n.d. (JI01) 

Beyle, Marie-Henri (Stendhal). Reise in Italien. Jena: 
Diederichs, 1911. (J103) 

Beyle, Marie-Henri (Stendhal). Rômische Spaziergange. Jena: 
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Bissing, Friedrich Wilhelm von. Egyptische Skulpturen. [Probably 
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Deutschland 1815 bis 1847. Berlin: 
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Chinesen. 2 vols. Berlin: Reirner, 1911. (J95) 
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Munchen: Literarisch-artistische Anstalt, 1842. (J111) 
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27 IX 1911 

the "lements are concenlr.ll .. d 
accordlllg to a slIlglc c"'" r.d 
aXIs and they turn tow,lrds Il 

the ell'rnellts are arrallKl·d ,d,JIll( 
an aXIs Wltholll an achhtlllll,d 
rel.1tloIlSlllp, beclluse It Itlll' 
aXIs] gOt'b past them 

mat.ter becolnes nlurt lOU{'('lIlr,ll.fo,t wllh'll 0111 (f( l '~'dl 
tha.n wlthlll .l squ.,rt', thtt (urflt'I ci Ilf th" \1111 l' t' 'dW 

feels - ..r~ less sur .. ly c!Jnllt'ltcd wilh th", <II., tl,,'y 
could bre.lk off 

"DeformatIOn" as pt'rc~lved I)y the .. y .. (.1 f!lITt'ly VISII d 
pnnclple) (existai already as a pelletr,Itllll!, bill HlllJII 

gruou! clement w hlch Mserts Itself qllllt'lnd.rH'nden tly 
rrom the formai style of capltals, etc For ex.IIIl~lll, th,' 
supenmpo81tlon of cupolas, th" IlIchu,ltl,~n (Jf .. tllls 
and geometncal figures, th .. igeorrwtl Ir,d) 6phere lJf ,1 

cupoln Il de-formed 111 the sphere <Ir th~ "y" .\ Il'1\1-

geometncal body 

The optlcal correctIOn already eXlst. (,II tl,,· Cal'Il."") 
III the essence of antlqulty ln I,ase!, COrfllleS, C(JIIS"II, 

architraves and arclllvolts 
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ln Gothie arcllltt'ctul e, the entll e plnnac1e sy~telll call 

lJe cxplalIIed lJy thls Pmnade nrchltecture IS 
nlways supcnmposed 80 that one cau sel' It ln 
Ih éullrc depth One could push them [the 
clements) back ThIS means that for the eye 
they are sillftee! forward 

Il -II 

la thls dlfferent wlth the hclm 
crested Baroque towcrs? 

Il - Il il -- 11----11----11 

nas l(lIl\btKew~rl,(' ln M\lnch~r, Bruno R.-.uecker-­
J G Cr,tla Stl.ttgn"t-Uellll1 NY 

ln i';nture, III ItS InitIai formntlon, regular masses are 
f,,,,ud III hUritOnl:l1 surfnees Ail oblique IJrcaks were 
b'-,rn of sccolldary event8 through the application of 
..... ·,ghl, norm:-.:t) Crom:-. dr:-.mntlc mterventlon of forcc 
111 the stdlnen of Ill'ltter breakmit of layera, slIlkmg, 
undulntlOl1, vokanoes, washouts, alluvl:\, crystalhsa­
Lon It 15 only here that angles "re IIltroduecd, a5 a sign 
,'f a accondary creative actlvlty 

J2 

'C.' --

f, , 

, . 

On mood 

A mood of sentimental eolour m modlernJ Interlors 
B[alllleJ Scott 

Puttlng the audIence ln the mood through the Interlor 
of a theatre, lta sigmficance 

What about the grotesque quality of pure colour ln a 
cabaret 

Rcmarkable Gathered, Plled matter has been glven 
great slgnlfieance for nges tumuli' thelr pince was 
honoured by concentrntlng more mllss III them = 
whether in one's mmd or ln reallty, somethll1g slgnlfj­
cnnt took pince lhere aud thercfore mal e mnss 15 

l'VIdent 

a mlrror 

JS 

The fint and unique 
force lB welghtldentieal 
to ma88j If Il IS present, 
the condItIOns of forma­
tion are sImple, falllng, 
settllng, sImple forms 
(form!css) are generatee! 
Inyera oC matter Qnly 
when, in addItIon to 
welght, another force 
becomea active, n dra­
matIe thrust takes pince 
and then Corm beglns 
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The helghtenmg of contrast gocs sa far that we prefer 
ta choose the more pronounced form of Il we abandon 
th!' more balanced form for the more effective one, 
rhombu8 over square 

29/1 1912 
The drnmatlc quahty an 
a pyramld IS contamed III 
the vertex, ln the Uni­

form convergence of 
man and of planes ln a 
single direction, m rotat­
mg the cube, the dra­
malle 18 contamed m the 
fael of rotation The in­
tention and the ael of 
turnmg Ithe cube] 10 
aehleve the gre:atest ef­
feet precedes herc the 
rays ofvlsual perception 

there IS no dlffcrence here, 
slgnities the gathered man, sa that It can 
accentuate vislbly for the eye the place, the surface, the 
same here, 

It IS 

The "force" of the "welght" does not affect Il 

pyramids, whatever they may signify, 
envelop, terminate the mass 011 ail Bides 

J4 

.Itit •• .. ....... .. 

_. 
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t'I,,/ ,Jh .. Il.-

The field of VISIOII fur th~ t'Y" 1< ,1 
clrde Arcllllecluic 1TI\I~1 lt.,~\, " 
bal. of physlcal lellglh, IIlt" li Il' 
cu'cle of VlbtOU, Ùlle (.Ul pl.,' (, ~ 

tetr,lgon, but the hlglwat (lob,.II,,1 

Il)' lb t& tnangl~, il PY1,llllld 

Volume 3U/I 1\.112 

whleh tnangle has lh,· lI1os1 'Yll1p;,lhlc" Will, h ",t, ,1 

When wc spe.lk of r.ltlo, we me:.n the r.IIIO IJI't 10 t!< Il Il,, 
base .Hlll th .. medwll helg},t, Il lit th .. 5101., -II"" l', 

chMarlpl l'lit. 

If we IIlwrl lre~s 11110 the space "r .1 Ituwll) S'I" " 
streels, elc , we are IOSlllg the IIIILI • .! .patl.t1lty 

l\,}wH Mf\U:1rt- \1\ N III '( 

Thl' .tJdlllcctUf.d 'j'Jll Ji, 

N·,17G 
a very Ole'" phr)1 , 

GIllslc, ln effect III 1 \J 12 

Two contrastmg systems, c.lch h.lv Il'j( Il,,1 l, 
mg oC the other 

ln thlft cale, ln each of them tht!re 1" Il r, 

ordanale element of the othel 
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1 Il 
the decoratlv" element IS b .. scd on confidence an the 
tl'anqudhty of the surface, an the feehng thnt nothmg 
happens ta Il, ooly then IS It consldered an itself, 
wlthout antelference 

III thls system of plasttclty of architecture the lower 
hOrJEOntnl members assume a raie of clarlfymg gUlde­
Imea 10 them the cye sees how the architecture grows, 
they wrlte the Ime of growth 

Here on the other hand the aye doesn't understand 
beclluee It lacks a gUldehne 

A partIal rotatIOn of pnsmntlc 
Il1cmbers an the Baroque can 
be explnmed also by the gro .... th of the core of the maas, 
Its volume There has been such lin incrense an thc di­
rection of a that the mass boils av el' The ovcrall mass 
l~ an effect a pyramld once agnan 

III thlS calle we see two planea of the abject, whkh were 
t'l.rnerly only one; now wc sec more of the abject Aiso 
the .pace i. more viSible The space beyond eXlsts be­
hmrl the planea an the direction of both co-ordmates 
,l'H; t~e dlrechon of bath IS more viSible 

l~, !1 
.\-dll1ccture la a VISlblc, permanently actlvc force 
W hP;1 s,'methlllg 19 ~ vIsible, It 18 due to thl! fane, 
"hen scmeth,ng ~hould be made more vIsible, the force 
, u tu bl! act IVr&ted 

J6 
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Gothlc arclutecturE' IS closer to this principle m that It 
origmated m the taking, cuttmg away of massi It grows 
10 such Il wlly that ail excess mass is taken away except 
for the essentlal sustamll1g arches, portais, buttresses, 
It is known that, on the whole, the development ofthese 
elements proceeds from the stronger to the weaker 
ones At the same tlme, profiling and modehng takea 
place above the envelope of tang"ntlal planes The 
Renaissance, on the other hand, adde mass, constructs, 
and the Baroque eapeclally depends ail the accentua­
tion, remforcement, the increase of mass, fortlfymg 
weaker mnS8 so that Il becomes alronger, It IS a reverse 
process from the Gothie 

13/2 12 The baSIC system IS formed by 
gravit y and water surface There 
are two natural forces the perpen­
dicular system IS a natural system, 
the obhque direction of ram an the 
wind, the obliquenes5 happens ln 

Nature through the mfluence of 
another mtervenmg fOI'ce. 

A modern articulation of the ground plan /facade la 
only thls 

we have no confidence in th~ D.s8umed profiling 
there 18 a 8upply. , [illegible words] 
we are for .. !iIIegible ward] 
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Architecture is not always conccrned wlth the articu­
lation of welght, force and pressure, portals= the 
entrance of Man, towera 

20 Il JOints m furmturc, etc, are penetratIOns, a~ are 
edges, they should be made vIsible 

The square and the golden sectIOn have a geollletncai 
contmulty 

20/2 

Van de Velde one could speak about 1/ "deformatlon" 
bec au se in his style the cubic state 
IS transformed In a state of curves 
and masses inchned towards each 
other The "deformatlOn" takes 
place In the sense of the whole 

lB 

2/all the wlllie V,m dr Velele not ollly "', lllt" th. 
balance, b\\t h ... tl .. ngth"l1~ Il ,II hl Ille"""",,, Il \'y 
ll1creaSll1g the pressurcs allrl dll {'C tlollSI/I th"'f t "11/1.,,, 
Cles for ex ample he ,\ddq tn!! lo strcngth"I' ,t "lId adds 
to Il to kecp the balance of lh" whol~ 

"Deforms" figlIIes fwm tl"'lr gcorrwtlv,d 011V.11I '"'" 
~h"pcs macle out of a slllglc> rotatllll{ ,111,1 , h"lIl{lfllI, l'" 1 
(winch, for Iflstance, rmght ronfl"t ,,[ ["III "., ll"II" ',,, 
that It [orlIl. a smgle coll) 

3/ There 19 110 br~:lk 111 h" W'JI k. 1 l' fi" 1'1 ,. l' 1101" 

thelc dre fortlfied knc~ JuIIlL." 1 \' 'lIj\ t' .1;.',1111 fI" 111 l, 

med,atll1g m thls c".e 

4/ He mtroduces Il1to the ctlh~ ,iIle! tlte l'JI Il.01 wlt,.I, 
certnm hnear refcrences to thelr "rt~l'" Til,' 1i,1' Il'Il!t 
mg to do wlth thelr th r ...... · dllllcnOloll,oI "II{III, l,"l 
everythmg wlth the gl'n"818 ,Illet contllllll\, ,,1 tille' 

ThiS IS where he, ln vlew uf uur pUSltlc'lI, l' 1 .. kiliK 

thls IS one sided 

He slicceeejq relatlvely bCSL "Ill. l"ble" tllll". w d', 
poorly wlth warrlrobes :lrvi cdpbOl"r'b III ~. 1"'1.01 

21/2 SettIng [elementsl '-'Il cdge 15 a lIew pli Il' 'I,lt" 
whlch onglllated ln the GothIe pen'Jd .Llul W.,S 1111 

known ln ASla and the Medll~II,LIlC.L11 legl<.Jll 

J9 
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ln AntlqUlty, tt appears for Instnnce ln the Connthlan 
capltals :: made ,.s a Rculpture, a contrnstmg square 
wlLh outstretched corners 18 Icd out of a clrc1e 

AlIttrlllC temples arc SILU,llcd olltslde the aXIS, thcy are 
lIot c1eurly /Icglblc] from up flont, although the maes I~ 
prnetmlcd III thls case by the COlUIIl1l8 plared III the 
forefront, so lhal thclr depth 18 vlRlble through per­
spective - The baille 18 true of Egypt, wherc the 
dlbposltlon of temples was based to fi large degree on the 
perspective of the court mtenors, columnar temples, 
rows of ap/ulIxcB '" tltat IS, ail was deveJoped III relatIOn 
lo lhe depth of lhe VLCWlllg aXIs By contra5t, such 
fncades orlglnrllcd ,IS pl anar solutIOns III rocky walls 

27 II !sn't cert"\,n "~harpness" chnr.lctertstlc for the 
prc~f'l\t 

2 III 'l'I.e antique pllsm '8 malter wllh a beautlful 
penmeter Just for the cye, nll 500n ns l start thlllktng 
IIbout Il (' '0!i9.!.!hl matter) If J h.we glven matter too 
lTl\lch, 1 take some aW(li, J glve direction to thought, to 
God, to stn:ngth, or 1 only put lt there where, III mr 
CplnlOn, It la really nc~dcd 

JI0 

29/11 1912 

3/lll P ,\rt of the world vlew conslsts III wh nt wc 
ourselves see III hlstory :lnd what We cali lise from It 
The thlrd pinne 15 what we see now, /lIost recently It 
has bccome our world view The eye h,\5 beCOIll\! 

sensitive to It, needa It and dmt IS why it wllll.Je createc\ 

7 1lI Prlmary buildmg 

surface of the earth's crust 

a part of the earth's crust lB hfted and sU5pended ln the 
Bir Shelter belongs to the crust, it IS hfted out of It. 
People dlg ,"to the Earth, they bury themselves in It 

where primitive people didn't learn about pl'lsms 
dlrectly from nature (quarry stone), where they dldn't 
tnke direct tl!chnic:al advlce from Nature, tltere nntural 
bUilding 
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has il dlffcrent look' The Eskimos But this is no longer 
constructIOn and building, but more the way ronds are 
made These are shelters that do not represent any 
spatial recordang of hfe 

The antique temple and AntlqUlty ln gellcral are [rf'p 
resented by 1 a prlsm hollowed out 1n~lde, the rcmalnlng 
clements are on Il' th en characterlzed 

14 III The vault One cannot ovcrcome the mass of the 
celllng ln il stnught manner - matter cannat be 
overcome that way One can howcver overcome It ln an 
oblique way =: and that IS the v.lult The vault 15 

Internally, constructlvely ahve agalnst the celllng 
which merely wClghs upon It Its welght lB changmg mto 
pressure as wlth the upright walls 

19/3 

ThiS is what art docs to matter Cirst It lInuts It by Its 
Will. "ratIOS", etc. Then It "defarms" the malter wlthm 
the lImlts of these ratios 

20/3 

Sculpture, an Spi te of Its three dimensIOns, should be 
abstracted into surface viSion and appearance In the 
same way, dram:l, whlch IS always three-dlmenslonal 10 

liCe, IS abstracted lOto the hmlted plane of the stage, 
defined as a picture frame Then there 18 the same effort 
as 10 visu al art· to pla\.e 

J12 
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evely essentlal thll1g III .Ul e~'"nllal 1.lll" '''''l''PIII ((Illy 
next lo, or rather, bahll,,1 cach otlwr Uc) lh .ll l'V''1 ytlllll~ 

would be VISible Dramatlc 18 thal Whllli ~t.llldb '''II ,,1 
It aU 

20/3 

What 18 the UMe of tlme, wh.1l l~ Il,ollulI' III .or,llIl ... 
ture, tlme and motIOn al e recorcll'd pl ('l"" 1 1"11,11 cly 1" 
th!:! dl{ficlilty wlth whlch maLtpr '" nVI'1 C'JlII,' .,"<1 I,,,,, 
much of It 18 subtracted Isn 't Il [",rh"p •. "J,," ,"L,",,'" 

m the helght of bualcllngs? Intl'Il',tll'Il 

Ab8tr.lcllon has to do wilh Irtatl()lI.dllY ",.!y l·, tir,· 
extent. that It cOllles after the expeIIO'II("(' ~lll" 'A I,.'H·" 
on Il 

Z7/III 1912 

ThiS 8lJrp~\8bCb, fovers, ex! CJld~ UVC'C, 

that 18 wlthout rt rI·L,llllll,llI!, WIU, lill' 

10lller [partsl 

1,'4 The drarnatlc quallty COllblats .llv, III tlr"l w,· 
ourselvcs 
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D Werksdltten, founded by Bertsch as [dlel Wcrksl:\t­
ten fur Wohnungsrlchtung Karl Dertsch, then adclcd 
A Niemeyer and Rich Rlernerschmled, Bertsch lB now 

the manage. 

2.4. 
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G 4 Artlon le In,enbed III Il 

8 4 Drapery IS SOI Idlllng very mt"l .. ,tllq; r'l,d '"'~~.' 
tlve DraJlcry fo liS IR sametlllng 111<'1 .. th~1I """ 1 

materrnl spread 'Iut [before us] Il bOlll<'tlllll1{ 11''1'1'' Il' 
wlth the matenal, If wc mave It, g.llh"l Il. Il Iw\ """'j 
dr,'pcry Drapery lB mat.rlal VIRIl.dly tl.'""["IIII< d l,y 
movemcnt, II1to whlch action has b .. t'Jl Jllt"!!l .,ted 'l'II' 
same amount, th .. same surfac.- of 1II.,tell.d 1', ( ')lIt."III·<I 
ln the dr.lpery, but whM IS vl'lhle fOl liS arc "IllY L11' 

parts and folds wlllch are casentlal ("tt"lItl'l"II) .,,,,1 
WhlCh carry actIOn Dr.lpery r~pleA"nt, the 1I1,,;l 

dY,lamlc p05Slblhty ofmatenal, the degll" Lli wl'Ich 1 h" 
m.lterllll cali be Imbued wlth hfe DI.l!J .. 1 y steilln ,,"ly 
from the latent POSSlblhty [of 11l.,tcrl.dj .,nrl " <let"1 
mllled by It, 

Itrespeclsthf-JawsofdlldcveUnl'llt ,tIH/lif'l' dl/,dl r, 
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of the l)otentl.\1 of buth furlll .md movement of the 
materlal, IIIhercllt ln the Inanlmate ~urface -------­
Wc know J1<)W how to ncknowledge and aecept the 
Sut fncp as dl'apecl III eontra8t ta our earher under­
st,lIIcllng of the .urf.lcl! as mammate 

11/4 1912 

18/4 

274 

Il 29 Artel baskets and 
cllrtaans 

Early Gothlc and Romanesque furnl­
tllre IS sillularly materiahstlc, popular 
furnlLure as weil Llkewise Van de Velde 
cu ts everytlllng out of planks and 80 
that he rnamtaans [the oraganal forM ofJ 
them I.B to both sc ale and shape 

lt IS natui al th .. t, III one-slned Vie'" 5, the deform,ltlon 
IS one-slded 

not 

J16 
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Here best of ail one eould dlffcrentaate two possible so­
lutions obJectlvlzatlOn and abstraction 

wou Id abstraction want thls? 
would obJectlvlzatlOn y, ant thls 

a mCle 45 degrpe 81antlllg 15 III Itself decoratlve , 
llltroduced 

5/5 When readmg about the RenaIssance, one often 
finds the word "noble" Does thls mean that If JOme­
thmg IS "en-nobled", It was first coalse? 

21/5 In future architecture, as a natural outcome of 
things - architectOnie clements as special, sepnrnte 
entltles Will dlsappenr - th~re won't be, for lIl~tance, a 
column or a cormee There wns a tendency towalds 
somethlllg hke thl8 aheady an the first "modern style": 
whlch degraded members and thelr co,wentlonnl c1as­
sificntlOn, dl5approved of cornlces, etc - went dllectly 
on top of them 

255 

When fabrlc lB gathered, ehen Its movement cnrrles 
ove. III the dll'ectlon perpendicular to the dIrection of 
force The surfnce remallls the same The whole mov~­
ment 15 recorded lfl the folds 

25 Cnly Naturahsm IS nfrald of [the use olJ drapery 
they pamt bodies 
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and drapery th en covers thelll, dresses them from the 
top Wlth a nude, they don't know what to do It's 
because they don't thlnk Nature IS ahvc 

Drapery, however, lB as active as an nrm or a leg.: It 
moves or 15 moved by the actIOn of the body 

25 5 An annlogy to dl'apery IS a sculpture pl.lcecl poorly 
on a base with wlllch It does not form a whole 
Sculpture IS matter that grows and lts growth bccomcs 
an optlcal value Th! quahty of movement 15 trans­
formed mto an optlenl qunhty 

265 1 beg you. [llIeglblc] 

26 5. On the contrary, Only when the archItectOnie ex­
pressIon appears as a clenn decoratlve one, uncon­
nected with the old system of constructIOn - only th en 
18 It a clenn new expressIon 

265 
ThiS 18 n contmuous closed cycle actlvlty stems from 
[the heart thls IS crossed out] Will to Nature, trans­
forms It by Its actIOn and thls 

J18 

action 18 the-n 1l1alllfct:>Lcd by ,.plh LI 1,IwIlI IIW'Il" 1 wlau Il 

are apprehended and campi phpnd"d by t I,,·,·y,·. H"th.1l 
they enn be rc-mtraducerlill "pmI. Wh .lth,· will t~IV"~ 
to Natui c, wh •• t 18 acculllul •• tcd III It. IJt'I,,"~, lr, hre. 
thClcrorc It haB n 111otlunal, tcrnpor,d rh ,U il t l'I 'l'11I''i III 

Nature cali be malllfest.d ollly III IlII.· w,'y ."w"Y~ .• J 

a plastIC malllfestatlOll. 1 t' bU th .• l 011 th" "" r." •. ,,1 
thlng., 1II0rc IS vl~lhle thall III N.,ture 

28 /5 sculpture abstractrd 

31 /r, 

Convers.ILlOn wltn Gutflrllwl 

It occurrcd lo me that wh •• t w<! d,sclIs«·" : "1" """Il. 
some common pOInts wltl! the Baille IJIIII!! Il' Il,,, 
Baroque, when the CoHllc III li", lfitl! LClltll' y."" 1 
denly moves olltslde the esL.II,hslard .tr rllltet tlll ,Ii 
plnns, e g the bent nos~s of pd"'slc," or, Ill'" 10 III tilt 
saine way, the hnnglllg ~tajacL,te8 uf v .• ult., ,,' wlll'" ,1 

starts uSlng natur.dlstlc bl.lI1che~ IAstwcl k Im51,. tr' ,,1 
r1bs, perhap. hecause th .. I,r.ln,h,'. by tl,ell 111,,1 ,t, 1 
glOwlh (m the thlrel dllll('(I,,,,(I') "le 111"1<. pl "I.t, 

ln contrast. It 18 al50 true tlo •• l .,,""l"cltlle 1>1",,11,1 
remam wlthlll the pl.lll, thal Its .Ictlvlty III"JIII" LI' 
abstracted towards and wto th .. pl"n . .;. h"'JIl." ,l..:",'· 
perpendlcular to plan, as 800n as It USeS lhe 1 e,.1 !..Utl'[ 
dlmenslOll and Ilot Lhe :.hsLract Olle, lhell ,t '8 re.d'ly 
and not architecture lIerc 
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It 18 no l'fllger the Ide.l, or bcp.lratlon from the Idea or 
tlllllkmg arolln,1 the Idea, but re"hty 

III kccpmg wll h thl>, there arc two categories of al hstlc 
actlvlty (ail! bot h ni t1qt\c actlvlty7 not sure at thls 
l'oint) onE' IS 

CUllcrctene~., 

ohjccllvlty 
threc -dllllcllMon"llty 
ruundness 

here "II dlll1en'IOns 
really "::.r~" 50 th"t WC 

Sel them all'l flcl then' 

C;ro;wth, movell1ent 
th,> events t hemôeh es 

abstractIOn 
two-dlmenslonallty 

relief 

here ail dimensIOns are" as If' 
they hold <hfferent depths for 
the cye, greater thnn :n renlity 

the Ide a of rnovement, 
Ide a of events 

31 5 Drapee! fahrlc 15 dram"tlc 

1 G SClIldhlng .Ibout t!lat 1111er \,\1 ullIty menns unIt y 
ur m,ltel,n:, cJlltcnt ,lI1d furm winch means perhaps 
that the charactensllcs of the work= 1 e materwl, 
content nncl form COIIW Îlom the same matter, therefore 
(.Inù tllls IS .mpollant for the tr"nsltlOn from the 
decor"llve fOI 'n to the Sl) ,,,ll,,d constrllctlve form, that 
!C'l:1l1S perpetu<lted 111 content (pcrhaps) and finnlly m 

J20 

matenal So, form, content and matenal nre not merely 
sorne stagps of matter 

36 

Salome wlth Gsovskn [sicl 

on account of Kvapll and hls [games ofl darkness and 
hght not only bad, but a questIOn of chnracter 

In htprature and art a I~ Wilde, the question of 
character lies ln the tnsteful silence, tillS 15 alwnys 
pleasant and mterestlng-bllt never trnglc, or profound 
or fundarnental 

The performance of GsovBka IS everywhere and ln 
every way pleasant and beautlful The entlre the~tre 
hkes It The é,radatlon of nuances, of finesse, the 
enrtchment wlth the decoratlve Not thnt mllch differ­
ent from Kvapll Never a new thought, new feelmgs 

3/6 New dlSCOVe~les ln or out of feeling come from the 
field of abstractIOn, of tnVentlOn, thls IS why they 
possess the slmplest dimenSIons of thls sphere - they 
are planar, hnear and do not yet carry - cannat yet 
carry anythmg, 
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they are carrled becauAt' they are still emergmg, they 
cannot construct, because they are still bemg con­
structed On the contrary, construction of real thlOgs 
conforms to thelr Image- even Ifthey become construc­
tive, It 18 nothmg more than that matenal tlllngs arc 
added to them One could say perhaps that t1H'Y IICHr 
become constructive 

4 /6 What could one derl"~ from thmkmg about thls 
that the Gothlc 15 malOly mterested m the nave system, 
whereas Naturahsm 10 the centrahzed one Isn't tlm 
~he relatlOnshlp between the abstract relief matter and 
the effort to make the final {form] concrete 

6 /6 It 15 certam that art approaches thmgs from the 
outslde, rather than from IDSlde It 18 Impnnted II1to 
them (rehef), doesn't grow out of them It Will be 
prlm,mly and above ail a rehef 

76 Concelved that h:.ndles ln furmture should grow 
out of the wood en plane as If one wlth the matter? 
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G G The ~t'I1SC of beauty 18 .1 pl UtJf, .and .~ l ,· ... \llt, of li Il" 

conncctlUlI IJPtween people Il I~ dll '" lIy 1"" t ur the 
hum,1Il fabllC, not )U,t .1 pro:"'11 y uf Il "il v Idll,.Jq Eveil 
saille very ugly pt'ople ""~ ,Inn dl l' 1111 f"l III'1t,L1IC" 
abOLIt upera -th. setlqe of liC,Illty IWIIl'II"L.', ,'lId 
springs from th~ hUIlJ,lIl weil llLl ()lll~h Illdlvl' lu,c1 p""ple 
- they :H" the (Olllhllt, : tlll' tn,,' 1 e,,""lIt. "It' Lu ,,,.1 
decply rCllltlved Irr()nl thellc! 

66 If l 'Ioly that tllI' ma" .. f the 1" "'" 
has h"etl p",h.'d "lit /lIt" 1 h,' l'YI 1 

111Id thiuligh Ititelll,c1 t XP,lIl''I'''1 ," 
becalJtH' (I( lia' L·ye ln )."lIj / l',,', 

Il h .. ppened Hl Ill<' ",LIlie W!lV, 

through movelllellt W h"t If l ',II,! 
the followlIIg := the cyc secs the eXp,1Il51"11 Th ,Il t III' "Y' 
19 a c,\II~al organ 18 eVldent the III.IS' Ib,'lf w,,\dd Il',l 

boll oyer, It erupt. under the I",nd ~"tIIlli"ndt"ll)y III<' 

eye 

10 G The /Tnportance -,f drap"1 \ c<JII'I"l, III LI. ,1 , . ,. 

can ~ee how the movenlellt III IL OIlCloi IL .. ,II.d «:' 1 

rates 
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H"nI:ln dr:.pcnes :lIe stIll ch:lr,lcLcllzed by the dlrec­
Llo Il of the Carin as 15 AntlqulLy, Baroqlle already works 
acro~s the fnrm 

17 G A VI.lt La Plec!ntk HI~ opmlolls are always more 
Il.ltlOuallstlc and Siavollie 

H) 6 1 am startll1g to tlllnk tlt,ll our architecture IS not 
fiU very Gothie, It ",dl be sUlllcwherc mld-way betwecn 
Italy and the NOlth That 15 why Gocar's house would 
probùbly represent It [bestJ 

19 (l Here It 15 a th ree -dl IllCIlSIOn ni renItty 

hert: It la belllg pulled III ta the two-dlmenslOnal plane, 
whlch IS curved 

ln Cact 

ld:6 re4/ù ItoccurstomehowthecentraItzedsystem 
. <'semL!es bot~,nl:al forms, e g stalks, flowers Here It 
'" .:ndd be 

,..., ... .... ~ J""'7-i- tI-J ~'!u_ 
•• _ 1 -" ~A ...-.,-.. ..L. ~ 

.., ... .... ' ..... J #1_ ... 
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mtereatmg to deal Wlth 1 he ratios and causes - between 
the regulnr flower [Image] and an asymetrlcal one, an 
orchld, cr the paplltonnceous on es whlch are, m efrect, 
reltefforms Alba the dlCference betwcen an apple whlch 
15 at least aXIal and regular and frUits wlth stones, such 
as the apncot, WlllCh have a furrow on the slde 

21 6 ImpreSSIon 15 somcthmg hke a negatlve Imprmt of 
thmgs, an unprmt 111 the air, III perceptIOn For 
mstance, III a cornlce ,If we see and pcrcclve IIlsteacl of 
the consoles thelr shadows, what they le:lVe behmcl 

216 A novella oC DubrOVnik 

Indlvldual feellllgs Collow ln succeSSion, t.1ey are lay­
ered wlthout bemg mutually aware [of each other's 
eXistence] They are often unconnected, scparate An 
event suddenly breaks through them, weldll1g them 
together ln such a way that feelmgs are constructed 
and glven a relatlOnshlp to the whQlc th mg An event 
cornes from the outslde, from the outer worlù 

An Intuition from the IIlslde, the lIlner world 
An event penetr:lted the depths, It broke through the 
layers and 1 saw through the opentng how they nte 
arranged ln relaLlon to each other, how stronl> they are 
and how, peaceful tlll then - they are now bleedmg The 
event was strong, It dldn't Just he on the surface 
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the way the others dld, It probably had 50 much wClghl 
10 Il thal It broke through, wCIghcd them down, bpnt 
Lhem, broke them, 50 mllch 50 that they fused, that they 
hllrt The entlre spiritual ,"yerlng wns affllctcd 

236 Let us conGldel th"t ln COtlllc arciuLectllrc wc 
dlscover tmmgular sq.wres [llnage] nmong whlch one 
could perhnps al 50 fllld the cla"slcal type, more abolit 
the VISU al cone bclow And r.ot only that, but also 

whlch proves that, next to proportIOn, al 50 lhelr form', 
that 15 sorne sort of a lrlangle, 15 somethmg construc tl Ve 
m relatIOn to space A cert am MI nlogy w Ith th, py ramld 
- 10 bemg both the core and the mmlmum of physlcnl 
dimenSIOn 
Contmued 17 7 

37 Havmg traced a number of Egypllatl, Creek, 
Roman, etc plans (Il Will still be necessnry ta look 
through them and sort them out), but especlally Itallan 
Christian and Romanesque, 1 have found that baslcally 
the trlangular ratio returns There IS almost no eVI­
denee of the square as ratiO, but there IS of the sqllare 
as form Instead of a square ratIO, It 15 the trlangular 
square whlch 18 the base and the constructive clement 
= a clrcumscrlbed equdater,d tnangle 

1t would be possible to contemplale vanolla 
posslblhtles 
[Imagel 
1 It 15 taken away from the genlls of square, from wlllch 
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(Ille slde IS slILtr"rtcd, III., "l'Ill" l" 111"11 l,doIt' 11"1" 
Itself Il h"" the prop"l 111'8 o[ " "1 tl Il t'Ill" ! \" \ 1111111 
chara(tf'n"tH"t"ndltlslc~~lh.lll ~·,qllHt,lt l,tlll"'>I' 

tuf 1.1 

2 Perhaps tills 1" r~I,ltl'd t" th" 1"""01.11111' , ,1",1 III" 
optlral quahtlcs uf the Cyl' lhe ,,"dit)' 1" '" ,'l, ""1(1,' 
and theslclc wltlllll th"t angle A ln,'IIKIII '1 '1 "'" l', Il,, 
only space wlllch 1 C.1II fully CI'Ill.'11l 

(and here l'i, 511 Il "il', III a1" t III 
htl'glllrIlIIt,~ (,f tilt.' qldll li 1 ("l1l1lt' 

IlH'ut of l)hJlqlJeJII .. ·~" th If t lit l'} 1.' 

St!t!~ .lt .~ll .lllh1e, 111 l\\ 1" HII 

tdtéd t""",,ld, ,.,dl' Il,, I! 

Dowl CVllIplclely pcn~tr"te wlth rny cy,' If. \'01 III': 'l, ", 
1 am on ItS eclge Il l "'II 011 th.- ,,<Ill" ,)f" """'Il', ",l, ,l 

1 comalll ofl!, 1. the trlllnglliar pnr! ( 1 t Il,1111,,1 !.,r "l"", 
as far dS the nllmber of Bld"s l' cow, rlle.!, l" t Il, 
minimum) ThiS trlilngulM spa, ", h"w(lv, l, Il., 1 d ", 
other characterlstlcs Illits 81d(8 , lIA dl'))I" "'101 di tlll 
wldth and the frecdo" of "~A b,,"" , It 1", ,,\ '1 ,." Illy 
cye 1" cOllccrned, the s,une evcryv.lIcr" lhl' Yd'\ll, "\ 
VIRion 16 cqu • .! ta tlll' deplh nf VI'I',I, 

47 WhclI wc follow Lo wh:.t exluil Ille 111.1111(1., I~ ,1 

basls of a building Bclleme, tbe reL,tl'>llhl'll' L" II,. 
Egyptl,1O pyramlds must be uf B,l,'n ,L t" Il' {HI"'I 
bulldrng types stllve III dlffprent f".'lll"":> ,11,1 ,hl.·,­
tlOns tow,mlo " l'y,,,,nl'' 

Gothlc catllpdral~ 
RenaI8~~ .• nre centr,dl,,,d slructllrt ~ 
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a ______________ ... , 

1 Coule1l1't one say that T IS the ,Ireu of a clrele 

,Illd III sllch a way that 1 see ail sldes III thelr dimenSions 
(tl,b,c) as cqual 2 It lB as If 1 tlited the sides and the 
edKes lowards my cye and as If the helghts b,c were 
gl "en sllch dllnenslons as ~tems frnm the realslze of b,c, 
and from thelr position towards the eye b a Id c arc 
denved from a c 
3 If a structure has a skeletoll • T, Il means that the 
eye execute. III the perception of the Image the same 
d,~tnnce a,b,c that Il needs to cover the dlst:mce, and 
the same tlme and effort to understand It One could 
say that the Bame goes for the squMe, thls Isn 't 80 but .u far 1 do not know why Perhaps bec alise the sq1l3:-e 
,he~n't h;1\ e the roundness whereas here the eye 
clrc,liale~ IIround the structure The square has no 
,.:,n"e:\:, WnHe:lS T lB both the base and the plllnaele 

c' 'rflt'd One C.I" ."ways huIld addltiOnal thlngs atop 
_ 'qll~,re b Il not atop a T T 15 the scheme of a 
(, :-ll'"I •• t,d stluct\lre, CI closed compOSitIOn, SIS, to a 
,!,,,rep, "pen and unf'.'llshed, It mlght be necessary to 
conirle~p It Wltl. a tr'nnble on top and ag,lIn repJ..ce It 
\\tth ~ T 

JlB 

The square can always be replaced 
by a T and the latter cantmns the 
characterlstlcs of the former But 
one cannot replace T wlth an S 

Inscnbed lIltO It, because the latterls already dl{{erent, 
not Identlcal 

T lB connected to rotatIOn more than any other [{orm], 
more than the S Isn't the eye used to move along the 
outllne here, that IS horlwntally and accustomed to 
movmg nt a GO degree [[mgle] !fso, then the perfection 
of A Iles III that the eye, havlIIg run the hOrizontal IIne 
IIIlts entlre length, reaches wlthlll the Bame lime (tlme 
III A 1) a dlfferent constructive pomt (c) This lB IIke a 
3/4 tlme [III muSic] 

Perception, that IS the understandlIIg of the process 
seems to me to conslst not Just III that the eye can 
merely see the planes and absorb them throllgh a pinne, 
but that It '1leasures them out and thls can happen 
("touchlllg" • no l) by determlIImg the coordlll.lles of the 
planes Tlie base and the helght are always Important 
here - two section al elements One llnde~stands agam 
through means a notch lower than that whlCh 15 

measured = we measure the plane III sectlOn~ We 
aJwayslook wlth our cyes beyond the movements We 
see through the movements of the eye and wc form ail 
Image Plobably ln such a way that wc measure the 
Internai movements of the eye IIIslde the vlsual organ­
Ism It 15 as 
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when l,he physlcal values arc me.lsuree! by Instruments 
on thE basls of _hanges that these values cffect Oll LIll> 
internai organasm 

If thlS 15 not valacl, thell pel h.lps Olle couic! .lbbUllle th.lt 
thlngn are arnnged ln SUlla a w •• y th.lt tlaey .Ire 
undel stood as tnangl"s . whlch IS the saille ab wlLh 
clrcles ",1I1sert from p 31, boLtomj accordlng to the 
[followlngj definatlon to take •• rchl tecture 1I1to the COll" 
of Villon 111 ~uch a way, that ail of the base ""cl ail of 
the 'nelght, that 15, two charactcnstlcs of a plane are 
con',all1ed wlLhln It [end of lnsertj, because one can 
lns'~nbe a clrcle wllh a triangle On the clrcumferenc" 
of a clrde ln whlch the vlsual cone mtersects the plan" 
o( the obJect, 15 al the sarne mtcnslty of VISion, blthe 
"ame speed of perceptIOn 

On the other hand, the drolmatlc quahty of conac or 
pyramidal parts and planeb that stand out stem~ from 
the faet that that we sec the fore "dg .. a/ more mlensely 
(or wlth a dlfferent mtenslty m gener:ll) th an Ils sldes 
and bl earher th an ItS Sicles The vlew of a sphere IS for 
thls reason hlghly sltppery and uncertalll 

"ProportIOns" 15 a concept and a charactenstlc that 
stems out of ail thlB ProportIOns and m proportion 15 
8omethIOg that can be m(!!lsured wlth a percept .Jal 
organ· the eyc 

ln thl3 sense, the triangle as cOlllp,.red wlth the square 
has welght bec"use It 15 rel"t"d 
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IninK and hllldlllg ufgl,lVlty, Ilf g.ltI"·I,·d III.ILLI·I '11lI' 
5gu.lIe, Ull tilt' nll"'r h~nd, " a 111'1111,.1, 111.1111111,11, 
flglll", Indlff"rl'nL III Lhe sen'" IIf dllt'(\I''!I, Il I~ "1 
Orll:\llleot and ln ut nalllent.,l f'~)llll, 

Lht' bllLst.'llt 1.11 IJrg,llllzatlpll IIf 1Il.lller 

417 Yesterd.,y .lIld Lud.lY, 1 wc,rked 1111 dt'lt'llIlllIlll~ 

tn,.ngul •• tllJl1 fi .dl.cIlo w ... V\'I y h..tpflll (1\ l"iI".1 
Vlcellz~, Hnt'md.l) .llld su W.lb V,.~an ((lfflll) l'Ii .. lWII 
ln partlrul.~r .l re t heorl'ils .lncl 1 ( )IJlhi t h.d tilt Il W (Illllj.( 

15 truly IlIore tf'I'I,a,·tle . ./ - th It l', h.,. ,1111"11' "iI"t III 
tlal strlletllr!! to Il 

1 alGo went, INitia hated hl l'atla. tu la ave .11""k .IL l'a .1~lIe, 
tu see h"w <he w'Jldel farc She C •• 1l1t' "ut weil, 1'.11 tlt Il 
larIy the purt . .! IJ1 thcTyn ChlllCh, the Vl.ldlSl.lV 11..11, 
the Waldstel,l L"ggla and the Klmky 1'.11 l<" S" Lu 1 
haven't h •• d tll1le to Sec more 1 .dsl) ln"d tu "kt d,Ia.11 
tu what exlent the theorellc.d gains ciJlreSI","de,lt 
the empIrlcal practlce and 1 found tla.lt If LI,,· l'Y" 
r'<!gards sOlllethlllg .u nol qUILe raghl and fil ni (hlglll l, 
lower) . Lhelllhe (aulL '" always wilia u,n.tlllcll"" Till 
L.lIlùMuQCllm and the Mlllll\.lpal mllsel1l11 l veu 111')11 
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G Vii 
Ta thmk about whether thls cut­
t�ng across and c •• stlllg of forms 
•• cross the layer& of the blllldmg has 
anythmg to do wllh nbstractlDn 

6 7 [cont 'dl Slirely It has somcthlng ta do wlth the 
lIIannerofcollstrllctlOll AbD the IlItcrcsl ln perspective 
ln th~ early Rennlssancp 19 rplatecl III some wny 

6/7 As an ald ta tnangllli>.tion one C"11 follow nrchlLcc­
ture, wh~n It 18 extended ln a plan, sround plan, IS 

reah~ed above ail ln the sunplest geometrlcal forms 
pl.11l and ground plan bclong ln the lealm of nrchltec­
ture, thcrefore It [the architecture) 18 reahzed and 
perpetualed In Ils slmplest geornetncal forms, thl8 
could be ratlDnaltzecl III such .. way thal Il concerns a 
dlfferen~ ratIO and a cllfferen t position VIS a VIS the cye, 
whlch has more dlfficulty pcrcclvl'Ig here nnd that IS 
wh)' It needs the simplest forma BJt mature nrchltcc­
tUI Il always attempts ta [cre;ltc) s:;,115\IC rel;ltlons'llps 
III n g:uund plan tlwrc 15110 dlfferrnce here, here plnn:lr 
Ideas [Ire perpcncIJcul.lr, here ail of n slidden they nre 
t.lted Imc the ground plan 

Wllh th:6latest acllvlty III wh,ch architecture III a plan 
Cell<\YcI as architecture III an elevatlon, 1 assump that 
:'-Lh:tect.lr~ .n e'e, :Inor. m',st deltberately keep ta 
Clt~;\1 geolnetncal f~"'r.l1" 
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a gcornetnc:ll structure, whlch otherwise would not be 
thcrc 

Real ground pl.Lns of the Greek perlod have the saml' 
ordcflng Sptrlt III the elevntlOn m the ground plan, 
there are rectangles of court yards and halls, III the 
elevatlOn rectangles of walls ordered freely and IIIde­
pendently behllld and above each other (best exemph­
(jed where a slope lB IIIvolved, Acropolts) 
The same wlth Pallad/:l, where the ornament of the 
elevatlOn and section 15 of the same style even In the 
ground plan Egyptlan temples, by the way, have thelr 
own architectural style malllly and above .\11 III the 
ground plan 

Baroque clolsters 
Escortai 
the star-shaped ground plans of churches, chapels­
these one cannot denve from the elevatlon 1 from above, 
and thls demonstrates that there 15 IIIterest here to 
thmk Identlcally but separately III the pl:lne of the 
ground plan 

7 7 The bases of ail archltectonlc forms are geometncal 
forms for the column, dame, plllaster, phnth, nave, 
etc Why 15 thls7 And further why, If there 15 a certain 
causahty Involved, would It cease to eXlat III the 
diSposition of architecture ln the elevatlon 
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9 7 The system of our tlr.les ~ proL,ILly dlffcrenl 
than the sys.em of AntlfjlJlty ,HI,) N3lllr3!Jsm Th,. 
system forms and encloses tlllngs whlch ;-.re round, 
grown. stalk-llkp, pl;-.nt-Ilke such as columm, capllals, 
It cryatalhzes, whenever the matter IS formce!, III .1 
natural way, III three tangible dllnenslOns, ln wlllch 
there IS no dlfference between the way Wc sec them .l1ld 
the way we can mpa'ure them through touch, they do, 
after ail, resemble beams, etr, albelt beautlfully 
shapccl 
In thls .ystclIl lhe C.\lI.C. and laws of lhe form stem aA 
If from the mass Itself • The new system 1. morè uf a 
relIef system The matter does not change and Its 
matenal nas no l1lflllenCe on the formation, becaus~ th~ 
formatIOn cornes now :ron. the outslde, from decIslons 
of feeling and IS commu1llcatcd through optlcally, the 
matter llnclergoes deformatlon, the surface changes 
(wlth2ut becoIT'l1lg a new s"rface, It retams the cid 
surfac.e of the materlal), the -jllallty of the matcnalls 
lost 

If on one slde, there IS thls art of relief, then on the other 
Sicle there 18 Nature, Natllrahsm, flora, technology 

• Tnat la why "nwtcnal" and Its propcrtlcs play sueh 
an Important role 111 the ,ormatlOn lof obJects] The 
plant qllahty of Naturallsm has a morally natural 
charactcr 
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'Illd :'" d"]lllaclulles Th,'''' tw', Ipl.lllt, .llld 1ll.ICltlllt·,! 
III partlCIJJ.lr .lfl' .l (OrlU {If ('xpandl'd N.~LIIJP, ül' 

CXp.IJl'JOll and org.llll1ntlCln uf n.!lur . .! (Il" "h, th"1I 
growlh .1,,,1 d,>, t'I"pluent M Idllne, .11 e .1"·ll."u 1<J1111 
ofnature nnd" Illlt'lllg,·(,l.llld .lre !tIVl'lI li,,· .IW.lIeu,"" 
of lhe force wlllLh W.1S lel~.ls.·d 

A further dlVI.lnll Letw"cn N.lIure, Ils C,,"tllluaLIIJII 
and Splflt 1:' n~~ f'~tl.,ry· 

Clot to 'r.'fl';f\)rnl Jn.,tl~r lutu il syllltHlhr collllnll , 

accordlllg to sPlne Ide.l 01 11lI,lg!' of .. .lfrylng '"lIle "'''I.aI 
[responslbdlty! pf enlloblallg maLLer, or tu ,·xprco. IL. 
forcc', but to le:.vc m.tter be, tu dr.lw ,lI,d lo llllrrC'I" 
OIW'. thought ml,) It 

Il wlll ail bc ulloLjcctlve l 

Tbe N "~UI "lIst S} slem dencte3 (jVel CI,lIlIll!.: :>I .• l 'll" ln 
ItS own sense, but wltl,," Its IWllts .,nd 'l'l.allly 

the relief system [den()tesj cnflchlllcnt, "Illnt..t"',l 

Hl7 Whrn we thus rl'flect .dJ"Ul • tn 
ang\llar content, wc (.111 e· rit IU'l" 
what archltccture W'JuI l "~c t, 
[Image[ re.dlte bul th .. tecllllfJlvJo:Y 
only d,Il'JWS IllrJ erllLr l'_~ !It~ t(fhd' 
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rdurns to It, .Ittl'Illpts to reallze It ln degrees, HI arches 
whlch rer>re,,'nt th,· ,hfficllity ano the overcommg of 
dlrrlcultleS 

wall vault 

courage 

Sclunkel an the monograph on p 13 ha& 
qOllle very bad architecture, hke an 
elephant's tlllnk, wlth wllldln~, lIIl.lp­
prehcmloil' "P,IC(' (1 e InvIsIble for the 
eye) and unperreptlble One haq to 

1 elllember to look at cOlltelllpor:u y German temple., 
etc, national monull,'llts, wlllch arc also o"d, for the 
salllP reasons They c.'ptlvale and surprise us by thelr 
exagKerated dimensIOns (vertlcalaty). but not by thelr 
cI,mty .md the sellbe of a" hole (umty) Must rcmcm­
Ler 60rnp analoglcs - caves, chasms - whlch hornfy and 
surprlSC us, but wh'ch wc d'J not &Cc from one end, whlch 
nie nt,l ~L'ncentrated whole 

7 SI."uÎ 1 v.e take l'Ile consideration that m 
t l 'S ;y5tem the same angles are repeatcd 
e\ e,» wl.ere" That 15 thnt the struct,lre 
" C t.,r and homogeneous ConLmued 
1/-

107 • t,) the PI'·V',).IS p.lgc The dl\.510n belween us 
al.à :\.Iturc IS ol,h :h" wc ar-rl ever~lhlng that we do 
u,,!ong. tv N .. Lure ,n geller.ll, wnen we observe others 
and are ollrselves O"'Se., ed, but wh;,t separates us from 
~;l:un"l ;'1 that \I.e ,.!:).IC' Sêe Il, 
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As subJects, we are part of Nature and we dlffer from 
It or.ly by bcmg able Lo see It 

II 7 Even pamtmg falls oftcn vlctlm to the system of 
corpo"callty [In Lwo ways] It portrays truly plastlcally 
concelved thmgs (Plcas.o) and It Isn't optlcal enough 

Il 7 l ~ prinCipal of transition Qi!! materaal pinne mto 
an edge and a pomt, dlsappearance mto the edge and 
the pOllll In naturallstlc archItecture, the malcnal 
planes are simply eut off 

12 7 Accordlng to thlS, one could even dar~ to specu­
late that the trtangle represents Il certam peaceful 
eqUlhbnum of contents and a \tmtt on whlch archItec­
ture dlfferentlates the essentlal A prehmmary judge­
ment T ahould alwaya bee fully contamed ln architec­
ture - - If It IS not (as 15 the case wlth Schmkel), the 
architecture looses - as eVldent from thls - Its equlllb­
num 

If we contemplate a tower, a centrallzed slructure and 
a longltudmal one, etc wlthout thls, there 15 nothmg 
wlth whlch we could compare and hmit thelr specIal 
nature, If, \towever, we confront them wlth T, then 
thelr character and type of eqUlhbnum are suddenly 
ascertamable 
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14 7 Ir wc say= ratJO, dDc, thlS necessallly contaln 
(perhaps?) a certam degree Df sûmethmg (ahqolute? as 
wlth "denslty", "temperature"?) ami If qO, a rel t:1I1l 

permanent ratIo pel haps? 

17 7 We can thlnk about th~ Baroque as the rcappear­
ance of a trlangular space Mlchelangelo's CapItal 
(Durm 187), also Scala Regla, St Peter's square where 
on the whole Dne finds triangles and that ln opposIte 
positIOns 

Small town examples the LIttle Square III Prague, tl.e 
Jlhlava squ 1re 
Squares that conform to VISU al perception are a hlgher 
type of square_ 

Couldn 't one derlve sorne slgmficance from the fael 
that the Greek tympanum and Its low shape were III 
Rome and ln the late Renaissance (PalladIO) corrected 
and transformed mto a hexagonal shape? 

187 Based on Palladlo's works, San GIorgio [Mag­
glorejm V[emcej - olle nccds to notIce the Importance 
of the contrastmg !roe They used to thlllk that 
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extendlllg the ,,,dlltl,',!' ,111" tl" .'lLl .1,1 .1111. l, ,d , 
purpose, n.\Jllely tü hnk ,lllel CtJllll\'( l'Ill 1.1 lIil hl/JI. III ,'; , 

Whcn, hOWCYCf, wc- llHl .... l .t'1t;IKII t'VI li fi/ li ,dlt)'illdl 

fornlS a cell~UII p::,y( hnl<.,gll.d v,dHt', HP la \'\[,IV,II.1,1111I 

nlu~t Ilt\ve a tllf'.\IlII\P; that 1 i 'dIlI1l 1t.UII'111I t 'IY IJ'tYlIH) 

loglcal and pl.u;tlc fl" ale It~ "Hl' tJ,llllglfl" ,11111 (.111'11"1 

Thcrefore the qlOlult,UleOIlB p"lIcll"tl"lI of • NO v'.) 
unles and oUJcclti •• 1IHI Pl·rh.lpR t la- IHU )J(J',t 1"1 t Il l ll'.lt 1 

a 1I11xtUIC of balh, the Inure cnlllpl.,x .111.1 IIl"rl' 1"<> 
found content The S"'"C llIe,,"" l" IIlv'J!vcd Il, th. 
placlllg vf apl'rlll'" .LrChll,·rllll (' ,n.! P " t" ,,1 Illy 'n It 
10WCIIIIg ,111.1 ullllng ,11I'OS8 the 111"'11 <11"'1(11 T!II'"II(~1 
both me ans w~ r,Hl a hlevc III the 1'/'lII<' tw" 'Jf Ill"/<' 
plans - - - Dlffcl Clll ".zeB of cul li 1llllS "nd "1 dei '1 ,. tbll' 
Antlqulty or artlstle Lre,lll<m? 1!.lther tlte L.tl,,11 

S Marta ln Cnngr.Hlll) ln (;cno.l rcpn"',,~lltk lHJIIICtlllll~ 

slmlbr, but olti~r"ntly ag:lln If a C"IP"II',,] "'111".1 
structure once used lI.) be °Hl Jdf'.:d, lt b.l'" t{lown lulu.~ 

gatherlng of rnernlwl q the d(JIIl~, Il ult'\ CIIJ '(J! ,lot [lrn.Ij{I.j 

,lIlcl Lan'lnnlil, ail rentr,llIzed ,li! .. tlt'IIiJoI t'I expie,,, 
the centr," pLIIl .11 ,\ pl.lnp ln Bueh ,1 w,'y tl",l ail 
rnelllber~ ,)f the cI>I1,"a! rbn are lJlAllc,] \lI' !lId plMer! 
IlItu a rel"tlonshlp wlth t" . fM ade (1 L' 'r1~II"n(J thl5 
effort IS bc,lutlfully expre,~pd 111" ~I '>l''''! II!. ri li 

ngorously central ,'IVI It~ rhytlllll, th ,l lB lloc 81)~tl ,] 
sequence and the lll11tllal r<:!atlonsh'p ;11' crJncclvcd 
even ln the î,lc~de 

curnpamle lIttle ('II !l"Ll big clJpola lIttle c'q, ,,,, (",mIJo< 

mie 
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Tite ward ~celYed alld Its mealllllg I~ .I!I Important 
[('rlll IIere, Wc (J1lI:.ln't use the ward ~ Silice thls 
doed 

not concern reahty, but a transler 
and ail Ide.ltlonal relatlOnshlp 

By comp,lrI~on, St Peter III from the back part 18 a 
corporeal central reahty, whereas hcre It 18 a {acadc, 
frolltahty The frollt facade of St Peter's 15 already 
better 

PalladIO was ln the beglnnlr.g concerned wlth some­
tlllng slIl1Ilar to S GIOrgIO [MaggIOre] 

17 7 W henever an extel nal and overall abstractIOn W.lS 

Involved, architecture was always pbced III a grand 
aXI .• l ~olutlon, IIIto plnnar VICW8 lt 18 a fnet th nt planar 
perception 18 caSier, carller, evcn hlgher than spatial 
perception }o'or exnmple,lt wouidotherwise be pecuhar 
th nt the pyramlds Iylllg ln unbound positIOns have 
kdoliletres of r,xlal ronds leadmg to thcm from the Nde, 
tr ~refore the,. ahould be VISible only as a flat triangle 
l he 8!1me [goes] (or the temples pylon columns, por­
tICO~. row~ of sphlllxes arc on the whole an effort to 
I~rentel a plane 

Antlq\llty lncke<i axwl s'JlutlOns = ln the forums and 
the old b,Jlld:ng.) S~1'1ll of towns. they reappeared only 
\li the [Ru1r.nj B .. roque thermae, Imperial VIllas; 
carl:,'r, nrch.tcctt.rc w •• s ,,' ..... Iys exposed corporeally 
an.l to c0r,).Jrcal vle .... s The same [18 true] of the 
lienr.lssance Palaces stand III the streets, m diagonal 
\ lews, \\0 lf h,'111 t axta! Vl\:V. 5, the ltnlhu~ C..tIC' nre wlthout 
'.st'.5 \'I.t as ;ln:: ne .... salutlo!.s 
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are found agallllll the Baroque the percelvable square, 
the vlstas, percelvable goals 

the centralldea 15 that of beauty, of ordered beauty -
but 1 would suddenly hke to contam It III the plan 

197 Incorl'ectly, Berlage attempts to glve archltec­
ture a trlangu;~r network, that would be finally pos­
Sible only m hls architecture, otherwise as far as one can 
see,lt lS more a questIOn ofonefigure, or sometlmes one 
composed from a subserles of figures 

HIS architecture does not really have thls at ail, it 19 

truly a network of multiples, 80 that It Incks a smgle 
great structure The same lB true of Wagner 

There lB 0 eVldence here of attemptmg to seize 
everythmg wlth one movement 

The Antique temple nelther has nor lS represented by 
a facade, lt 18 a reallty, a frontal cut (sectIOn) through 
the temple, nothmg more happens m It th an ..... hat 
normally happens ln constructIOn, there IS no conden­
satIOn, no transposition IIlto a plane, only rer.hty ln lts 
place 

how handsome, how advanced are, by the way, the 
gables and the gable-ness of BohemJan towns 
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After the nu 

28/6 It seems that ln our case It will not be a question 
of movement, bec au se ln order to set somethll1g ln 

motIon, one has ta have a form whlch eXlsts, but we do 
not have forms at our disposai 111 the same way as the 
Baroque dld, III GothIe, 1 do not know so far how to talk 
about movement, the Baroque set III motion not only 
the plastlclty of form, but also the eomposltlonal 
figures, 1 e new relatIOns III the same plane Dut thls 
still took place III the plane 

30.7. From our pomt of Vlew, the 50 ealled IIlventlOn 
[mgegno?] IS more advanced ln f;he Daroque penod th an 
in Gothie, that IS If we always refer to learlllng from 
both If we tlunk, for IIlstance, that the exterlOr of a 
Gothlc cathedral 15 t11ways somehow created by con­
structIOn and thls proeess has a consIderable mfluence 
on It For example, It Imbues the members wlth the 
tectOlllc slglllficance Jambs, transom, tIerceron, r1b, 
etc, are beautlfully expressed One could slmphfy by 
saying that mdlvldually they come m a hnear and 
vertIcal successIon m the whole of the structure, ln 

layers, or m an arder, wlthout bemg III 5ummary and 
on the whole Just margmally active clements 
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Lhe facadE' of the Gutlllc c.ltl,,·dr.lliq lIl(j"( •• dv.'lIrl'd III 
thls respE'ct Primitive .1lIe1 YCt d"'<JI.lflv,· 1I1f',II1\ (LI .. 
Royal Gallery) .Ire ,,,cd III the '-"1111>"'.111011, 111"'.111'\ 

whlch ag.Lln h.we a tpdoille Ollglll (lllr""lllll) Th.· 
Gallery for Instance t10es lIul .'LL thruul1,h Ihe w('ll\hl "r 
ItS slgnrficance as a f.1eLor rel.llet! tu "th"r'l TI,,· 
individu al clelllents of Lhe facMI" ..rc ,hvlded .llIcI 
dlstnbuted through the L,rade wlth"uL forl/lIl1l( " 
geometncal figure Ry eonLr.,sL, Lhe Baroque h," nll< "', 
everythll1g to bUlld the Ide.l of llH' L" .Ide (1I.,l tl .. · 
faeade) The facade 15 bhnd, wllldIlWII'~s. Il '" 11\\"""" 
quenLI.1I Lü the Il1tt'f10r The elelll"lIt~ here ,dl,'"dy 
h.lve.\ psychologie al "ffcct l'II th" whol., Th,· """","1,1 .. 
alrcoldy has an appearanu', Ilot unly P"'JI"II.I"'''' (H" 
hlghly valued Hl the Gothlc). an PXpleS"I,,", th .• t 1" , ... 

overall II1lentloll 

3 8 It IS obvlCJus how III our tJlII~~ Llll're èXI~t~ 811nlll­

taneously a strong IIlterest III the h.lrd hlll"" Ily an,l ail 
uncertalll groplllg for curve'l (the Gerrnans, vdl.ls) Th.· 
solution hes between the two 

• more beautlful than a c:l&tle leally budt 18 "c.lsllc III 
the wllld More be.llltiful th an a tower one c,ln toueh, 
an Impossible one, so concclved th .. t It call11ot IJ (. 

constructed, that It woulù Ilot stand 
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7 8 Ta wh.1l extcllt 15 It correct that the Renaissance 
repeats proportIOns (diagonal) ln massln the same way 
as ln opcnJIIg. la It the Hallle for perceptIOn, If once It 
appc.\rs III " full ,Uld once ln an empty Ispace) 

gnthered IIIto ea,h other 
no longer an aetl ve cOllrse 
causal IllIagcs 
not JLlst il mere mechamzatlOn 

Frum the trip 17/8/12 

It 15 Important that the 
r"I's, wtllch are dlrected towarde the principal pOlIIts of 
the figure are renected al t~je same angles and that ln 

tt\~ ~:unc plancs the sec~lone of the same Unit corre­
spond to them III the multiple of only l, 1/2, that lB III 

the r.lt:o of 1 2 

Orf' cc~lld say that mdlvldual sections of architecture 
arc ,1. the snme angles reJated to the same centre ThIS 
system, wnlch ccntaills .n It the the division by three 
of the n"ht ang'e consista of the slmplest combinat IOn 
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of ratios 12, 1+2 =3, three is [unfinished sentence] 

20 ArchItecture .ums in the end and above all III ita 
clcarer penoda ta achleve silliple [geometrical) figures. 
However, 1 wou Id hke to say that the opposite la true 
as weil. 

San Marco - don't forget that the spaLial composition 
there IS made very simple for the eye 

It 'S composed of arches in two directions III which each 
one represents one and a dlfferent dIrection of space 
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20/8 If PalladIO suddenly turned away from [Image] te 
more 

complex internaI structures whlch ln turn engendered 
a more con plex outllne, we can say that the outllne WOlS 

one of the causes 

He also wants the columns to replace matter and Its liCe 
Bas [llIca] Palladlana [Vlcenza] The remalnlng surface 
18 covered wlth or rather transformed agam into relief 
In effect the entlre surface ofhlS structure(s) IS a single 
relief 

218. The Gothie had a prominently protrudmg('7) 
formai potentlal' It transformed everythmg and mtro­
duced lts elements everywhere (yesl), e g. the stalrs, 
base, etc. m Vemce they have thls profile 

It Il a mateflal edge 
[was able] to form everythmg III an objective way, but 
not to glVe it style 

23/8 On the subJcct of the new proportions of 
Palladio's eqUipolse It seems ln general as If It were the 
task of architecture, If It carnes somethmg, to achleve 
the I.npresslon that It 15 camed ln the IIghtest possible 
way 

HG 

;' (H'-
, ,-, ... •• j ". ,( 

• , t ", ..... t'. l' J ... _~ 

1 J 

, . 
1 

/\ d 

PalladiO III hlq 13"51I1ca and otlll'i PIU]"l\q Il'll1f''I<<''' 
thls Situation hls blllldlllgS "P1H',lI Lu (,ury IW'I" 
wl'Ight Lhall whaL lB r~ally Involvt'd, Su Lb"L h.· «,11/01 
preve evell more fOI cefu/ly huw eaqdy 1." <'111 }"., .. Il 
wlth hl~ bybLem 

There are two klnds of archileclui C - Llt'arllIK alld IIOIl 

bearmg 

Pl'rhaps olle could conslder also how llludllS ,u. IlIt(·, 
ture charactellzed l>y proportlon:d germwLllLal flll,UI CH 

how wlth evely sLyle comes a CPrt:\l1l 1 :,tll> or 1 

tendency towards certalll ratios 
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ln San Zenno IZeno?, Verona] the questIOn of the re­
latJ()n~llIr betwccn fpahty and pamtmg arises Behllld 
the architectolllc altars, entlfe walls are covercd wlth 
frl'~~os, sometlmes even architecture One could dlscuss 
what 15 bcttcr or Just look at the relatlOnshlps 

architecture constructs certalll figures as knowledge 
Jlmllades, tymp.ulums Should architecture wOlk m a 
pamterly way or m the reahty of obJects? 

Thl81S somchow the process of maklllg art wlth the wall 
We m'ver hke mass III these tasks and If we look at an 
altar, we would hke to see everytlung m depth and 50 

that It contams Ideas 

26 8 The limitation of proportions by triangulatIOn IS 
pnrtlculnrly eVldent ln those cases where the obJect 
5talld~ III a single VISU al cone and can be contamed 
wlthoat movement of the eye and III one 5WOOp Then 
the profile of the vl~u.ll cone IS a Clrcle and a IT] 
IIlscnbed wlthm It To percelve a tow<.r, one ha, to 
move ~hc cye 

Il. Pù:iadlo's palace~ therc 18 a will to progress, there IS 
prog"es. Isn't tbs dangerous~ 

148 

29/8 It 15 Impossible that that whlch 15 mSlde the 
bUlldmg could be percelved from the outslde, because 
a bUilding 15 always III a dlfferent relatlOnshlp towards 
the IIlterlOr and the cxtenor, fimte m the former case, 
mfilllte ln the latter Or could that whlch 1 live III be 
turned Inslde out? ThiS occurR to me III the stflkingcase 
of Ravenna 

After the trip 

9/9 ln general, one can say that bUildings can have 
(accordlllg to thelr purpose and sense) 2 directions. one 
perpendlcular to our forehead, the other parallel wlth 
It Architecture has ta take both mto account and has 
to transform both And here It 15 governed ln both cases 
by the followlng optlcal demand III the first case, It 
tilts Into the plcture plane, as Ifwe saw the stralght hne 
of thls directIOn from below, sa that the correspondlllg 
form IS a perpendlcular lme, 1 e the architecture grows 
upwards 111 a perpendlcular axiS 

Image of dlrectlOnl 
projectIOn of direction 1 

The second directIOn. we see It as is and even If It is 
physically horu:ontal, there is no need to trans{orm 
It(?). thls IS why architecture m thls directIOn doesn't 
change anythmg Abstraction IS needed only m the 
first case, not the serond, whlch completely agrees 
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wlth real architecturai practlce 

13 9 Preclousness ln rehef nnd that whlch makes It 
dlfferent from reallty IS that If 1 look at It, Il 19 as If made 
for my eyes There IS no other relatlOnshlp than that 01 
myeyes 

13 9 TrlangulatlOn 15 also Jllstlfied 

m such a way, that the eye haa commonly to do wlth 
three elements 2 supports or lImlts and 1 load or 
termmation. Certamly the eye does not run along the 
entire length of these elements, but rather It touches 
thelr centres - It lB more of a diagonal, whlch 10 effect 
lB myolved 10 the process of formmg a tmmgle 

20.9 
Investment of money and Ideas lOto Curmture and 
houses lB a positive phenomenon, It signifies the 
strength of the era, a bloB8ommg of Spirit, whlch can 
already aCford It, thls tendencv lB sllfficlently strong 
and IS almed agamst colomal conditIOns, agamst Im­
port 

249 

One could say thal "~pale" IlllgIHales.I' .llent·cllOn ur 
mlLlte:-, a renertlon of" 1 ays" 1 cert ,111l1.1YS, IH { ,lll'Il' ollly 
after It 18 constltuted .\s., work luf .11 tl Ollt "r li", wlll,I,· 
InfinIte epace (coslnos), only thcll"';P'U {,II IH ,·xll nLt,,·d 

out of cosmos For us, for the eyl', fil':\CC "XIHll! wl"," Il 
15 crossed by a 1 al from ollr '-'ye .\lHI the 11/0 'r. li,,· (·Y. 
approaches the space III lhe ùlrectll)B l,f th!' IVIHII.II! 
rays, the cle .. rer the space IR rOI l'x.lIl1ple, w,' do nut 
see apace from I:l, Il cloes not l'Xl't fu/ Il" 

4 X A oneslelee! (bulIllll) V/l'W " a K""CCIL "f)nd/LwlI of 
relief Relief eXista ollly III rclallo" ln Ollr cy" 

Higher degrees of real thmgs, statues, COlUIIIJl5 alw.,yu 
appear where ln or out of thelll .\Ild on tllp/Il .1 tcl,,·f 
beglns 

RelieC IS a rcductlOn of re.d:ly fur tlle ey'·. whclc.'M 
reallty has yet to be tl.\I:Spo3,·rllntlO Icl,,·f 

Rehefstands mldway bctw""11 re.,hty 0- lJlolttcr and the 
eye, 10 relief the twu rn"ct ,,,,,1 ,:onllonL "a~h other by 
thelr actlvlty and mnexlr,'!I~y 
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13/ X The profile nature of the hasllica IS eVldent ln that 
III the early Homan ba'lhcas the space Itself 15 not 
related to the wall of the apse, nelthcr dlreclly ("tec­
tOnlc31Iy") nor spatu·.Jly On the other end, It IS "nly 
terml11nted by the wall, here we are talklng about the 
proportIOns of the length and wldth But how far IS It 
from [the Ide .. of! hull space 

1s thls a space-formmg elemenP Perhaps because [m 
thls way] we conti act the plane and the space most 
completely 

Ifapatlahty lies also ln the accent of the plana because 
1 chrlrnctenze them as dlfferent through dlfferent 
elem"n t., then III the case of the basllica lt 18 80mething 
5111111 .. r, Lut reahzed 

BC~ll!Se t:." ~lemcn:s l;C III ddfcre'lt planes, they turn 
ns n 1.· ..la: c~ntr:-,s:s Into plans 
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14 X excerpt 27 27 

2 72 

20 X It 18 qUlte certam that ln basllIcas both rows of 
columns create three [dlfferent] spaces, but they eXlst 
becauae of the central nave = because only by creatmg 
a certam dcpth before the penpheral wall, can they 
create the space of the c(:ntral nave, 1 e they reflect the 
space of the central nave The alsles are not therefore 
more than a sculpted Image of the slde walls 

they are 0 ly columns, whlch have separated from the 
wall, or thelr orlgmal pOSitIOn and have been pushed 
mSlde b= because the space had to be wldened 

The transition from A to B demonatrates best the 
nature and manner of elilargmg space B IS defimtely 
a larger space (physlcally) = (surpnsmg l ). artl8tlcally, 
physlcally the whole space IS greater from any pomt, 
artlstlcally only as seen from the central aXIs 

ln thls [reahzatlon], 
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the Romanesque crypt 15 somethmg altogether dlffcr­
ent The Image of the ce/llng 15 not Impol tant 

Ta Imagine space m archItecture, we have two startmg 
POUlts the plan and the elevatlOn We see an IIPage of 
the celling and the wall and we compose botb mto 
planar spaceformmg figures whlch form an Image 
seguentlally above and next !.2 2!!! !ill2ther • ThiS IS 
why aXial vlews are the prunary vlews m architecture 

Or, for instance, the rond Jeadlng (m a Baroque 
dispOSItion) to a castle (manor?) If thls IS ta be 
[percelved as a J whole, It 15 necessary that the figures 
be plc~orlally related, 50 that III thelr pInmmetrlc 
reductlons they agam represent n structure (buiIdmg), 
or that thelr equlhbnum be complemented and ma.n­
talrled through addition al elements 
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2G X It lB remarkable Lliat old Chnstlall v""lIeIl8 have 
a completely antique structure The IlIdlvlllual BllIll 1'9 

are ln effect by thelr form pnSlII,ltle VOIIlI!II'~ ,l!1I1 ,IIso 
structure Ta have thelll 8upcruTlpo,~d orthogon,IIly III 
sueh a wny that thelr aXeR arE' perpendH"uLu to c~Drh 

other, 18 ln fact an old prlllrlpl~ of Alltl'1Ulty 0111' 
cannot avold comp,mson wlth the Gothlr how C;"tlIlC 

sp,lces MC formed ,Ind ordered or whetht'r th.y are Th .. 
pronllll"lIt thlng about ole! ChIlSLI,1Il b,'Slh, 118 18 th,'L 
the mdlvldual srJ,lce~ are filll,heci (sl·lf-contallwd) 
wllOle~ III themselves (not Mtlstlcally, Lut phY8ll ally) 

27 X It 19 possible (9/9) to exphun also the arches ". 
long 3S thcy are used as a forlll, as an abstractIOn of 
depth they are Lhe depLl18 Ldted (rot;,ted) UlLa Lhe 
plcture plane The !liche 18 the best representatlon III 
thls sense 

openlllg side eleV,ILIOII secLlon through ~he 
opemng 

3 XI 1 am o)f the opmlOn Lhat on the whole (III the 
special case of fUrlllture). roughly 3 sLages are 111-

volved 
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1 the movement of mass along the planes the mass 
gildes belllnd visuai planes (1 e the 50 called reahty 
prlnclple) 

2 the re,ludlon uf ITI.IS~ 111 La profiles, e g perpendlcular 
to ulle :\Ilolhef 

:1 the SUtJStltutlOIl of rnass by the hnear representatlOn 
(syst~rn) of what we know 

9 XI 1912 

Taste lB not enough It cannot run the course of the 
world, sornetlmes we would be tasteles8 when crying 
Art 18 a non-partisan state 

\1 Xl Ovel commg matter wlth technology slgmfies an 
effort to r:e .. l more qUlckly wllh It I8n't dommatmg 
matter .,n adll1lSSlCfl that we con81der a pur8Ult of 
mlltter ta be Il hlgher pur~lllt? 

Ail ?rt", III tlle hnndl1ng of thelr mnterlals, have certall1 
:lspects \\. ·C.1 Olle qUit\! utliltar:an, servmg a pradlcal 
;:urpose - ~.e tech,llques, illustratIOns of [llleglble 
wcrd; lea, ~'. or 1l1l1/1turn. SCIences, Journahsm, sClen­
tl!'C cast> 
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9XI 

It lB erroneous to conslder conBtrucllve or "typlcally 
perlod" taste to be the style of the 19th and 20th 
centunes, as If machines were [to bel a source of style 
let us remember that mnchmes always eXlsted to Cl 

certam degree (astronomy, construction, 18th century 
factones), that artlsts even treated them III thelr work 
WI thout the course of art havlng been transformed by 
them 

21 XI 

ConclUSive for the 'pro-rehef' decision is also the 
natural fact creatton accurs between man and the 
abject Man ln thl8 18 gUided ln a slIlgle direction = by 
hl8 eyes whlch can only look m onl' directIOn and by hls 
hands whlch are extended and acting, taelile eyes 111 

the same way that the eyes see the hands The thlng can 
grow ln thls one dlrectton because It IS nourlshed by the 
malsture from the cyes and 
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the sun of the feehngq, whereas noLllIng comes from the 
ather directions 

22 XI 1912 

1 would !Jke to say thal 10 effect the orthogonal system 
of construction IS a system of two plans/ profiles whlch 
are also mutually perpenc. ~ular the ground plan and 
the elevatlOn In thls respect, AntlqUity IS clear What 
15 Important here 15 that the a5Sociated profiles must 
complement each other, that each must have a dlfferent 
and special value and thal these thell combine lnto a 
whole That 18 to say that If we want ta represent a niche 
ln plan, then the el~vatlon must not be a clrcle ag'lln, 
but a rectangle so that t:,e two [quahtlcsj 1 c the 
curVlng and the vertical extenElon are contalned 10 

both For example, wlthout the plan of the niche, based 
entlrely on the elevatlon, l cannat understand the 
dlagram of the niche longitudinal where sOlncthmg 
cuts ln 1 cannot c1early percelve It spatlally, wlthout 
the profile Orientation 

26.XI. The extent to whlch archItecture lS plctonal, 
how It aSpires to and 15 reduced to a plane IS eVldent 10 

the tendcney towards supenmposltlon 

JS8 

Each p:11 t Iq Pll.hed up and abave the oLher Th," 
therefor .. " somethlng completely dlffl!I"nt than th .. 
sell.11 hnc.lr orderlllg of placlllg each pal t bdllnd th" 
oLher, wlllch IS nlt~rely curporeahty 

Rampa, perspective repr(>.entntlOn of roncls, .t.\lro arl' 
also elements [IeadlllS] towarcla •• batractIOI1 So la the 
"plcture" of.1 city where the c.lthcdr.lI grows .lllOve the 
houses \t IS alway. ail the more complete If wc firet Hce 

the facades ofthe hOllses. th~n the 1 oofs and finll\ly the 
cathedr.1I 

here IL I~ supelllllpoqC(! h"1<' It la IlIle,lI 

26 XI Symmetry occurs only 10 those objecta whlch 
represent a relatlonshlp la the plane, Il stem. from 
thelll, Il la born there 

27/XI 

W hat la the meaOlng of ercct 1 

The facade must nal be uncler8tood .IS an ou tH 
extensIOn of the IIItenor but .18 erectlng the cuntl!lIt Il. 
a [vertlcalj8llpenmpo8ltlon The growth lB not fJOrn the 
11l"lde out, but .omchow (rom below to "Love'!!1 

WllIch IS be.t dCIIIOlIst r.lted by the Baroqlll' (see .) 
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Greek [architecture] on the other hand 18 more of a 
sectIOn thruugh the buildlllg Wc are not concemed 
here wlttl the artlstlc cut through the abject, but wlth 
tracmg of that whlch 15 behand 

But thls "below to above" [dlrectlOn]ls not yet ln any 
way gravit y but It seems hke thls m the longitudinal 
[seherneli ean lea'/e the content of the building the way 
It really 18, but 1 will ercet the Idea of It8 content 
everywhere and 11\ front 

ln the centrahzed plan, It aeems that the buildmg and 
Its content are erected ta slgnlfy the executlon, the ter­
IIIlllatlOn 

ln the longltudmoll [scheme], the rows of profiles are 
UI dererl one behmd the other Perhsps thls means 
somethlllg lllc!.catlllg lhe movement of walklng 
through It 

\VIth the basiliC"', the real 18 horizontal ancl the 
.r:1ailna1y 18 cont.llned li! the vertical 

3D Xl 

Out .)f t Le (,Id tbat tIlt' hUIll,.n e) e f1nd. Itself III the 
s:;ett .,( .\ 1\ \ Cil belgnt .'cms t Ile observation that, III 

';.e stre~: n. perspe('tl\e "'e see the rather 
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planar side walls, whereas wc see the base ln tlght ab­
brevHülOn and 50 the figure (repreaentatlOn) doesn't 
have the foundallOn whlch would underly It ail It IS 
therefore understandable that progressive architec­
ture uses a fUlsed base (foundatlOn) whlCh lB more 
prC'mmently reahzed as an Image = where thls was not 
possIble, a preference was glven to deepenmg the base 
(the Trevl founlam, the Spalllsh steps, other Roman 
fountams, etc ) Just 50 that plctonally [the elements] 
would be supenmposed wlth sufficlCnt clanty lOto the 
overall composltlOn ArchItecture IS also on the 
ground l 

When another (usually pl anar) obJect A appears on the 
top, It represents [the act of] situntmg ln space, 
because thls 15 a form of frammg Deahng wlth the 
surroundmgs also means situatmg 10 space 

1 XII 

It IS peculiar and question able that both GothlC and 
Baroque architecture reach, ln erectlng thelr Cacades, 
the same [conclUSion] thnt the wmdow and the wmdow 
architecture for Instance are erected 10 Il plane The 
plane = the foundatlOn (bOise) of the facade 1810 thla 
case the basls of nbstractlon and a prooC that the 
wmdows 
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have [thelr own] arcllltectur~ [It folluw.] th"t It 1. nut 
merely about breaklllg open the wall, th"t tha w,dl bcre 
doesn't have a merely construrtlve slglllflCance If that 
were the case, then the wmdowq would not be archItec­
ture' but only openll:gs Iloweva a ccrLll1l ale., of 
architecture IS r,lIScd here IIlslead Pisa Cathedral 

Contrary ta what Rlcgl says, It 1. certain that between 
the centrahzed [plan] and the longltudmal plan are still 
further dlfferences whlch are genenc The ccntr"hzcJ 
plan shows thmgs :\5 they are (In centrah~ed space lt IS 
eVldent on the [exterlOr] skln or ln a concentnc abject 
thls already eXlsts l) whereas ln the case of the longltu­
dmal plan = the Egyptlan temple, or the Baroque or 
Gothlc facade, It IS dlfferent outslde than lnslde ThiS 
cornes first 
1 The pnnclple of the centmhzed [plan]ls that therc 
15 no dlfferenee betwecn the content and Its perceptIOn, 
there are not even two entltles, only one The center 15 
organlzed ln sueh "way that you can see It ln the same 
way from everywherc 
2 In the longitudinal plan lhere 15 a dlfference ThiS 
already stems {rom the {aet th al wc cannat colltam Its 
entlre reahty In the front Vlew, for Instance, we see 
only the plane, a two-dlmenslOnal farm, whde on the 
other hand,the diagonal VleW8 do not mdlcate the 
ratIOs 

5 XII It seems that the centre 18 not a space ln man 's 
ImagmatlOn Let us thlllk about the posslbllities (rela­
tlOn5hlps) of man to centrp elther he 15 outslde of the 
central aXIs and then 
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thue" Il') hllk loctwC~1l III III ,11101 th, 'XI" ( '1'IItl')' 
be('~uc;p t he YI~U ,) J "Y~ IIlt 1 t·ly cr.H'i LJ/I' , 1 Id r,).J ,lXI/, 

and the .~XI!:l K{)L'~ p,L~t IlIm, or he 1"1 (JfI tilt' \ t.'lIt 1.\1 ,\XIK 

and thcrcfore I<lentlf,,', WII Il Il III AU\ h " W,IY 11I"t ( 
bec3uc\p he 15 511rtOlillded hy It), Itl' dPt"m'L 'H.'.' ILouel' 

agalll becau.c the VI~ll.d 1,'Ys Il,,v .. " lClltrt' Illellllc,.) 
wlth thp ccnlr,,1 "x," Bill 1II,'rglllg wlth It ur JlIst 
loentlfYII)K wlth It, oule! ollly bc dOliC III 1 \ t'ft Il ,d Vlew, 
upwarcls - that way, SC1'llIg WoU Id C<JIlt.1I11 ,dl roL,llUlI. 
ail ecntr"hty Sp.lCe III th" c.L' .. L" Iwt tlll' 6PMI' "f our 
IrTh\glllalloll, bu l lhe "l'Me lOf r~,Ihty, ,1101 '''Id,'r 1 p.dlty 
of man 

In the case o{ the b,\slllc,t ,\lId the lung,tlldll"d Ipl,1/I1. 
the rehllOnshlp 15 a~ folluwg 

The vlsu,,1 (and Imagln.try) r tY' Me [),II ,dlel IIt're Will! 
the sense and mann~r 'Jf ~p,\C". t"c~ füllow th'! snlTl~ 
path, 1 e oi the 5,lIl1e cllaracter and they can IJt' 
percelved because rA thcLe pOSlll<;n rurth_1 m'ire, the 
abstract plcture 15 Hltu.tted '.8 ,\ CUllnLn.,lIr,n of the 
content 
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of the hOrizontal aKalnst the VISU al ra) e '\nd as thelr 
substltute 

• 5 X II to .. dd to 27 XI 

"El ectlng the content" 15 of courqe somplhmg dlfferen t 
than "growth" Thl8 does Ilot happen Just through the 
nlaSL'nry construction of olle above the other (as It 
eXista e g III the late Ren,lIssance III Vemce= Palazzo 
Pes!aro [slcl but throllgh a cerlalll conqtructlOn ln 

splnt I\nd thls doesn't nave to be Just I.lyenng, but 
penetration of Ideas scquClltl,llIy one after the other (It 
remll1ds me of the D,lre:jue whlch centallls more than 
the pOSSible re,lhty- overlappmg and agam transpar­
eney 

casties m the air whlch are bUilt wlthout foundatlOns, 
wlthollt sllpporl, wlthoul gravit y 

17 ",11 

Sometillug 'cr / 11ll[)()r:,\!'t III a, chltecture - the oul­
lIne, !lnd let LIS sec", ha: Il.5 cg the column and Its 
caplt..I for :lle, the sculpture 13 transposed 111 the 
system of Il;l't nnd shadow (a) - here 1 cannot really s,'e 
1:, un!ess 1 co, cr It wltl: proLlcs tholt would III turn glve 
or,entatlOll to the e)' "bereas there It 15 tllted 111 Its 
true Site II1to the pldure pbne as an outlme and tl.ere 
theplasllclt> :srevea!ecltomeasaLlIle Inthlsposltlon 
the IIght no lor,;;~r eXlstq :"or me as a commulllcative 
.. ,eGI.Jm ln b0t h positions 1\ IS commldllcated lhrough 
,~ ffere::t means .11'.1 buth pc'>Itlons .Ire connected by 
rc'tl\t'cn Pbstl:a:!~ ,'peat<lIlg l therefore, the column 
rl.;:,rt·~t!~j.~~ ~ po':)~.b:t' 111C~1,::; of COll111"UI11catlon 
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m order for me to dlscover one tlung (the capital), two 
methods, two phcnomcna ure combmed 

More Important 15 how the same thlllg, 1 e a sculpture 
m 2 dlffcrent positions means somethlilg dlfferent to us, 
or rather somethlllg commullIcated dlfferently The 
directIOn of hght IS sorne kind of a coactlve clrcum­
stance, dcpendlng on Its relationshlp to my eye 

19 XII 

Rlegl and Sch, Hu~OW proceed from the assertion that 
perceptIOn IS bated on [the sense ofl sight and touch 
From thelr po,rlt of Vlew, these are complementary 
organs, accordmg to Schmarsow, touch III partlcular 
(wall<mg around the pyramld) 15 Important 1 thmk, 
however, that the act ofcreatlOn Itselflsl/mternal and 
2/ It 18 reahl'.cd m the wor'd of the eye and of sight and 
3/ It 15 executed througn the force, the achlevements 
of touch To 8UmmarlZe, both the eye and touch are 
merely the execlIhve organs whlch by thelr nature 
engender a speCial orgaillzation of the work [Of art] 1 
would add that both the eye and touch have entlrely 
dlfferent roi es and powers 

19 XII 1912 

lt barely cornes mto consideratIOn th"t we can discover 
art through tOllch Perhaps It lB pOSSible wlthout 81ght, 
bhndly, to appreclate the art of a goblet Beauty and 
the appearance of the goblet m general are probably 
connected wlth spatial comparlson ThiS we could 
perhaps achleve 111 a small obJect because, by trammg 
the faculty of ImaginatIOn, 
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we couJd produce an Image from the tactile contact 
However, how wouJd thlS work l/wlth whoJ!' bIg tJung, 
exceedmgour dlm~nslOn and reach and 2/ m thmgs ex­
tremely fine, exceedtng the cap.\cltles of touth Hcre 
touth wouJd not suffiee In the same way, pamtmg is 
also beyond the reach of touch 

In generaJ does not It enter mto consIderation that 
beauty and the form of thmgs are 50 much one wlth the 
essence of thmgs that they reqUl:e an mtegral percep­
tIOn? Shouldn 't the spatial value of thmga be compared 
wlth the vnlues and m the values of the surroundmg 
spaces and other volumes? 

Fmally, sight and touch do not share the same directIOn 
m exe.:utlOn Discovcnng thmgs by sight happens 
pas81vely the eye lB expo8ed to the rays renected by 
objecta, whereas touch lB an active relatlonslup be­
tween the percelver and obJects Recelvmg rays 15 an 
ongoing proce8S, It 18 a broader and more general state 
of thmgs, It IS durable RecelvJng senqonal Impulses 
through Louch IS dependent on the subJcct and hls Will 

The cosmos 18 fillcd wlth rays among other thlllg8, It lB 
nooded by thelr eXistence Touch 18 a speclfic act, 
should It become umversal,lt will transform Itself agam 
mto a radlatmg, vlsual state 
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It IS ct>rtrllll that the (IIrfel ellt (01l'1tllutlo" (Jf t"ll' Il and 
s,gllt Je,lds to d,frp! ellt sta"dp"lllt, ,1,,<1 >l1Ift'n·"t a, 
tlVltlf'S 

umon of VISU al ~lpn"'IJt~ 

Here we understand tlH' rel •• tlOn~lup 
1"·,, the lM k ur It 

Here we undel stand tll<' apIJ",1I aille 
h~,,· the ütat,· 

Here we understand the Ide.l uf [tJullg"1 
her .. th" f('ahty 

Here the one -sIdcdnes8 
bel., the J ollndneBB 

For touch the followlng are tYPlc.1l r)(,tl~ry -lll,lklllg 
and Its movements, whcre wh"t lB bellll'l CI ellte,i lB 
wholc, IIldcpcn-dent and self-contrJlned Th~ v~u~; 

has handles where It relates tu rn~lI, Itl1l8 I~i the <Jl1ly 
fixed tJllng "bout lt 

Of ail thlngs ln our hallds .lfId [IlI,ldll fur our hancis, the 
srnallerollcs belong III the world (,f r'illI1cilleRR ür re,illty, 
wJllch wc can ascert<un, wlllch we C~II r,pprehcntl 

Ali thlngs <JlIt~lde of \(~, gre.lt..r tb.lll us, the OIH'8 

around WhlCh '11(' C.1HTlCJl turn, tilt.! r)Ilf>8 tb.ll have. the 
upper hand over liS 
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t()w.lrd~ whlch we can only assume one positIOn, are m 
th" world of sigh t 

UlllldmgR con81st of bath (realms] the columns Înslde 
Il cathedral, facades 

the plane corresponds ta the 
ulllon of sight 

the round matter corresponds 
ta the union of touch 

The world of ImagmatlOn has planar posslblllhcs and 
planar dlmellslons ThiS 18 why the reahty of thmgs 18 
subordlnnted to Its laws and requlremenls 

The longltudmal scheme corresponds to 81ght, the cen­
trahr.erl one to touch IInsn't the central space orlgl­
nated from the rotatlllg human movemcnt, thls human 
movelll~l.t h .. , been as declslve here as the mamtenance 
and leahZ:l.tlOn of the planar Imagmat.lOn ln the longl­
t.udmal plan 

ls there OldlffHen,,, oetll/een n pot and a common centre 
n column .Inti n tower 

• Strnl~se ""ben r. to .... cr eXlsts as p<lrt of the longitudi­
nal p!a'., 1 ~ fac:lde-t,pe bUildings, It has a prlnclple 
of rO'.lnane&s C\tl.l actutll!) round towurs as m Rav­
e["ll~ 
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Apphed arts, glasses, tables, walklng atlcks are round, 
but canes and sceptres are no longer 50 and nelther are 
standards and banners 

Spatial reqlllrements are dlfferent ln both systems. In 
the longltudmal plan, 1 want to see the space and the 
mcans that 1 calculatc and read from the plan, in the 
centrahzed plan, 1 should be able to feel the space by 
t.ouch 

thcreCorc not crystals They are III the world of Nature, 
of reahty, they are prlllcipally contractions, out of the 
core 

19 XII Lo add Lo 17 XII 

1t IS certamly IIIterestlllg when a column IS vUlually 
substltuted by an appropnate pllaster Or when, in the 
simplest ImagmatlOn oC a peasant, a dllettant, al\ that 
Will be left [of the column] IS an outhne on the wall. 

20 XII 

Finally the standpolIIts of the eye and touch are dif­
ferentlated especJally by the followlIIg 

that 1/ III the case of the eye, 1 rem:un stationary III 
place (as a vlewer) and 1 recelve and formulate an 
Image {of thmgs] 2/ ln the case of touch 1 !!!2.Y.! around 
the obJect, 1 want to be convlnced of my dlscovery 
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21 XII. For the Idea of superlmposmg the facade San 
Marco ln Venlce 

This facade 1 have never understood untll now, bec au sc 
1 was looklngfor reasons based on structuralloglc Now, 
however, It 15 eVldent that the facade 18 a certam 
paraphrase (not by Its contents' J of what IS behmd It, 
I.e a transpOSitIOn of the real content behmd lOto the 
plane ln such a way that each part 15 supenmposed not 
on, but above the other This ab ove slgmfies perhaps 
the sequence of thlOgs for the ImaglOatlOn. not the faet 
that the hlghcr one should be based and rest on the 
lowcr· How 15 thlS related ta the faet that as the 
confirmation of AntJqulty, ln the C100rs of columns. 
there was first the DOflc. then the lomc. then the 
COfmthlan order The awareness of gravit y • or the lack 
oflt. or rather also the narrative. al1 that IS rlchness Or 
when the Renaissance put the heavlest C100r on top 
Then It IS also Important that each form (e g smrlll 
columns. spires) be filllshed and merely placcd, that 
they (the formsl do not support anythlng. that they be 
wlthout functlOn Especlûlly III case ofsmall columns ln 

the portais whcre the systelllis dlrectly antl-construc­
tlve because the panel on whlch the grouplngs stand 
cannat even be sufficlently ltnked Cohe~'ent wlth thls 
arrangement 15 the speCial ongm of these architecturai 
parts It was th .. flchness of mateflal and form whlch 
was mtended to be shown and apphed here 
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There 18 an analogy [belw"clI Lill' .de .• "f th,· f.,c,ul,·j and 
the overture not tntended .,~ glVlllg th,· t "litent, hllt 
as reductlOn [to the cqqentlotlj (., Htllilulth"r Sllllphh 
cation mto a Single pl.ml AIMO the .t1'Keb con t he top of 
pmnac1cs .lntl cro~~es. fil 1 tber rcnectR t he dltllHllutlon nf 
frescos, rE'hefR, etc, 11181<11" W ber" COllld on,·, Olllt' wllh 
the requlrement, that ea~h t1Urtll, w'lltid !J.IV" an pch() 
and cOllscqUCllLCS (for tn~t.'II' , .. \ ,[.,tll'· winch IH " 

tcrmlOallOll ofsometh.ng) ail th" w.ly d"wllt"thc b"sc 
and pltnth Aiso the cupol.,s .Ind IJIIlhi of tht> ).'JJl~rIlB 
supertrnposed .,buve olle .muthel, ail (If whlch repre 
sent an IIldependent re[)~lltlOlI 

The facade definttely du,'s lIol COllV"y t/oc «(lnl"nt nut 
lt says "a lot of arch[ltpcturc]" (1 c (l'f)(,J.,~. Hlslde) 

ThiS hmtll1g upon the contenl uf the church III Ita 
facade eXlbtb ln <111 Btyles E g 1 he facadp8 of PIBU, the 
centrahzed Baroque facades 

Also Sansovll1o's Logctta [SIC) IS sornelhlllg 8111111aJ 

The hlgh Attlc, eplC wlth rcltefs, lB 8ulllcthmg unu8ual 
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Also 10 the courlyard of the Doge's palace, Raphael's 
facade of della Spada,[?"] grotesques, mcrustatlOns 
21 XII How dlfferent lt IS when a smgle ratIo 15 used 
across the whole facade thls means a return to reahty, 
matcnalltatlOll Thl~ 18 Antlqulty, thls IS the EmpIre 
style, (the Baroque 18 somethmg dlffcrem and yet-), 
thlS 15 Werthcnll 
- PalladIo renll)' fclL a ccrt:tlO prcssUle ta matenahzc 
If he wnnted ta Jusllfy everythmg as welght The 
grente8' reallsm [IS round] 10 c1as8lcal forma 

Smcc tilt' plllastels arc bUllt a1l the wny to the ground 
and wlOd-: 0/18 and niches fly between them, the Baroque 
facades attnlO the two most extreme contrasts - reahty 
and Impos51blhty - ln the same cbJect Ibutldmg] 

21 XII 

The hort~ontals converge at one centre ThIs would 
mean ,. SImplification of the image and perhaps tlus 
would be good But what happens when Baroque 
architecture suddenly artlficl ... lly changes the conver­
g ... nce, adJust& It or c"cn nbohshes It Whatever the 
1 caSOrl, Il 19 cert, .. n that thls mtroduces other centra' 
pomts. other hne, ,n the representatlon than what 
\\ oulcl really be, that the Baroq ue wants them m certam 
plac~s, where the) \\ou;d not otherwise be Thlsls one 
uf :.he l!Iost emphat.~ reasons for the assertion that 
:lrCl1ltect lire W~lnt~ to InCc.rporate a plnna •• epresentn­
:ICr. 
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24;XII 

It seems to me that the close depcndence of architec­
ture on plan stems f.om the nature of architectural 
proportions 

perhaps 111 thls way proportions as weil as the area and 
structure of the composition nre most simply possible 
111 thclr untfYlng entlty, the plane (AttentIOn, perhaps 
thls could be space ln a more general way ) 

ln general, thlseould really happen ln space, but it doe~ 
not allow for the poss blltty of undcrtakll1g a contrast­
II1g standpolOt to th ut (of the eye). from whlch It [the 
space] coulcl be VISible and perceptible wlthout 
changes The eye has to see space 111 an abbrevlated 
form from whlch the plane Isn't obvlous or ln which it 
cannot achleve the mtcndcd balance 

24 XII 

It IS remarkable to see how ln the Itahar, Gothie style 
the sense for onesldedness 15 VISible even m centrally 
[planned] bUildings How, for Instance, the Pillar 18 (elt 
as If composed of sldes, not as an axIS, that IS one feela 
lb surface where thlS 15 happenmg, not the content 
Sien a 111 the chapel of the Palauo communale, POS81bly 
also ln Indla? 
Thl8 and the constant framll1g of Pillars, or even the 
transformatIOn of pillasters 10 the faeade II1to a frame 
ThiS last statemcnt lacks logle m aecordanee wlth our 
thlnkll1g - for the frame 18 by Its nature planar, but it 
15 not an clement of the plane 
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If \ 'e say here, that the Pillar 15 ellmmated, It 15 not 
whole, because slmultaneously 50methmg positIve 
takes place 

G rouIt, Mare, Sue, J aulmes, [llIeglble] Majorelle, G all­
lard, Bigot, Dufresne, Selmershelm, Tollot, Duchamp 
Villon 

1913 

11.1 Il ie Interestmg that even 10 the dlfferent fllnc­
tlons and standpomts between eye and touch there IS 
a mutual correction and mfluence between the two. So 
the Image whlch orlgmates m the eye's retma is 
reversed and yet touch and the materlallty of bodies 
taught us and convmced us that the reahty IS revcrscd 
vls-a-vis our Image [of It) 

22 II The hlgh relief of Baroque architecture The 
facade front (of a castle) , orlgmally 10 a Single plan, is 
dcepened, ,)r strong, plastiC wmgs in relief grow out of 
It 

This no longer has a body! 

On the whole, 5 layera of depth ThiS could be best 
compared wlth the plans of a Rennlssance palace 
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Remarkable how the hOllse ha~ 2 ,hffcrellt faeca, lhat 
18 from cach side the same tlllng has n dlff .. rent face 
The plnn of the Vera.lllle park ~vell abandoll8 all 
beautlful, absolllte figures and ms tend conslsts of 
relatlOnshlps, vlstas, Tn.mon, a ,m .• 11 "etilll of the 
whole, apprehended as a whole, but has ItS [own] 
orJered 
ulllvcrse 

The grollnd plan of the Uelvedere lIotlllng but a sLrong 
central aXIS, one next la the other, no "th"r type 

Direct axes are on the whole becù/ntng stunted 

23 Il 

Bays, also, are spacefortllIng elements 

Symmctry 15 not denved from M.ln, the diSpOSition [of 
hl8 pnrts] nnd thelr arrangement Thnt would have to 
be vIsible ln ail works [of art] 
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And yet It appears only m certain epocha, certam works 

16 III The human face lB a relief Expand thls One has 
to take anto consideratIOn the fact that [direct] conse­
quences for art cannot be deduced from thls But an 
Itself tlllS Idea mlght aet as an ex ample of creation The 
heBd 15 Il sphere, contammg m ItS mtenor (bnefly said) 
functlonang organB and yet thelr hmlta are onesldedly 
summarlzed on the surface of the sphere What can onE 
denve from how arms and legs are ordered, from the 
way they maYe Ilnd how they are distnbuted [what lB 
thclr dlsposltlOn]m the hkeness of man 

Will 

Dy proclalmmg sequent'allty ln the disposition of 
thlllS5 nnd forms 111 the work of art, its constitution lB 
pelhnps gettmg close to mUSIC, whlch also develop8 
fnrlTl5 •• ncl Idens 111 sequence 

13 Iv Contamed here 18 the whole difference between 
tLe central cnd the 10ngltudll1t\1 plan, how dlfferently 
lt l, ,In ielstood and expreued alo\md the corners? and 
\, .. :~:1€, the dunhty of thmgs fll'd spa ce 
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San Pietro ln Montono 

Here the architecture 
IS round, the space whlch 
belongs ta it, surrounds It 

Sansouci (engravmg m 
Dohme-Gurhtt 
here arch longitudinal, 
of the facade type 

the space whlch belongs 
to It lB beCore it 

The most perfect, most beautlful ornament of the cen­
trahzed plan 18 for mstance the church of Les Invalides 
111 Paris Gurlitt-Dohme 
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The plan of Versailles Dohllle- CUI litt 

1 The al ca of the plan ,\11<1 IlH f',rlll do". nol menu 
anylhlllg [Ill llselfj, aJl depends on whal Wc C.1Il scc III 
It and through It Let us look al how wh al 1" ln It, the 
man y vlews and (vlsl",l) bpaCC8 h.we nolhlllg lo do wlth 
the plan arca, how the sp.lce 18 only thell bClI1g crented 
The plan aren Itself 18 flat, we wOllldll't bel' It, out If Wl! 

erect perpendlcltlar targets wllhlll Il III 01 der to scc It, 
we scc Its cxtcnL It 18 Irregular, but filled wlth 
regulanly (lOdlvldual Vlews), 80 that It makes [the 
spacej look most regular Il 19 org,III1~"d above DU 
accord mg to a sLrong main aXIs Everythtng wlthlll It 
IS transformcd Inlo space8 It has 110 body, we canllot 
see It, but what eXlsts ale vleu.11 dlrectlOru and these 
1 can Bce 

2 DirectIOns and spaces 1I1tersect, the .Irea 1. 10 

thoroughly explolted that olle aclllevcs more by em­
ploylllg the Ideal, artlficlal spaces than whaL Ils real 
space contaln. and can achlcvc 

3 The Importance of these dlrectlOnal vlews IS obvlOus 
from how 
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the penpheral parts, wluch are not subJect ta garden 
architecture are left HI a lIaturnl state and alleys are 
creatcdlllstcad The creatIOn, therefore, do~s not take 
place Ill" hOrizontal pInne at ail, but rather III vertical 
vieWS 

4 In the area lof the plan?]. Independent spaces wlth 
lhelr own world (Tnanon) are created, thls last ex­
ample developed Pllrely on li vlsual, optlcal, artlficlal 
basls 

5 Hcre somethmg else happens to the basm If lrl the 
Renaissance It was 

now Il 18 transformed mto 

that 15 a transformation 10 the prmclpal dlrechons of 
(twv) ~Iews The Orient (Arabla) also alrendy knows 
basins, vistas Isn 't thls perhaps a remamder of the 
central scheme, or rathera crosslngoftwospaces From 
the squnre before the city side remaln only 3 dlreLtlons 
Vlews 

J80 

What IS then the dlfference between the Renaissance 
wlllch mserts IOta Its cea/mgs pamtmgs done ln the 
same way as If they wcrc mtended to hang on a wall, 
and the Baroque whlch continues the space of the 
observer onto th~ ceihng Perspectives 

274 

If we compare the Renaissance ta the Baroque and 
observe the JOllrney of the latter and our own, we see 
that It denotcs an ongolng departure from the materlal 
and from the natllre of the matcnal The Baroque 
already bUllds plctonalspace, and wc will probably go 
still Curther 
Wagner represents the ultlm"te ln formlessness, a 
moment ofsobnety aCter the attack of the Secession on 
[architecturai] orders "Movemen~" whlch was wanted 
by the Secession 

27.4. Now we doubt the Impenetrabllity of matter. Did 
past epochs look !Oside matter? 

In the present worka [of art). Spirit and matter will be 
adJacent, Spirit will penetrate matter. 
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10/5 

T1 what extent are the wmdow opemngs m the facade 
about pulhng Bomethmg m Bomethmg else lOto reahty 

20.VII 

PerhapB this sounds strange but 1 could invent a table, 
or another body, formed m Bueh a way that Its volumes 
wou Id be substltuted by others, half-rotated ngamst 
eaeh other, antlpodal but eonneeted only by the 
structure, around whlch they would be spirltually 
orgamzed 

49.13 There is no need for the pillar and the column 
(in efreet there 18 no more eolumn) to look hke thlB 
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when It couic look hke thlB 

6 X When consldermg a church wlth a tower and a 
nave, 1 am tend mg townrds the conclusion thnt, m 
accordance wlth today's feeling, the two WIll not be 
[bulltl on an aXIS, they will not be aXIlI1 If we want to 
create aXlahty now, It does not happen by the meana 
of geometncal aXlDhty The tower Will be ta the aide 

6 X But at the same tlme It will not be pillnter!) m iln) 
way and also not growlng on a d.agonal PCI hape SI 
Nicholas lB Bomethmg 81mllnr The cupoln and th~ 
tower WhlCh together form the wholc of the ch\lrch 
stand next to one another hke tl1l8 
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It can't be hke thls not hke 
It'S overlapplIIg thls elther 
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but a transition 
between the two 

6 X 1 am no .... also very IIIterested III [the possiblhty] 
thBt the bulldlllg could be sorne sort of a [mutually] 
penetratlllg composition of volume maS8 and outhnes, 
mto whlch It had becn separated earher 

(j X Whut 1 have ta know about ail things [mvolved) m 
r.rchltedure Il that thls 18 the wny 1 want to have them 
aud why Vnhl now It has been difficult to say that 
about ail those thlllgs and parts tradltionally accepted 

8 X Other certalllties 
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10 X And agam thls [prmclple would apply) ln doing 
the church If 1 were mnktng a towl'r, maybe 1 would 
make It hke thls 

and anyway that wou Id be the end (the fa1l) of a1l 
symmetry 

29714 

When there is an openmg, 1 thmk, form has the 
Co1lowmg relation to it. The two are together, posi­
tioned next to each other, but not on the Bame &xi, 
From thls It III clear how we would do (If we did do it 
at alllll) perameter 

it would be something hke this The portal maybe hke 
that 

297.14 A::: maximum mass The modern form in 
general IS transformed 
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lOto a bearer of will, It 15 not somethlng Independent 
It iB where 1 want It. In the way 1 want It, It 18 a relaef 
of my will Hence ItS onesldedness, Its umformlty 

29/7 14 

(eariler knowledgt·) 

Formerly there was a column, a table leg, etc, now 1 Wish 
however that these be entlrely my 
expression It must be entarely 
visible that thelr length. and thelr 
axes are [formedj by my Will COIi­

trary to thelr [ongmal] cylmdrlcal, 
prlsmatlc farm It lB 1 who made 
them out of prlsms These pnsms 
were already Independent, they are 
andependent here, but It lB 1 who 
made them 

31 7 Today, 1 was able to work out somethmg that had 
remained unsolved for a long tlme Namely how should 
a cornice look when It wraps around the bUlldmg, and 
m general how should two facades meet m a corner 
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and the two faeades 

1 8 14 A recent faet Therc Will be forma developlIlK HI 

architecture to express certllln functlOns wlthollt belng 
bOl'nd by the ratIO or measures of these functlOns Io'or 
Instance, concernmg a house wlth a portal, the pm t.d 
Will not be hrmted by the helght of the elltr.mee, an 
openmg and Its place Dut 1 can make It big Vls-r'-VIS 
the rest oCthe house, where It will be lIeccss.lry 1 know 
at the same lime that thls Idea mlght not even be abOlit 
portais, that they rmght not be th" to1sk uf 

architecture, but It CIIII serve as an cx.lIllple 
HencE: a defimtlon the mensures alld r.ltlo~ ,,( 
architectural plastIC forms do not have tu corrc.p,,,,d 
and be ldentlfit'd wlth the ratIOs and lIleaftllr~~ <Jf 
functlOnal data 

The Baroque Wa8 anterested an aomcthlllj( slInd.lr 
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ln Its portais ln Prague, next to tbe 
Korpskommando, also ln Vlenna, 
where the form of thc portal go Ch 

acroBS the funetlon,,1 forrn of the 
wlndow wllhoul atternptlng to be 
arcllltcctomcally umfied wlth It, as 
w.,s the case ealller 

5 8 14 lentry deletedl 

128 14 

Already III January-February, when 1 was worklng on 
the plnns for the VIlla ln Ljubljana , 1 was very 
preo~c\lpled wlth the question of the Unit Y of the plan 
{liid th~ t:ulldlng ln general 1 made the plan really qUi te 
',1l1fled, but It .. hdn't stem from my doubts about how 
IL shc!..:'l te.,I.> be Today l am qUlte certam that the 
sa!r.e ;1: .• 1 shou>i look rather hke thls 

cr \·r ... ~. l ,:r~:d) conslder~d thcn)!hke lhls] 

Re·:: .. "r.lJ:e PI..!IS ltke thesa eXlsted already But to 
wh.! c\:cnt have tney already followed thls path? 

JS8 

Also lhe hall gave me a lot of trouble Orgmally 1 tned 
to shape Il hke thls 

ln a dlagram 

thls was somethmg already that lB a centml space, 8ur­
rounded by a gallery whlch 15 III our opinIOn expreBsed 
by pulhng, placlng the two thlngs, one next to the 
other Th3t 18 If e3rher, ln the Ren3issance and 
Antlqulty, thls sp3ce was expressed hke thls 

the colurnns here are lI1terestlng, w'lere do they come 
from? 

then today the sarne space 15 expressed ln thls way 

thls can already be round ln PalladIO"'!" Especlally 
Important 15 the fact that space thus created 15 accept­
able, that It corresponds esthetlcally to our needa, that 
IS that we no longer feel the necesslty for the middle 
Icolumns] 

ln reahty 1 went further wlth the hall ln Ljubljana. It 
was an awfully hard work and 1 dld It more out of 
intUitIOn, but 1 see It weil now 

It la somehow a transformed space of what u5ed ta be 
a baalllca, everythlng next to each other 
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15 8 14 to 27 7 

ln effcct 1 am already more advanced ln thls respect 
What 15 glven by the 5ptrlt for architecture to be born 
1580 dlfferent from the spmt of matter Itself and of ItS 
functlOn, that thls creative spmt can not only dernand 
the deformatlOn of natural rnatenal volumes (as em­
phaslzed earher), but dlrectly thelr separation, dlstuI­
bance ofthelr naturalstructure, 1 thought rnany tllIlC~ 
about maklng a table ln such a way that ItS legs wOllld 
be somehow beslde It, next to the place where they 
should have been At the same tlme [It wOllld be made] 
ln 8ueh a way that the who!e would bc adcquately 
stable, whlch Icaves a broad margtn Furthermorc, 1 
would hke to concelve a table, the legs of WhlCh, 
contrary to the natural Beheme, wou Id not be equal 

the lcg 15 placed next to 
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Spatial cc,rnplcxlty, nchlll·".1.1< k lit e"h"I, 'i< .. I",w,'''" 
the colurnns and wh,lt IS ln ''l'lW''!!1I (1H'llInd) lhelll "Il 
the wIIII - the,,, LllIngs ar .. ')1'1'",,1 .. 10 ~(Il" ,,11lt'1 (III 
terms of hCIght). so that the,c " r, 1I;,,,.lt,·, .I,·plh 

PrOjectIOn of wlllctows ln 1 el.lllOn tu th,· hld,· 

often wc find a n .• kedness uf Wlll'tuw open"I!!' I( wh"1 r 
Ill5 not approprralc, IPalladllll doe8n 'l fil 1 Cc )/11l1sclf tl) 
make a forrn OUl of thcm 

2/ he hkes to let them penetr.lte .15 a re.I1Jty .1I1I'JIll! 

form5 

a Irktng for rOl'nct, cylrn(!J,~ Il .11' h,t"cl<,n'L p.lll' l\I'xl 
to the stl :llght oneq 
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APPENDIX III. 

, 
BIOGRAPHY OF PAVEL JANAK 

Pavel Janak was born March 12, 1882 in Prague. In 1899, as a 

seventeen year old high school graduate, he enrolled at the Czech 

Technical University in the class of Professor Josef Schulz 

(1840-1917), the architect of the National Museum and the Museum 

of Decorative Arts in Prague. Schulz was also a cO-designer, with 

Josef Zitek, of the House of Artists (Rudolfinum) and, following 

the destruction by fire of the National Theatre, the man who 

restored and completed what was perhaps the most cheri shed public 

edifice in Bohemia. Simultaneously with his studies at the Czech 

Technical University, Janak also enrolled at the German Technical 

University in Prague, in the class of Josef Zitek (1832-1909), 

the original architect of the National Theatre and arguably the 

most significant 19th century Czech designer in the classical 

tradition. It is possible that it was the Vienna-trained Zitek 

who encouraged Janâk to leave his Prague studies unfinished when, 

in 1906, Janak left to pursue further training at the Vienna 

Academy in the class of professor otto Wagner. The two years 

Janak spent in Vienna were highly formative. He was exposed to 

Wagner's conception of modern architecture, as well as to the 

broader cultural context of early modern Vienna. Upon his return 

to Prague two years later r he quickly became an influential 

presence in Prague architectural circles. In 1908, he helped to 
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.. 
found ARTEL, and in 1912 the Prague Artisan Workshops, both 

modeled on the Wiener Werkstatte. In the first year after his 

return, he continued his training as archi tect in the private 

studio of Wagner's former student, Jan Kot~ra, where he 

collaborated with another Czech architect interested in Cubism, 

Josef Go~âr. While his formaI studies at the Czech Technical 

University were not completed until after the end of World War l, 

he briefly became a contractual architect for the city of Prague, 

aIl the while pursuing his other multiple interests. Thcse 

included his involvement with the Club of the Friends of Old 

Prague, documented by numerous contributions ta the Club's 

Bulletin; his articles and later, his edi torial invol vement in 

st yI, the architecture and applied art forum of the Society of 

Plastic Artists Mânes; his seminal raIe in the founding of the 

Group of Plastic Artists whose members seceded from the more 

traditional Manes in arder to pursue the teachings of Cubisrn; his 

subsequent editorial leadership of the Group's ncw journal, 

Um~lecky M~siénik (Art MonthlY)i and his involvernent in design, 

be i t of exhibitions, appl ied obj ects for ARTt:L, resiàential 

buildings, public projects, etc. Following Janak' s return from 

service at the Balkan front and after the departure of Janâk's 

friend and mentor, Jo~e Ple~nik, from the position he occupied in 

the Prague School of Decorative Arts, Janak became a professor of 

the School in 1921 and continued to teach there until 1942. In 

1925, he was awarded the order of the Chevalier de la Légion 

d'Honneur for the exhibition of the work of the School of 

127 



Decorative Arts at the ~lorld Exhibition in Paris. continuing to 

walk in Ple~nik's footsteps, in 1936 Janâk accepted the position 

of the Architect of the Prague Castle, a position held by Ple~nik 

from 1921-1937. His projects from the inter-war period include 

the Prague building of Riunione Adriatica di Sicurta; the ~koda 

Works Administration Building, also in Prague; an airport in 

Marienbad: the reconstruction and extension of the éernin Palace 

in Prague; the Juli~ Hotel; and his own residence at the 

experirnental Baba Estate, also in Prague. After World War II, he 

was primarily involved with a series of important 

reconstructions: that of the Hvezda Palace; of the BalI Garoe 

House and later, of the Theresian Wing of the Prague Castle; and 

of the Belvedere Palace in the Castie district. Widely 

influential in Czech architecture of the first half of the 20th 

century, Pavel Janak died in Prague on August l, 1956. 
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