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ABSTRACT

The sources of the theories underlying Czech Cubist architecture
before World War I have been only sketchily studied to date. To
analyze these theories and identify their sources, I focus on the
work of architect and theorist Pavel Janak (1882-1956), an early
proponent of Cubist architecture in Bohemia. The thesis
incorporates my translation of Janak’s unpublished journal for
1911-1914, the dominant years of Czech Cubism. Through this
journal and Jandk’s published writings, together with an
examination of his own readings, I trace the development of his
theories, and situate his sources, within their historical
context. Jandk was no mere imitator of French Cubism 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 Jandk’s journal with its
numerous sketches, a translation en _face, and a complete
bibliography of his sources.

Le probléme des sources théoriques de 1l’architecture cubiste
tchéque pour la période précédant la premiére guerre mondiale n’a
jusqu’a preésent eté qu’effleuré par les historiens de
l’architecture. Pour appronfondir ce sujet j’ai donc choisi
l’oceuvre de 1l’architecte et théoricien d’architecture Pavel Janak
(1882-1956) dont je me prcpose d’étudier les sources ainsi que
les théories. La thése comprend ma traduction de son journal
inédit, rédigé entre 1911 et 1914, 1les années décisives du
cubisme tchéque. 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 1le contexte
historique.

Jandk n’a pas été a la remorque du cubisme francais; il s’est
efforcé de deévelopper une architecture inédite, possédant une
continuité historique et universelle grace a ses qualités
créatrices d’espace.

La thése comprend le fac-similé du journal de Jandk et reproduit
l’ensemble de ses dessins; ia traduction fait face au texte
original; elle comprend enfin une bibliographie compléte de ses
sources.
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Translator’s note.

All translations from Czech, be they of Jandk’s journal, his
published essays, or of the secondary literature, are mine. 1In
the text of the thesis, Janak’s journal is referred to by the
letter J, followed by the appropriate page number in parentheses,
e.g., (J33). Illustrations are nnt included in the translated

text.

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

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

T.- abbrev. of ’‘trojdhelnik’ (triangle); T. in the English

translation.

€.~ abbrev. of ’'&tverec’ (square); S. in the English translation
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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, Philosophical Investigations.
Trans. G.E.M. Anscombe

In order to address some of the central issues pertaining to the
sources of Cubist theories in general, and Janak’s theories in
particular, the thesis is divided into six sections, consisting
of an introduction, four chapters and a conclusion. In the
introduction, I briefly review the key published sources that
have appeared on the subject of Czech architectural Cubism and
examine the approach to the subject of both Czech and foreign arc
and architectural historians. In Chapter 1, I discuss the nature
and contents of Janak’s journal and their relevance to Janak’s
published theories. In subsequent chapters, I examine some of the
i~sues that Jandk articulated as central to his theories, first
in his journal and further, in his published essays: these are
grouped about the following interrelated concerns: the question
of space perception and its articulation; the nature of forms
that foster abstraction in architecture; and finally, the nature
and possibilities of the relationship between two fundamental
forms of architectural representation, the plan and the
elevation. In addition, I consider the implications of Janak’s
theories from the Cubist per‘od for his concurrent practice and
the degree to which he was able to reconcile his ideas in the

body of his own work.




My desire to focus on the intentions of so-called Cubist
architecture in Bohemia has to do, among other and more personal
reasons, with the scanting treatment given this brief chapter in
European architectural history in the secondary literature. While
scholars such as Wolfgang Pehnt have maintained that
architectural Cubism in Prague had no more in common wit! the
real thing than a preference for straight lines and right angles,
others have identified a strong adherence to Cubist principles on
the part of the Czechs. It may not be significant to try to
pigeon-hole what Pehnt sees as "a premature and superficial
attempt to harness Cubism in the service of Architecture" within
one or another "ism," but the need to understand the sources of

the Czech Cubist effort is of particular importance.l

Prague in the first decade 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 1life of the city
flourished. Max Brod has described Tuesday evenings at the Fanta
house where the first anthroposophic lodge was established in
conjunction with a series of lectures given there by Rudolf
Steiner and he speaks too of the Kant evenings which he, Kafka

and Werfel attended regularly and at which the physicists Albert




Einstein and Philipp Frank were sometimes present.?

The understanding of art as the understanding or spirit was a
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 promulgated in Prague
particularly by Riegl’s student, Max Dvo¥ak.3 Pavel Janak, one of
the principal theorists of the Czech Cubist movement in
architecture, derived much of his initial understanding of the
psychological determinants of artistic creation from Riegl’s idea
of Kunstwollen, the aesthetic urge which Riegl saw as pivotal not
only to what was creatively possible, but what was artistically
necessary.? It was above all Riegl’s analysis of art in terms of
how it is articulated according to two basic epistemological and
rerceptual 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, Janak.

Form’s primacy over function, and its spiritual and perceptual
roots, were strongly advocated by the Czech Cubist architects
even though several, including Janak, had studied in the School
of Otto Wagner in Vienna where they had been exposed to radically
different views.® They found substantiation for their concerns in

the work of German sculptor Adolf von Hildebrand whose book The

Problem of Form was popular in Prague at the beginning of the

century.® Hildebrand put his discussion of artistic form in the




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
sensualist theory of Einfihlung or empathy.7 The Einfuhlung
theory, itself rooted in the work of another German, R. Vischer,
saw the principle 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 form. 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 much as he is indebted to
Riegl for the latter’s theory of the representation of space in
art, particularly the thesis of Raumscheu, a dread of space

connected to abstraction.?

Before these ideas are examined further against the background of

Jandk’s writings, it is useful to summarize the relatively small




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 particularly, of Jandk’s essay, "Hranol a pyramida"
(Prism and Pyrarid), which is discussed in Chapter 3 of this
thesis, came from the pen of a prominent Czech art historian,
Vojt&ch Birnbaum (1877-1934).10 Birnbaum challenged the validity
of Jandk’s theories on both historical and formal grounds and
charged the young architect with miring his supposedly "super-
natural and idealistic" theory in "primitive naturalism and pure
materialism" by misguidedly equating the principles of human
creation with the "entirely mechanical laws of physics."11
Birnbaum rejected Jandk’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."2 According to Birnbaum, the
distinguishing principle among styles was that of the "poetic
fiction of matter," rather than form.13 But even when taken at
face value, the forms abstracted by Jandak as emblematic of the
two major categories - the peaceful materialism of the prism, on
the one hand, and the dynamic idealism 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



appearance of the diagonal and the oblique in Gothic and Barogue
architecture was a consequence, not a departure point, of the
creative process that formed them, Birnbaum argued, and he added
that these geometrical means most often represented "a hidden
meaning of forms" that would otherwise be heterogeneous.l4 To
substitute an ideational structure for the forms was to
substitute a theoretical scheme for the real thing, the style
itself.l® To Birnbaum, the idea that an architect could actually
form space internally in his work and thus create a spatial form
as promulgated by the "Cubists," was preposterous.1® According to
him, one could only develop a new architectonic form in relation
to something perceivable by the senses and this "something" could
only be matter. While not condemning the theory itself, Birnbaum
reproached Jandk 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 Jandk’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 Jandak and other
architects engaged in the "Cubist" experiment was Karel Teige
(1900-1951) who devoted a separate chapter to it in his

influential work, Moderni architektura v_Ceskoslovensku (Modern




Architecture in Czechoslovakia).l8 Teige perceived the "Cubist"
experiment in Czech architecture as a formalist 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.l9 Teige’s review correctly identified the
principle tenets of the "Cubist" movement as the "plasticity and
movement of forms" and belief in the necessity of an "abstract,
spiritual, dramatic and dynamic form in architecture." Teige also
perceptively underscored the influence Prague itself exerted on
Cubist architects. It was the Gothic 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 qualities" of the Prague Baroque, on
the powerful spatial and dynamic values of the city itself. The
slogan "Za stcarou Prahu" (For the [preservation of] old Prague),
promulgated by the club of the same name in its publication,
found a powerful defender in Jandk; in his bibliography, one can
find close to two dozen articles on the topic between 1906 and

1914.20

Teige raised a serious accusation against the "Cubist"
experiment, postulating that as a whole, it was "born of a hasic,
almost absurd lack of understanding of both the principles of

Cubism and of architecture."?l According to Teige, this



"aesthetic misunderstanding" consisted in that "only a surface
formula was derived from Cubism and that the oblique rhythm of
secondary, late Cubist paintings was taken as a formal departure
point."22 In Teige’s opinion, (which must be considered unjust),
Czech architects 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
viewpoint" of the "Cubists" was only seemingly related to the
Gothic and Baroque vision while in fact, its greatest affinity
was with 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 1link to Czech "Cubism." Teige perceived the
"machinist romantic aesthetic of Van de Velde" and Lipps’s and
Worringer’s Einfuhlungstheorie as catalysts of a "delusionary
idea:" to try to express movement through architectonic
composition and through fluctuation of plastic forms."24 yor
Teige, the ultimate culmination of this romantic delusion became
"the fantastic formal 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
affinities; he reports on a positive reaction to the "Cubist"
experiment of Paul Fechner in his book Der Expressionismus and on
the 1laudatory comments by the Franco-Italian author Riciotte

Canudo in his short-lived periodical Montijoie!26 Referring to the




' 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," Teige clearly understood the distinction
between Duchamp-Villons’s attempt to create an architectonic
detail based on the traditional overall disposition of matter
within the building and the way in which the Czech architects
"penetrated more deeply into this matter and modelled the entire
building as a compact abstract sculpture."?7 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," as
described by Poelzig.2?8 Embodied in Czech "Cubist" architecture,
in Teige’s view, was the "decadent Gothic soul, not the soul of
the Gothic master-builders, but the soul perpetuated by Romantic
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 experiment in
architecture identified Naturalism with the conformity to
function and opposed it as such. And finally, if function was

represented by plan, then the "Cubist" elevation represented the



spiritual act of making. In Teige’s view, its claims to dynamic
expression were nothing but "a totally subjective rhythm of
forms."30 This "false Baroque spiritualism," this "resurrected
Secession," Teige ultimately saw as an "original, but delusive

aesthetic formula."

In the years following World War I1I, the oppressive intellectual
climate in Czechoslovakia allowed 1little 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 Musaum of
Applied Arts 1in Prague helped to publicize 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 theory of Czech Cubism, Margolius deals, though only in a
cursory way, with 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&lecky
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i m&si&nik, Styl and elsewhere, there is no evidence that would
justify the tenuous assumption that Einstein’s teachings were
directly related to the pursuits of the Czech Cubists.

In the 1982 Electa publication, Cubismo _cecoslovacco:

architetture e _interni, contributors Milena Lamarova, Frangois

Burckhardt and Olga Herbenovda attempted to deal in more detail
with the influences and sources of the theory of Czech Cubism.33
Lamarova 1in particular reviewed the scientific, cultural and
political climate of the turn-of-the-century Prague in which
nascent Cubism would gradually take hold She emphasized the
sympathetic reception as well as the phenomenological
interpretation of Cubism by prominent Prague intellectuals such
as artist and critic Josef fapek and author Richard Weiner. She
also underlined the role of intellectual initiation Cubism played
in the work of Prague Cubist architects. "Il piano geometrico
unidimensionale della pittura cubista costitui 1l’elemento
gnoseologico fondamentale, il mezzo di una conoscenza e di nuova

visione (non ancora di una organizzazione) del mondo."34

And yet, this "ultimate romantic conception of modernism in pre-
World War I Europe" was tempered by a '"certain mathematical
precision, rawness and vigourous coarseness" in its creators.3?
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, the ideals of Gothic and

11
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Baroque architecture were vital to the elaboration of Jandk’s
theories and their perceived continuity was crucial to the
Cubists’conception of modernity. Lamarova speaks vaguely of the
osmotic influence of the medieval tectonic legacy on the Cubists,
tut Janak’s Jjournal provides irrefutable evidence that the
examination of Gothic and Baroque principles was at the very core
of his thinking between 1911-1914. Other noteworthy factors
discerned by Lamarovda include the interest in Eastern
architecture easily traceable in Janak’s writings, and perhaps
best documented in their extensive study on Indian architecture
by writer and critic Karel &apek and architect Vlastislav
Hofman.3® In this essay and in her other writings, Lamarova also
makes the important connection between the evolution of the
Prague Cubist idiom and that of modern dance, articulated by
Isadora ©buncan, Slovak-born Rudolf von Laban and Jacques
Dalcroze.37 Dalcroze’s writings in particular are included among

Janak’s readings recorded in his journal.3®

A major recent monograph by Czech art historian Miroslav Lama?
provides the most comprehensive overview to date of the Czech
Cubist groups Osma [The Group of Eight] and Skupina vitvarn§ch
um&lch [The Group of Plastic Artists].3% In addition to an
analysis of the work of the Cukist architects, among others,
Lama¥ reviews the critical contribution of both domestic and
foreign authors to the history and theory of Cubist architecture,

citing, for the latter group, the example of Friedrich Czagan’s

12




article "Kubistische Architektur in B8hmen" and Wolfgang Pehnt'’s

Die Architektur des Expressionismus.49 It is Lama®’s contention

that while the domestic analysls might have been sometimes toc
parochial and self-serving, the foreign critics often disregarded
or misunderstood the specific 1local conditions of the

introduction and pursuit of Cubist ideals in Bohenia.

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 aits.%l

Assorted articles by Lamarova, Vokoun,
Benedcva 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 hon»ouring the hundredth anniversary of the birth of
Pavel Janak; this was the product of a 1983 symposium that
concluded in an exhibition of the architect’s work.%3 Included in
the selection from Jandk’s writings were half a dozen essays
written between 1909 and 1913, at the very time when he began
reflecting on his experience with, and reaction to, the
Wagnerschule and when he elaborated his own concepts of the new.
Also included 1in the Festschrift were seven contributions by
Czech art and architectural historians Toma% Vl&ek, MiloZ
Pistorius, Olga Herbenova, Rostislav Svdacha, Antonin Tenzer, Jifi

Sevéik and Jiri 8etlik, each in turn addressing different aspects

13



of Janak’s work.%4 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, calls for a series of detailed

investigations.

My original contribution consists in exploring the hitherto
unknown primary source for the clues it can provide to the
conceptual and 1literary 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 what I do is medieval. What about it? What matters is
that I believe in it right now. I would have found it even
without the Middle Ages. The mind always moves."
Pavel Janak, Journal (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 "castles in the air which are
built without foundations, without support, without gravity"
(J64). Why would he feel that "more beautiful than a castle built
is a castle in the wind; more beautiful than a tangible tower, a
tower impossible, conceived so that it is unbuildable, that it
wouldn’t stand?" (J42) Jandk’s journal is above all a record of
his personal reflections and feelings about architecture, of
thoughts not yet logically incorporated into a theoretical text.
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 Furniture and Other Issues," three essays published between

1911 and 1913 in Um&lecky m&si&nik (Art monthly), the principal

forum of the Czech Cubists, are adumbrated and articulated in

Jandk’s journal of the same period.l

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 Janak’s journal entries are based on his readings in this
period; 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. 1In
fact, nowhere is his desire for continuity, integration and
understanding of historical principles more obvious than in the
ensemble of literary sources he brought together in the body of

his jcurnal.

The third, brief, section mostly contains excerpts from books, as
well 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 Jandk corresponded as editor of Styl and co-

editor of Umé&lecky m&si&nik. Such familiar names as Guillaume

Apollinaire, Henry Kahnweiler, Herwarth Walden, Adolf Loos,
Ardengo Soffici and a number of prominent Czech artists and
architects 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 activated." (J6) How to
make space visikle is a conundrum that reappears frequently in
Janak’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 Konigliche Schauspielhaus in Berlin
(J13), the space of which he compares to an "elephant’s trunk,
meandering, unapprehensible (i.e. invisible for the eye) and
imperceptible."3 For Jandk, the dichotomv 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 and
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 to summarize the rich spectrum of his
reflections, notes and accompanying sketches, it will be useful
to indicate the principal preoccupations that permeate Jandk’s
thinking of this period. These include, under the unifying theme
of geometry, a host of specific questions: probing the axial
disposition within certain geometrical forms; enquiring into the
visual and tectonic possibilities of different forms,
particularly the triangle; examining the concept of internal
unity in the context of geometric ratios determined by
triangulation; exploring what constitutes the dramatic quality of
architecture; investigating the principles of formation and
deformation in the light 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 1longitudinal or

central plan.

Fragments of broader aesthetic considerations in Jandk’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 objectivity; of
the conceptual over the factual; and of spirit over technology.
Albeit sketchily addressed, the question of internal unity, and
of the nature of beauty and of creation, also appears in Janak’s
journal. These fragments cannot be extrapolated into a coherent
body of philosophical thought. They are, however, indicative both
of the nature of Janak’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, 1little
in Jandk’s Jjournal 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 1is clearly critical of the three-dimensional quality of
their work. To quote Janak, "even painting falls often victim to
the system of corporeality: it portrays the truly plastically
conceived things (Picasso) and it isn’t optical enough." (J37)
This statement, consistent with Jandk’s preference for the visual
and the planar, seems to be indicative of his lack of awareness

of the emphasis on tactile values among the Cubist painters.®

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

simultaneously physiological and psychological. In the Summer of
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1912, Jandk postulated in his Jjournal the idea 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
Hildeprand, Wolfflin and Worringer, was relief which for Janak
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 Jandk’s concern, impression
"which is scmething 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 1left
behind.™ (J25) Similarly, a Greek temple 1is 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." (J60)

Much of Janak’s concern with the tracing out of space beyond us
was related to the specific possibilities of contemporary
architecture. "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 I 1live

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 Jandk’s ideas in his journal, placing him almost
invariably in the role of a fixed observer. This fixed view is
fundamentally different from Hildebrand’s interpretation, for
example, in which relief 1is a succession of readings from
different standpoints so that the observer is able to experience

the work of art as a duration in time."’

nnother interesting aspect of the reflections in Janak’s journal
touches wupon the anthropomorphic element in architectural
thought. Buaildings for Jandak grow vertically or horizontally
based on directions that are either perpendicular to our forechead
or parallel with it (J49), as if the rest of our body didn’t
exist. Only exceptionally does he ¢ngage the body in the
experience of the building, as when he notes, in relation to the
longitudinal plan, that the 1ows of profiles are ordered one
behind the other and that this perhaps "means something
indicating the movement of walking through it." (J60) For Janak,
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 then space is extracted out of cosmos." (J51)

Janak pursued the idea of the primacy of the ouptical 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
l.ecome sensitive to it, needs it and that is why it will be

created.” (J11)

Janak’s eclectic, anti-historicist, approach resulted both from
his formal studies and from the extensive reading program 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 specific design problems. Of the different
areas in which the research of Wagner’s students was focused, the
problem of form, in all its aspects, as well as the relation of
form to construction, clearly preoccupied Janak the most.8 His
readings, in turn, were chosen to elucidate the same issues, and
Jandk seemed particularly keen on selecting titles that often
combined both historical and formal perspectives. While a few
overall conclusions are drawn in the journal, evidence of Jandk’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&lecky mésiénik 1 (1911-12): 162-170;
"Obnova prh&eli,"” Umélegki mésiénik 2 (1912-13): 85-93; "O
nabytku a jiném," Umélecky mésiénik 2 (1912-13): 21-29.

2. While no official numbering exists, chronologically this is
no.5 in a series of ten notebooks and sketchbooks deposited in
the archive of the National Technical Museum (NTM) in Prague, and
spanning the period 1909-1919. The exceptional nature of the
journal Jandk 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 Jandk
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 Jandk’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 observation came from a
book by Fritz Stahl, Schinkel (Berlin: Wasmuth, 1912), listed on
p.119 of Janak’s Jjournal.

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 1la peinture (1910) remarked, in describing
Picasso’s Cubist work, on how the artist joins "to visual
perceptions...the tactile perceptions." 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,
Space 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 Jandk 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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7. Van de Ven, Space in Architecture, 95.

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 Jandk 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. Janak’s intention seemed to
have been both to abstract space into a surface vision (J13) and
to construct it with planar 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. Foremust 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), vwvere
predicated on the fact that they shared the same initial three-
dimensionality in life, yet, transformed by abstraction, achieved
the representation of all that was essential to them by means of
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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.

Wilde’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 dramatic fabric and its abstract 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 (J1), superimposition is a means
of making the internal 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 1longer attempts to understand the facade
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 superimposed not on, but
above the other." According to Jandk, such superimposition

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

Gothic architecture, both as directly experienced by Janak and as
contemplated in his many 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 forming-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 Jandak listed in
a German translation in his adjacent reading list. (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 also possible that Jandk’s drawing of the West facade of San
Marco was actually adapted from a plate in Ruskin’s book.3
Superimposition is also active in raising "a certain idea of
architecture" (J62) represented in Jandk’s journal by the example
of the Pisa Cathedral, another case possibly inspired by Ruskin’s

reference to it.#%

Raising or 1lowering the base of certain works of architecture
(the Trevi fountain and the Spanish steps are given as examples
here) in order "that pictorially [the elements] would be
superimposed with sufficient clarity into the overall figure"
represented for Janak the necessary clarification that allows the
observer to situate architecture as spatial rather than planar:
it presents itself to the eye in a street situation (Jé61).

Superimposition Jandk 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 all the more powerful "if we first see the
facades of the houses, then the roofs and finally the cathedral"®
(J59). By comparison, a 1linear 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.® 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. "The relief system denoted
enrichment, animation" Jandk noted in his journal (J35). Speaking
of Basilica Vicenza, Jandk reflected in his journal about what he
perceived as Palladio’s effort to turn to "more complex internal
structures" that in turn generate a more complex outline and
transform the plane of the basilica into a single powerful relief
(F46) . The strictly optical experience of relief (J50), the one-
sided view that Jandk perceived as its '"generic condition" made
relief the essential "reduction of reality for the eye," yet, by

the same token it empowered "a higher deygree 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 Jandk stopped abruptly at the matrix.

"Conclusive for the ’‘pro-relief’ decision," he wrote, "is also the
fact 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
journal, Jandk stated that "the 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 Jandak
the impetus to consider the human face as an example c¢f relief
creation. (J768) "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,
(J110) and he rhetorically re-framed the question that Schmarsow
took to its ultimate conclusion: "What can one derive from how
arms and legs are ordered, from the way they move and what is

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

Ultimately, as a constructed essence of reality and a "bearer of
will," relief becomes for Jandk 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 Jandk 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.®

Jandk returned often to the possibilities of drapery in his
journal and he eventually also published a short essay on the
subject.”? 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 surface of material is
contained in the drapery, but what is visible toc 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 formal possibilities of
material, inherent in the inanimate 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 some sort, e.q.

involved in a movement or carrying it, all of which is already
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anchored in time, it becomes drapery, something of a higher degree
than the fabric itself, becanse it becomes a creation out. of the

fabric."8

The ability to "accept and acknowledge the surface as draped"
constituted for Janak 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
transformation through an intervention of force, and with 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 Jandk to emphasize the animistic aspect of
the relationship. "Only Naturalism," he wrote, "is afraid of [the
use of] drapery. They paint bodies and drapery then covers then,
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).
Janak expanded this conception in his essay to read that
drapery attracts us 1in particular by this latter
characteristic, the spiritual quality. Drapery further
represents the realization of the kinetic and formal
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 to its
basis, Nature and its place in it); it therefore still
maintains the limits of the law of material, while at
the same time, fulfilling it to the limit. 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 compared with fabric is something condensed,

spatially compressed and meore profound in general.
In drapery, as in sculpture, this action is transformed into the
abstract "erection of content" and "the quality of movement is
transformed into an optical quality." The notion of internal unity
between material and its transformation by spirit, to which Janak
returned through much of his writing, is contained 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 movement and creating a strong
"jllusion of physical relief," in which "the different objects seem
to project or recede in space."? Wolfflin, whose book first
appeared in 1888, was probably known to Janak through one of the
subsequent expanded editions (1906 or 1908), and considerably

influenced his thinking.

Not only were Jandk’s thoughts pertaining to the mediation between
plane and space part of the Zeitgeist and of his investigation of
literary sources, several of his close collaborators also actively
engaged in this pursuit. The most notable example is perhaps the
essay "Plocha a prostor" [Plane and space] by the Czech sculptor
Otto Gutfreund.l0® Using as his departure point the comparison
between the work of a painter and of a sculptor, Gutfreund focused
on sight as the common mediator between subject and object in the
work of both. Yet the results of both forms of art differ.
"Sculpture is not a dematerialized reality as is painting, but
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rather a materialization of images originating from within."ll 2
close relationship to dance underscores the process in which "the
sculptor realizes an image in real space and in a tangible form and
[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 gravity." This shift of the centre of gravity
inspired by Baroque is visible in the work of Rodin and Bourdelle,
Gutfreund noted, and it brings their work "to the limits of their
static possibilities." In the conclusion of his essay, Gutfreund
asserted what Jandk 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 all in its tendency to contain
from one point all the richness, in its effort to enrich one view
with the suggestions of multiple others, in its effort to behold
all wealth in each gaze."12 Jandk’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 Jandk, strongly
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influenced by Riegl. What Riegl saw in relief sculpture was above
all an ideal of self-containedness.!4 This ideal he saw most
strictly embodied 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
emphasize 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 "normal-
sighted" view; and finally, between late classical relief and a
"long-sighted" view, Riegl was able to reinforce his ideal of
optical coherence still further.1® 1In Janak’s interpretation,
however, these latter distinctions are blurred. His principal
interest in relief is determined 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 dichotomy of the

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

Ivo Vojnovié, A Trilogy of Dubrovnik. Graz: Leykam, 1921. Written
in 1910, first premidre at the National Theatre in Prague in June
1911 under the direction of Gustav Schmoraz. Janak’s description,
which might 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 to the
whole. An event comes from the outside, the outer world. An
intuition from the inside, the inner world. An event penetrated
the depths; it broke through the layers and I 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 lay on
the surface the way others did.It probably had so much weight in
it that it broke through, weighed them down, broke them so much
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 example of San Marco appears several times in Janak’s
journal. During his trip to Italy, in Augqust 1912, Jandk drew a
diagram of the facade (J45). He commented 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.1l (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
Etudes 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 some of his theoretical
observations. The double orientation of the early Renaissance
consisting in "l1’imitation parfaite de la nature par l’art, qui
s’en detache ensuite pour en modifier les appareices" 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 Janak, "Drapérie", Um&lecky m&sidnik 2 (1912-1913):37-39.
8. Pavel Janak, " 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
Chaumiére. 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 Jandk, of
Umélecky m&siénik; he also promulgated the ideas of Cubism through
his personal contacts with French artists, organization of
exhibitions and, above all, his own work. "Plocha a prostor" [Plane
and space] was publlshed in Um&lecky m&sidnik 2 (1912-1913), 240-
243,

11. Ibid., 241.

12. Gutfreund, "Plocha a prostor", 243.

13. Ibid.

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

15. 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, I 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 hasty suggestion. And now,
over there across the river, I 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
swimming 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 form and its apprehension through visual perception
permeates the early work of Pavel Jandk and was central to his
theoretical writings. In an early essay on the subject, he
examined the modern methodology of generating form in
architecture and its determinants in the light of the teachings

of his former professor, Otto Wagner.l

The space-creating possibilities of a triangular form preoccupied
Jandk for much of his Cubist period, leading him to examine them
in various contexts, but particularly in that of perception.
Early in his Jjournal he made the observation that since
"architecture must have a base of physical 1length, [then] into
the circle of vision, one can place a tetragon, but the highest
possibility is a triangle, a pyramid." (J5) This form not only

determined the spatial articulation, but was "something
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constructive in relation to space." For the architect, the
analogy with the pyramid consisted in its "being both the core
and the minimum of corporeal dimension" (J26). Urban spaces such
as Michelangelo’s Capitol, Scala Regia or St. Peter’s Square in
Rome testified in Jandk’s eyes to the '"reappearance of the
triangular space in the Baroque," to the "higher type of vista
square (pohledové nd&mé&sti)," as did other, domestic, examples

(J38).

For Janak, the triangular asserted itself both in its perceptual
manifestation, and in the terms of proportions, of ratios.
Through observation and tracing of a variety of plans of
disparate cul-ural types, Janak concluded that it was the
triangular, rather than the square, ratio that dominated the
formative stages of architectural history and, most particularly,
that of medieval architecture. Ultimately, he concluded that it
was primarily the "triangle square which is both the base and the

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

For Janak, the essential qualities of 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 containment emerged from these
possibilities as one of the most compelling attributes of a
triangular space. "A triangular space is the only space which I

can fully contain and completely penetrate (seize) by my eye if,
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for instance, I am at the edge. If I am at the edge of a square,
then what I contain of it, 1is the triangular part..." (J41) It
was the absence of this containment, which at the same time
signifies the absence of an internal unity, which Janak
criticized in the work of Berlage, whose elevations displayed
many characteristics of the triangular scheme.2 "His
architectures," Janak wrote in his journal, "really do not have
this [internal wunity] at all. They are truly networks of
multiples 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 [form], more than the sqguare. 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 lenath, 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
basis of a building scheme (J27) repeatedly 1led Jandk to
contemplate both the actual pyramids of the Egyptians and the

later structures of Gothic cathedrals as well as the centrally

planned buildings of the Renaissance. His reading list provides
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ample evidence of how painstakingly Janak sought to understand

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

gleichseitige Dreieck als ''orm gotischer Bauproportionen (J108),

Roeber’s Beitrage zur Erforschung der geometrischen Grundform_ in

den alten Tempeln Aegyptens (J104) or the work of a Prague
Benedictine monk, 0Odilo Wolff, Tempelmasse (J106) 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 interpretations of
Roriczer’s Bluchlein, draws attention to other important 19th-
century sources that were perused by Janadk: principal among
these, in addition to Dehio, were Alexander von Heideloff’s Die

Bauhutten des Mittelalters (J104), Sulpiz Boissérde’s second

German edition of Geschichte und Beschreibung des Domes von Koln

(J111) and Carl Schnaase’s Geschichte der bildenden Kunste im

Mittelalter (J109), among others.%

Villard de Honnecourt’s sketchbook (J112) and in particular the

work of Mathias Roriczer, Uber die Fialengerechtigkeit (J104,111)

were among the medieval precedents which Janak read in mnhdern

editions and which influenced his thinking on triangulation.

The secret Masonic implication of the triangular scheme in the
medieval conception of taking the elevation from the plan was
certainly not lost on Jandk and it was further amplified by his

probing of the formal means to abstraction.
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Cesariano’s edition of Vitruvius (J110) with, among other
illustrations, the cross-section of the Milan Cathedral 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 Janadk’s own experience of architecture that

surrounded him at home. "How handsome, how advanced are, by the
way, tiie gahles and the gable-ness of Bohemian towns" he remarked

in his journal in July 1912. (J41)
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Earlier in the month, having examined the work of Palladio and
Vasari, both of whom he had found "very helpful" in determining
triangulation, he stepped out, "with bated breath, to have a look

at Prague, to see how she would fare. She came out well,
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particularly in the portal of the Tyn Church, the Vladislav Hall,
the Waldstein Loggia and the Kinsky Palace..." (J31).° The
juxtaposition of the theoretical and the empirical to which Janak
referred in the same entry, clearly was at thé very centre of his

attempts to achieve a synthesis of both 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.’ Ostensibly simplistic in its thesis, it
explores two archetypal shapes as linking the local tradition of
domestic architecture to that of the two principal streams of
influence, the "Southern," "naturalist" stream exemplified by
Greek Antiquity and the "Northern," Christian, "abstract" stream

exemplified by the Gothic.

only if one attempts to understand these forms as metaphors does
Janak’s seemingly reductionist thesis reveal his underlying
desire for connectedness and for continuity of the local with the
universal, of the past with the present. Jandk posits 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 beams in a basically trabiated
construction of prismatic shapes, which, while beautiful, i.e.
poetic, spoke little of the pressures and tensions born by it.
The "Northern" group, on the other hand, aimed at abstracticn 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 all its members alive and

active, even tensed."8

Due to its basic simplicity and its "natural and general"
character, Jandk perceives the "Southern" stream as easily
transplantable 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."®

Czech architecture, Janak would have 1it, 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
Renaissance influence permeates the last 400 years (16th -19th
c). Czech architecture, however, for Janak, "developed both in
scope and depth above all through the Baroque, that 1is, the
period that 1is once again governed by abstraction which is
characteristic for our national spirit."10 In the chronology of
Czech architecture, Janak postulates, a greater span belongs to
the effort to penetrate above and beyond the limits of matter,

that is, to the Gothic and the Baroque period.
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It is at this Jjuncture that Jandk feels again compelled to
describe "the so 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" to the "return to nature" and
attacks his “what is not functional cannot be beautiful®

thesis. 1!

If we consider contemporary architecture as too
materialistic and not poetical enough "(in the true
sense of poesis)," if we find it flat, that means
simultaneously that all these inner qualities exist,
that they demand expression and that we miss them in
architecture...If "Yprismatic" architecture until
recently empathized historically particularly with
Greece and Renaissance Italy, we now tend more towards
the Gothic and the Baroque, formerly remote from our
thinking. They appeal to us by the power of their
spirit which penetrates matter and by the dramatic
quality of the expressive means that had given birth to
their form...they have become the essence of what had
enriched our feeling. Simultaneously we find that the
prismatic scheme and its means are not fully adequate
to the new expression. It seems that we are called by
the spirit and will to abstraction for which we in the
North have had both the background and understanding.i?

Janak proposes to investigate the natural building form in its
connection with gravity, as the force that, "were it not opposed
by friction," would result in an endless succession of horizontal
layers, an infinity of alluvial deposits, to which many natural
forms testify. The resulting form, as he sees it, is orthogonal,
bi-planar. In contrast to a paradigm of the tranquil surface of
water, Jandak evokes 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 Janak sees
crystallization as the most beautiful example of this second
process: "... the force of crystallization is so much stronger
than gravity that one can almost say that the latter has no
influence on the former. It seems to be so self-centered inside
the mass and so strong that it prevails over other
circumstances." It is the diagonal force of internal tension that

personifies for Janak the essence of creative making.l4

"Artistic intenticns, however psychologically complex, are
basically represented by that third, dynamic force which pervades
the natural matter and the natural form. If matter is to be
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."13 Janak, intent on the idea of
making, draws here an interesting parallel between this form and
the form of the tools that help to shape it: wedges, stakes,
knives 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
glucidation 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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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 element, the diagonal plane. The body
that is formed out of these dramatically ordered
diagonal planes is the pyramid, the ultimate form of a
spiritually abstracted matter, based on natural prism.
For if we think of a prism into the base of which we
inscribe a pyramid, then the pyramid is a philosophical
replacement of prism. 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.l6
This statement recalls Plato’s definition offered in Timaeus: "So
tc sum up, the figure which has the fewest faces must in the
nature of things be most mobile, as well as the sharpest and most
penetrating, and finally, being composed of the smallest number

of similar parts, the lightest.wl7

The Baroque captivated Jandk’s imagination for its rich register
of means to 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 flat surface composition with
it in the process. This in principle is a highly abstract idea
which reshapes facades through 1lifting and pressure from the
inside and again back into the core of the building."18 Where the
Barogque achieved abstraction through "the thickening, animaticn
and shifting of mass," the Gothic, in Janak’s view, acted in
reverse.It 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

51




building in the saddles of roofs and the apex of spires" give, in
Jandk’s opinion "“the appropriate abstract definition of a
building. The pyramid is "a plastic heightening of the upper part
of the prism, as if lifting up and out of it."1° The overcoming
of gravity is fundamental to Janak’s conception of spiritually

conceived architecture.

Even so, Janak’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 transcendence, or the mysterious "piramide
terribile" of Poliphilo’s dream. For Janak 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, Jandk 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
Jandk’s projects, his competition design for the Zi¥ka monument,
which he developed with the sculptor Otto Gutfreund, as well as
his remodelling of the family house in Pelh¥imov, both elaborated

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

RENEWAL OF THE FACADE.

"There are artists who want to tell all, but I feel it more
shrewd to tell little. My paintings are sometimes described as
facades, and, indeed, they are facades."

Mark Rothko, Pratt Lecture, 1958

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

Fernand Leger, The Aesthetic of the Machine, 1924

Jandk’s essay "The Renewal of the Facade," was radically
influenced by two sources in particular, Heinrich Wolfflin’s

book, Renaissance und Barock and Alois Riegl’s Spatromische

Kunstindustrie.1 According to Wolfflin, the most monumental
manifestation of the Baroque spirit "was the abandonment of the
centrally planned church for the longitudinal one."2 Riegl’s
analysis of art in terms of how it was articulated according to
two basic perceptual and epistemological criteria, the haptic and
the optic (a thesis further elaborated by Wilhelm Worringer),
provided a powerful ground to which this concept could be linked.
Jandk clearly seized upon such ideas as central tenets of his own

thesis.

In "The Renewal of the Facade,"3 Jandk 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 space to the observer: "the centralized, best represented by a
dome structure and the column, and the frontal or 1longitudinal,
represented by the basilica and the pillar.“4 The perception and
definition of architectural space and volume in terms of a
central, versus longitudinal, plan seemed almost obsessively
crucial to Janéak:
Before architecture can embrace one of the two types
(if, by architecture we mean all intentional formation
of matter by spirit), it has, while it is still an idea
embodied in spirit and not in matter, no boundaries. It
can be endless, float without gravity 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.®
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 materials 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
gravity, with material. It becomes a logically
articulated expression in the realm of perception.®
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, "indivisibly present between the
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creating subject and his work." Janak postulated that their co-
existence and co-activity "truly represent the way through which
the work 1is realized... Each elicits, according to its
possibilities, perceptions in which a common idea of things is

apprehended."’

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 simultaneously; it
perceives 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 perceives 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 things; touch can perceive only after the subject
decides to make a gesture towards the object and this decision
again entails both physical and ethical meaning; unlike sight,
touch informs us of the parts of things inaccessible to the eye,
and in doing so, gives some objective knowledge of the reality of
things. In summary, "the eye is analogous to the subjective and

one-sided point of view, the touch, to the objective and many
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sided."8

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 Jandk saw its
result as "fully oriented towards the eye of man and tied by a
certain ratio to the plane, be it material or imaginary. It
becomes either a picture, a relief or an architecture of the
longitudinal facade." What these different types of artistic
creation have in common, Jandak 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."?

That perception and creation connected with touch operate within
different parameters Jandk had also elaborated in his journal
(J66-69). A sense of touch, which surges from the entire boady,
can explore an object from all 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.10
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The resulting work, in Jandk’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 Jandk as examples of this process.

Not surprisingly, Jandak considered the world of the eye as more
relevant for the times and for the aspirations which had guided
his essay. He proposed sight as the means to an active
participation of the observer, "exemplified by the relation
between a longitudinal plan and its facade."ll In doing so, 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-cut tombs in Petra,
represented for Jandk an ordering of images in superimposed
storeys. A different approach was sought by the Barogque "which
seeks 1its 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 Jandk, 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 to greater
density. Here we understand the significance of the outline of
the building which comes alive particularly in a [longitudinalj

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 facade in architecture, and furthermore, that
the styles which originated from the eye’s viewpoint turned their
interest and energies primarily towards it, "as if the entire
content of the building was embodied in its facade, its gable."
The closer we are to the subjective and the abstract, the more
the longitudinal type asserts itself, maintained Jandk in his
conclusion:

So far we only know that to make cubic, three-

dimensional space does not mean, in our opinion,

creating space, because that merely 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 interpenetration of the

surface planes: [that is why] we tend to express matter

not as concentric, but as longitudinal.l4
In his journal, Jandk also explores the idea of the facade, often
comparing the Gothic treatment of the facade to the Baroque. What
he particularly admires in the 1latter 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 members here already
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have a psychological effect on the [sense of] the whole. The
ensemble already has an appearance, not only the proportions so
highly prized in the Gothic, an expression, that is, an overall

intention." (J43)

This view best summarizes Jandk’s feeling that, even 1in a
perspectival world, one can both experience and express depth
differently, i.e., conceptually as well as kinesthetically, and
render it visible through the medium of the facade. The

relationship with Cubist painting lies within this feeling.

It 1is perhaps appropriate at this point to review, albeit
briefly, Janak’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
Barogue house no.13 in Pelhfimov (1913), a historical city of
medieval origins in South-Eastern Bohemia. In the word of a
contemporary Czech art historian, "The Pelh¥imov house in Janak’s
realisation validates the aspirations of the Cubists to achieve a
dynamic animation of mass in the manner of their historical
antecedents. By following analogous princ.ples, the Baroque
appearance of the house not only was not disturbed by the
contemporary addition, but rather enhanced and complemented by
it."15 ress convincing seems Janak’s project of reconstruction

for the town hall in near-by Havli&kiv 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 Pelh¥imov, the design of a family house in
Pelhtimov (1913), and a project for a family house in Jié&in,
another historic Bohemian town, (1911-12). All are emblematic of
the principal dichotomy in Jandk’s work between the
conventionality and regularity of the cotemporary ground plan, on
the one hand, and the intended dynamism of the facade, on the
other. The ideal of internal unity in the relationship between
plan and elevation, of invoking the architectural content through
the medium of the facade remained unfulfilled in Janak’s work of
this period. Exceptional in this respect was Janak’s competition
proposal for the ZiZka monument in Prague (1913), as elaborated
in two alternative schemes in collaboration with his friend,
sculptor Otto Gutfreund. This compelling pyramidal structure of
crystalline forms comes the closest to 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 thing;
for the ideal type must surpass the reality."

Aristotle, Poetica

Trans. S.H. Butcher
Jandk’s theoretical ideas, both as developed in his journal and
in his essays written before World War I, were primarily
influenced by the 19th century German critical tradition,
stemming from the philosophy of both Kant and Hegel, and
represented in Janak’s journal by the writings of Carl Schnaase,

Alois 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.! Both these concerns are clearly
present in Jandk’s writing from the Cubist period, often

concurrently.

With his gradual maturing as architect (and possibly under the
influence of Riegl), Jandk'’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 it denotes an ongoing
departure from the material and from the nature of the material.
Barogue already builds pictorial space, and we will probably go
still further." (J81) In keeping with the various writings that
influenced his thinking, Janak 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 diminish his contribution to architectural thinking in

Bohemia at the beginning of this century.
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APPENDIX I.

READINGS RECORDED IN JANAK'’S JOURNAL, 1911-1914.

Entries have been arranged alphabetically by author, with the
number in parentheses corresponding to the page number on which
each entry appears in the Journal. Numerous misspellings as well
as incomplete or incorrect names and titles have been revised and
missing information supplied, based on the following sources: the
National Union Catalogue, the Catalogue général des 1livres
imprimés and the Gesamtverzeichnis des deutschprachigen
Schriftums.

Alberti, Leon Battista. Leon Battista Alberti: Zehn Bucher uber
die Baukunst. Wien: Heller & Co., 1912. (J97)

Allesch, Gustav Johanies von. Die Renaissance in Italien; die
Grundzige ihrer geistigen Entwicklung nach den Quellen
dargestellt und mit einfihrenden und erklarenden Essays versehen.
Weimar: Kiepheuer, 1912, (J97)

Almanach der Wiener Werkstatte. Wien: Bruder Rosenbaum, [1911].
(J104)

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 1la 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 Frangois. Manuel d‘’archéologie orientale;
Chaldée, Assyrie, Perse, Syrie, Judée, Phénicie, Carthage. Paris:
Maison Quantin, 1888. (J104)
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Bargagli-Petrucci, Fabbio. (J113) 1listed without title, but
probably his Pienza, Montalcino e la val d’Orcia Senese. Bergamo:
Istituto italiano d’arti grafiche, 1911 (Collezione Italia
Artistica, 63)

Die Bauformen. 1911,10. (J104) See Moderne Bauformen. Monatshefte
fur Architektur und Raumkunst.

Behrendt, Walter Curt. Die einheitliche Blockfront als
Raumelement im Stadtbau. Berlin: Cassirer, 1911. (J114)

Belcher, John. Principes de l’architecture. Paris: Laurens, 1912.
(J97)

Benedetti, Michele de. Palazzi e ville reali d’Italia. 2 vols.
Florence: Frateli Alinari, 1911-13. (J95)

Berchem, Max van and Josef Strygowski. Amida: Matériaux pour
l1’épigraphie et 1’histoire musulmanes du Diyar-behr, par Max van
Berchem; Beitrdge 2zur Kunstgeschichte des Mittelalters von
Nordmesopotamien, Hellas und Abendlande, von Josef Strygowski.
Heidelberg: Carl Winter 1910. (J104)

Berliner Museen; Berichte aus ehem. Preussischen Kunstsammlungen.
1907-1919. Title varies. Oct.1907-Nov.1918. Amtliche Berichte aus
den Koéniglichen Kunstsammlungen. Vols. 1-28 published as a
separately paged section "Amtliche Berichte aus den Koniglichen
Kunstsammlungen" in Jahrbuch der Preussischen Kunstsammlungen,
1880-1907. (J112)

Beutinger, Emil. Baustofflehre. Berlin: Degener,n.d. (J101)

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

Beyle, Marie-~Henri (Stendhal). Romische Spaziergange. Jena:
Diederichs, 1910. (J108)

Bissing, Friedrich Wilhelm von. Egyptische Skulpturen. [Probably
his Denkmaler agyptischer Skulptur.] 13 parts. Munchen:
Bruckmann, 1906-1914. (J98)
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Blackman, Alward Manley. The temple of Dendur. London: Quaritch,
1911. (J97)

Blatter fur Architektur und Kunsthandwerk XXV. vols. 23-25, 1910-
1912, Berlin; Verlag d. Blatter fur Architektur.

Boehn, M. von. Biedermeier. Deutschland 1815 bis 1847. Berlin:
Cassirer, 1911. (J103)

Borchsmann, Ernst. Die Baukunst wund religiose Kultur der
Chinesen. 2 vols. Berlin: Reimer, 1911. (J95)

Botticher, Carl. C.F. Schinkel und sein baukunstlerisches
Vermachtnis. Berlin : Ernst und Korn, 1857. (J119)

Boisserée, Sulpiz. Geschichte und Beschreibung des Doms von Kéln.
Munchen: Literarisch-artistische Anstalt, 1842. (J111)

Borchhardt, Ludwig. Kunstwerke aus dem Aegyptischen Museum 2zu
Kairo. Cairo: Diemer, 1908. (J107)

Brinckmann, Albert Erich. Deutsche Stadtbaukunst in der
Vergangenheit. Frankfurt: Keller, 1911. (J99)

Brinckmann, Albert Erich. Stadtbauliche Entwicklung von Prag.
[probably an article, unverified] (J103)

Brockhaus, Heinrich. Michelangelo und die Medici Kapelle.
Leipzig: Brockhaus, 1909. (J106)

Brutails, Jean Auguste. lLes vieilles églises de 1la Gironde.
Bordeaux: Feret et fils, 1912. (J96)

Bumpus, Thomas Francis. The Cathedrals of Central Italy. London:
Werner Laurie, 1911. (J94)

Burckhardt, Jakob. Die Zeit Konstantins des Grossen. 2nd ed.
Leipzig: Seeman, 1880. (J113)
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India. 2 vols. London: W. Griggs & Sons, 1897, 1910. (J95)

Cain, Georges. Promenades dans Paris. Paris: Flammarion, 1905.
(J112)

Caddau, L. Monographie de 1la Cathédrale de Tarbes. Paris:
Champion, 1911. (J95)

Cesariano, Cesare. (J110) See Vitruvius, Pollio.
Chapuy Beugnot. (J105) See Palladio, Andrea.

Consentius, Ernst. Alt Berlin, anno 1740. 2nd ed. Berlin,
Gebruder Pattel, 1911. (J104)

Dalcroze, Jacques. Der Rhythmus. (J103) See Jacques-Dalcroze,
Emile.

Dehio, Georg. Untersuchungen uber das gleichseitige Dreieck als
Norm goétischer Bauproportionen. Stuttgart: Cotta, 1894. (J108)

Delbruck, Richard. Hellenistische Bauten in Latium. Strassburg:
Trubner, 1907-1912. (J96)

Der Romerturm in Xoln. Tab.VII. See Die Kunstdenkmadler der
Rheinprovinz. (J107)

Deutsche Bauzeitung 1912. Berlin. Deutsche Gesellschaft fur
Bauwesen. 1-76, 1867-1942. (J105)

Deutsche Kunst und Dekoration (DKuD). Illustrierte Monatshefte
fur moderne Malerei, Plastik, Architektur, Wohnungskunst und
Kunstler. Darmstadt, 1-73, 1897-1934. (J115)
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zu Brussel 1910. Stuttgart: Hoffmann, 1910. (J101)
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Dorschfeldt, Richard. Der moderne Bauschreiner. Halle: W. Knapp,
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Gauquin, Paul. Noa-noa. Berlin: Cassirer, 1893. (J100)
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religiose Wirkung der Architektur. Basel: Spittler, 1911. (J98)
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the elements are concentrated
according to a single central
axis and they turn towards it

the elements are arranged along
an axis without an additional
relationship, because 1t [the
axis] goes past them

matter becomes more concentrated within an octon
than within a square, the corness of the \qquue  ane
feels - are less surely connected with the cote  they
could break off

"Deformation" as perceived by the eye (a purely visu il
principle) [exiata] already us u penctrating, but incon
gruouselement which assertsitself quiteindependently
from the formal style of capitals, etc For example, the
superimposition of cupolas, the inchuation of atties
and geometrical figures, the {geometiical] sphere of o
cupola is de-formed in the sphere of the eye  a non-
geometrical body

The optical correction already exists (,n the capitals)
in the essence of antiquity 1n Lases, cornices, consols,
architraves and archivolts
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fn Gothic architecture, the entite pinnacle systemn can
be explained by this Pinnacle architectures
always superimposed so that one can see it in
1its entire depth One could push them {the
elements] back This means that for the eye
they are shifted forward

ls this different with the helm
crested Baroque towers?

L A L I N AR AR Y

Das Kunstgewerte in Munchen Bruno Rauecker--
J G Cotta Stuttgart-Bethn NY

fn Nature, 1 1ts umtial formation, regular masses are
found in hurizontal surfaces All oblique breaks were
burn of secondary events through the application of
we.ght, normally from a dramatic intervention of force
i the stillness of matter breaking of layers, sinking,
undulation, voleanoes, washouts, alluvia, crystallisa-
tion [tisonly here that angles sre introduced, as a sign
of a secondary creative activity

J2
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On mood

A mood of sentimental colour in mod|ern] interiors
Blaillie] Scott

Putting the audience in the mood through the interior
of a theatre, its significance

What about the grotesque quality of pure colour in a
cabaret

Remarkable Gathered, ptled matter has been given
great significance for ages tumulic their place was
honoured by concentrating more mass in them =
whether in one's mind or in reality, something signifi-
cant took place there and therefore mote mass 1s
evident

a murror The first and unique
force 18 weightidentical
to mass; if 1t 13 present,
the conditions of forma-
tion are simple, falling,
setthing, simple forms
(formless) are generated
layers of matter Only
when, in addition to
weight, another force
becomes active, a dra-
matic thrust takes place
and then form begins
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The heightening of contrast goes so far that we prefer
to choose the more pronounced form of it we abandon
the more balanced form for the more effective one,
rhombus over square

29/1 1912

The dramatic quality in
a pyramudis contained in
the vertex, in the uni-
form convergence of
mass and of planes 1n a
singledirection,inrotat-
ing the cube, the dra-
matic s contained in the
fact of rotation The n-
tention and the act of
turning [the cube] to
achieve the greatest ef-
fect precedes here the
rays of visual perception

there is no difference here,
mignifies the gathered mass, so that it can
accentuate visibly for the eye the place, thesurface, the
same here,

The "force" of the "weight" does not affect it

it 18 pyramids, whatever they may signify,
envelop, terminate the mass on all sides

34

*Mw A"

pwesde ﬂl’lv)c 'V%‘
e fo ,H ‘?

wokn b,

5w pmdanye

fosii, prte nth .

/

The field of vision for the eye 13 4
crcle  Arclutecture must have o
hage of physical length, into the
circle of vision, one can place
tetragon, but the highest possilal

ity 15 o triangle, o pyrannd

Volume dU/l 1912

which triangle has the most sympathies, which taty
When we speak of ratio, we mean the ratio hetwecn the
base and the median height, nut the side Tl
charactenstic

If we msert trees into the space of a [town} squu
streets, ete | we are losing the mmitial spatiahity

Town square i N v
The amichutectural revica
No 176

a very ruce phot

6/1{sic, 1n effect 1I] 1u12

Two contrasting systems, cach having nuth
ing of the other

In this case, in each of them there s ac,
ordinate element of the othe
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the decorative element 1s based on confidence 1n the
tranquillity of the surface, in the feehing that nothing
happens to it, only then 1s it considered in itself,
without inteiference

in this system of plasticity of architecture the lower
horizontal members assume a role of clarifying guide-
lines in them the cye sees how the architecture grows,
they write the Line of growth

Here on the other hand the eye doesn't understand
because it lacks a guideline

A partial rotation of prismatic

members in the Baroque can

be explained also by the growth of the core of the mass,
its volume There has been such an increase 1n the di-
rection of A that the mass boils over The overall mass
1 10 effect a pyranud once again

1 this case we see two planes of the object, which were
Inrmerly only one; now we see more of the object Also
the space is more visible The space beyond exists be-
hind the planes in the direction of both ¢co-ordinates
and the direction of both 1s more visible

is il

A-chitecture 18 a visible, permanently active force
Whea something 1s mote visible, 1t 18 due to this force,
when something thould be made more visible, the force
© 8 tu be astivated
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Gothic architecture 18 closer to this principle in that it
originated in the taking, cutting away of mass; 1t grows
insuch a way that all excess mass is taken away except
for the essential sustaining arches, portals, buttresses,
itis known that, on the whole, the development of these
elements proceeds from the stronger to the weaker
ones At the same time, profiling and modeling takes
place above the envelope of tangzntial planes The
Renaissance, on the other hand, adds mass, constructs,
and the Baroque especially depends on the accentua-
tion, reinforcement, the increase of mass, fortifying
weaker mass so that 1t becomes stronger, it 1s a reverse
process from the Gothic

13/2 12 The basic system 1s formed by
gravity and water surface There
are two natural forces the perpen-
dicular system 1s a natural system,
the oblique direction of rain 1n the
wind, the obliqueness happens in
Nature through the influence of

another intervening force.

A modern articulation of the ground plan /facade 1s
only this

we have no confidence in the assumed profiling
there 1s a supply. . [illegible words}
we are for .. [illegible word]
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Architecture is not always concerned with the articu-
lation of weight, force and pressure, portals= the
entrance of Man, towers

20 II Joints in furniture, etc , are penetrations, as are
edges, they should be made visible

The square and the golden section have a geometrical
continuty

20/2

Van de Velde one could speak about 1/ "deformation”
because in his style the cubic state
18 transformed 1n a state of curves
and masses inclined towards each
other The "deformation" takes
place 1n the sense of the whole
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2/all the while Van de Velde not only secutes thie
balance, but he stiengthens 1t and mcoreanes 1L by
increasing the pressures and duectionsin their tenden
cles for example he adds toa tostrengthen it and adds
to b to keep the balance of the whole

"Deforms” figures ftom their geometiiral ongin into
shapes made out of a single rotating and changing 1od
(which, for wstance, might conmist of four secbions wo
that 1t forms a single coil)

3/ There 1s no break 1n his wuik, 1¢ no eio s
thete are fortified knee juints, 1 v anve ag un fatin,
mediating 1n this case

4/ He introduces into the cube and the t1 nal whel,

certain hnear references to thewr orgins Thee hasnath

ing to do with their three-dimensional g, but
everything with the genesis and continmty of hnes
This 18 where he, in view of vur pusition, v Hwking

this 13 one sided

He succeeds relatively best with, tables, chiwns, wal's
poorly with wardrobes and cuapboards in general

21 /2 Setting [elements] on edge 18 a new punaple,
which originated in the Gothic period and was un
known in Asia and the Mediterrancan tegron
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In Antiquity, 1t appears for instance in the Corinthian
capitals = made as a sculpture, a contrasting square
with outstretched corners 1s led out of a circle

Antique temples are situated outside the axis, they are
not clearly [legible] from up fiont, although the mass s
penetrated in this case by the columns placed in the
forefront, so that their depth s visible through per-
spective * The bame 15 true of Egypt, where the
disposition of temples was based toa large degree on the
perspective of the court interiors, columnar temples,
rows of sphinxes = that s, all was developedin relation
to the depth of the viewing axis By contrast, such
facades onginated as planar solutions in rocky walls

2711 lsn't certain "sharpness” characteristic for the
present

2111 Tre antique ptism 's matter with a beautiful
perimeter just for the eye, as soon as I start thinking
about it (* vo doubt matter} if  have given matter too
much, I take some away, I give direction to thought, to
God, to strength, or | only put 1t there where, iIn my
opinion, it 18 reaily needed
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29/11 1912

3/1I Part of the world view consists 1n what we
ourselves see 1n history and what we can use from it
The third plane i1s what we see now, most recently It
has become our world view The eye hus become
sensitivetoit, needsit and thatis why it will becreated

7 111 Primary building

surface of the earth’s crust

apart of the earth's crust 18 ifted and suspendedin the
air Shelter belongs to the crust, it 1s lifted out of 1t.
People dig into the Earth, they bury themselves in it

where primitive people didn't learn about prisms
directly from nature (quarry stone), where they cidn't
takedirect technical advice from Nature, there natural
building
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has a different look* The Eskimos But this is no longer
construction and building, but more the way roads are
made These are shelters that do not represent any
spatial recording of life

The antique temple and Antiquity 1n general are {rep
resented by] a prism hollowed out inside, the remaining
elements are only then characterized

14 III The vault One cannot overcome the mass of the
ceiling 1n a straight manner - matter cannot be
overcome that way Onecanhowever overcomeitinan
oblique way = and that is the vault The vault 1s
internally, constructively alive against the ceiling
which merely weighs uponit 1ts weight1schanginginto
pressure as with the upright walls

This is what art does to matter first it limitsit by its
will. "ratios", etc. Then it "deforms" the matter within
the limits of these ratios

Sculpture, 1n spite of its three dimensions, should be
abstracted into surface vision and appearance In the
same way, drama, which s always three-dimensionalin
life, 13 abstracted into the limited plane of the stage,
defined as a picture frame Then there s the same effort
as 1n visual art* to place
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every essential thing in an essentinl 1atjo sequentinlly
next to, orrather, behind each otherso that everythnng
would be visible Dramatic s that whion stands nut of
it all

What 1s the use of time, what 15 motion ' In ardnte
ture, time and motion aie recorded proportionatety to
the difficulty with which matter 19 avercome and how
much of it 1s subtracted Isn'tat perhaps also contiosned
i the height of buildings? Interesting

Abstraction has to do with irrationality aoaly to the
extent that 1t coines after the expetience nnd g hared
on it

27/111 1912
This surpasses, covers, extends uver,
that 18 without a relationsinp with the

lower |parts)

this comes frombelow ag w highicr degree

1/4 The dramatic quality consists alsn in that we
ourselves
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D Werkstltten, founded by Bertsch as [die] Werkst!it- 6 4 Action 18 1inscribed 1t
ten fur Wohnungsnichtung Karl Bertsch, then added

A Niemeyer and Rich Riemerschmied, Bertsch 1s now

the manager

8 4 Drapery s sotething very interesting and sugg o
tive Drapery fo us s something mote then ined
material spread out [before us] 1 soiething bapycon
with the material, 1if we move it, gather it it becons
drapery Drapery is matenial visually transformed by

2.4. movement, into which action has been imtegrated Th-
same amount, the samesurface of matettal v contained
tn the drapery, but what 13 visthle fot us are viny the
parts and folds which are essential (attention®’} .
which carry action Drapery repiesents the most
dy namic possibility of material, the degice to whieli the
material can be imbued with Life Diapery stems unly
from the latent possibility [of material] and 15 detes
mined by it,

1t respects the laws of andeven motc fantue e gt n

Ji4 115
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of the potential of both form and movement of the
maternal, mherent 1n the inanimate surface ~-------
We know now how to acknowledge and accept the
sutface as drapecd in contrast to our earher under-
standing of the surface as inammate

10 /4 1911 [sic,1212)

11 29 Artel baskets and
curtains

14/4 1912
Early Gothic and Romanesque furni-
ture 13 stmularly materiahstic, popular
furniture as well Likewise Van de Velde
cuts everything out of planks and so
that he maintains [the original form of]
them as to both scale and shape

18/4

27 4

It 1 natuial that, in one-siaed views, the deformation
18 one-sided

not
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Here best of all one could differentiate two possible so-
lutions objectivization and abstraction

would abstraction want this?
would objectivization want this

a mere 45 degree slanting 1s 1n itself decorative ,
introduced

5/5 When reading about the Renaissance, one often
finds the word "noble" Does this mean that if some-
thing 1s "en-nobled", it was first coaise?

21/5 In future architecture, as a natural outcome of
things - architectonic elements as special, separate
entities will disappear - there won't be, for instance, a
column or a cornice There was a tendency towaids
something hike this alieady in the first "modernstyle”=
which degraded members and their coaventtonal clas-
sification, disapproved of cornices, etc - went duectly
on top of them

When fabric 1s gathered, then i1ts movement carries
over in the direction perpendicular to the direction of
force The surface remains the same The whole mova-
ment 1s recorded 1n the folds

25 Only Naturahsm 1s afraid of {the use of] drapery
they paint bodies
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and drapery then covers them, dresses them from the actionis then manifested by optical phenomenas, wlndly

top With a nude, they don’t know what to do It's areapprehended and compiehended by the oye, 5o that

because they don't think Nature 1s alive they can be re-introduced mspirit. Wht the will gives
to Nature, what 18 accumulated init, belongs Lo hie,

Drapery, however, 15 as active as an arm or a leg=1t therefore it has a motional, temporal ehar v ter Tlasim

moves or 1s moved by the action of the body Nature can be mamifested only 1y one way  always aa

--------------------------------- - e a plastic manifestation, 1 e so that on the surface of
things, more 1s visthle than 1 Nature

25 5 Ananalogy todraperyisasculptureplaced poorly  ce-eeecoiionio oo - - -

on a base with which 1t does not form a whole 28 /5 sculpture abstracted

Sculpture1s matter that grows and its growth becomes ~ ----rvooemeooo C e o
an optical value Th: quabty of movement 1s trans-
formed into an optical quality 31 /%

Conversation with Gutfieund
26 5 1beg you. [illegible]

--------------------------------------------- It occurred to me that what we discussed zepresents
some common ponts with the same thing m the
26 5. Onthe contrary. Only when the architectonic ex- Baroque, when the Gothic 1n the 15th century wnd
pression appears as a clean decorative one, uncon- denly moves outside the established archntectun ol
nected with the old system of construction - only then plans, e g the bent noses of pillasteis or, much i the
18 1t a clean new expression snime way, the hanging stainctites of vaults, ur when 1t
--------------------------------------------- starts using naturahistic branches {Astwerk] inste o ot
265 ribs, perhaps because the branches by then b o !
This 1s a continuous closed cycle activity stems from growth (in the third dunension) are mare plistic
[the heart this is crossed out] Will to Nature, trans-
forms 1t by its action and this In contrast, 1t 18 also true that wclutectwie should
remain within the plan, that its activity should be
abstracted towards and into the plan, 48 soon asit goes
perpendicular to plan, as 8oon as 1t uses the teal thnpd
cimension and not the abstract one, then 1t 1 reality
and not architecture Here
J18 J19
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1t 18 no longer the idea, or separation from the 1dea or
thinking around the 1dea, but reahty

Inkeeping with this, there are two categories of attistic
activity (ate both artistic activity? not sure at this

point) one s

cuneretenesy

objectivity abstraction
three-dunensionality two-dimensionality
roundness relief

here all dumensians here all dimensions are "asIf"
really "are” so that we they hold different depths for
sce them and fuel thent the eye, greater than in reality

Growth, movement
the events themselves

the 1dea of movement,
1dea of events

16 Something about that interial unity means unity
of matet.ai, eontent and form which means perhaps
that the charactenstics of the work= 1 e matenal,
content and form come from thesame matter, therefore
{and thus 13 .mpoitant for the transition from the
decorative formtothe so calied constructive form, that
termis perpetuated in content (perhaps) and finallyin
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material So,form, content and material are not merely
some stages of matter

Salome with Gsovska [sic]

on account of Kvapil and his [games of] darkness and
light not only bad, but a question of character

In Literature and art a l» Wilde, the question of
character hes 1in the tasteful silence, this 1s always
pleasant and interesting-but never tragic, or profound
or fundamental

The performance of Gsovska 13 everywhere and in
every way pleasant and beautiful The entire thectre
likes 1t The gradation of nuances, of finesse, the
enrichment with the decorative Not that much differ-
ent from Kvapil Never a new thought, new feelings

3/6 New discoveries in or out of feeling come from the
field of abstraction, of invention, this 1s why they
possess the simplest dimensions of this sphere - they
are planar, linear and do not yet carry - cannot yet
carry anything,

J21
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they are carried because they are still emerging, they
cannot construct, because they are still being con-
structed On the contrary, construction of real things
conformstotheirimage- evenifthey become construc-
tive, it 18 nothing more than that material things are
added to them One could say perhaps that they never
become constructive

4 /6 What could one derive from thinking about this
that the Gothicis mainly interested in the nave system,
whereas Naturalitsm in the centralized one Isn't this
therelationship between the abstract relief matter and
the effort to make the final (form] concrete

6 /6 It 1s certain that art approaches things from the
outside, rather than from inside It 13 1imprinted into
them (relief), doesn't grow out of them It will be
primarily and above all a relief

7 6 Conceitved that hundles 1in furniture should grow
out of the wooden plane as if one with the matter?
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66 The sense of beauty 13 u proof, and wresult, of the
connection between people It i3 directly pait of the
human fabtic, not just o property of individuals Fven
some very ugly people sty and dre un for wmstance
about opera -the sendse of beauty penctiates and
springs from the human well thiough individual people
- they ate the conduits = the true teasons are fat il
deeply removed {from theni

66 If I say that the masgs of the prisin
has been pushed cut into the pyr
nmid thiough internal e xpansion o
because of the eye  n both w0
it happened 1in the same way,
through movement Whatf I said
thefollowing = theeyeseestheexpansion Thattheeye
18 a causal organ s evident the muass itself would not
boil over, 1t erupts under the hand commanded by the
eye

10 6 The unportance of drapery consist, in that «, »
can see how the movement i 1t flucta sbes wnd sy s
rates
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Roman draperies ate still characternized by the direc-
tion of the form as1s Antiquity, Baroque already works
across the form

17 G A visit to Ple®mik His opintons are always more
nationalistic and Slavonic

19 6 I amstarting to think that our architecture 1s not
so very Gothic, it will be somewhere mid-way between
Italy and the Notth That is why Gocar's house would
probably represent it [best]

19 6 Here 1t 1s a three-dimensional reahity

here 1t 18 being pulled into the two-dimensional plane,
which 1s curved

n fact

18 /6 re4/d ltoccurstomehowthecentralizedsystem
.esembles botanizal forms, e g stalks, flowers Here it
would be
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interesting to deal with the ratios and causes - between
the regular flower [1mage] and an asymetrical one, an
orchid, cr the papilionaceous ones which are, 1n effect,
reliefforms Also thedifference betweenan apple which
18 at least axial and regular and fruits with stones, such
as the apricot, which have a furrow on the side

21 G Impression is something like a negative imprint of
things, an mmprint n_the air, 1n perception For
instance, in a cornice , if we see and perceive instead of
the consoles their shadows, what they leave behind

216 A novella of Dubrovnik

Individual feelings follow in successton, taey are lay-
ered without being mutually aware [of each other's
existence] They are often unconnected, separate An
event suddenly breaks through them, welding them
together 1n such a way that feelings are constructed
and given a relationship to the whole thing An event
comes from the outside, from the outer world

An intuition from the mside, the inner world

An event penetrated the depths, 1t broke through the
layers and I saw through the opening how they ate
arranged nrelation toeach other, howstrong they are
and how, peaceful till then - they are now bleeding The
event was strong, 1t didn't just lie on the surface
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the way the others did, 1t probably had so much weight
1t that it broke through, weighed them down, hent
them, broke them, so muchsothat they fused, that they
hurt The entire spiritual iayering was afflicted

23 6 Let us consider that in Gothic arclutecture we
discover triangular squares [unage] among which one
could perhaps also find the classical type, more about
the visual cone below And not only that, but also

which provesthat, next to proportion, also their form”,
thatissomesort of atriangle,issomething constructive
inrelationtospace A certainanalogy withth: pyranud
-1n being both the core and the minimum of physical
dimension

Continued 17 7

37 Having traced a number of Egyptian, Greek,
Roman, etc plans (it will still be necessary to look
through them and sort thein out), but especially Itahan
Christian and Romanesque, I have found that basically
the triangular ratio returns There 13 almost no evi-
dence of the square as ratio, but there 1s of the square
as form Instead of a square ratio, it 1s the triangular
square which s the base and the constructive element
= a circumscribed equilateral tniangle

It would be possible to contemplate various
possibilities
[image]
1 Itistaken away from the genusof square, from which
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one side 1s subtracted, the square 14 they tolde o
itgelf 1t has the properties of asquare and the fanly
characteristics and it 18 less than s wgue

{of 1]

s the con

2 Perhaps this s related to the posabalitic s and the
optical quahties of the eye the atality to e an angle
and theside within that angle A triangud o pace st
only space which I can fully contain

{and here 14, so3t seem o the
beginming of the optical tequne
ment of obhqueness tht the eye
sees at an angle, inotw
tilted towards cachi cthory

1l i

and completely penetrate with my eyef, torinst v e,
I am onits edge It I amon the edge of u square, wht
lcantam ofit, 13 the torangular part (i tiangnlarsp e,
as far as the number of sides 18 conrerned, s the
mimimum) This triangular space, however, has
other characteristica Initssides ita depth equals the
width and the freedom of s base = tis, s 1 wvany
eye 1s concerned, the same everywhere  the width of
vision 18 equal to the depth of viaian

4 7 When we follow to what extent the toangle 1s o
basis of a building scheme, the relationslung Lo th
Egyptian pyrarmids must be of inlerost to us Othe
building types stiive in different positions el duec

tions towards a pyramud

Gothic cathedrals
Renaisssance centralized structures

J27
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1 Couldn't one say that T s the area of a circle

andin such a way that | see all sidesin their dimensions
(a,b,c) as equal 2 Tt1s asf I tiited the sides and the
edges towards my eye and as if the heights b,c were
given such dimensions asstems from the real size of b,c,
and from their position towards the eye b aid ¢ are
derived fromac
3 If a structure has a skeleton * T, 1t means that the
eye executes 1n the perception of the image the same
distance a,b,c that it needs to cover the distance, and
the same time and effort to understand it One could
say that the same goes for the square, this 1sn't so but
su far I do not know why Perhaps because the square
Jnesn’t have the roundness whereas here the eye
circalates around the structure The square has no
Munace, wnereas T 1s both the base and the pinnacle
¢acned One cau. always build additional things atop
. square bt not atop a T T s the scheme of a
tenmraasted structure, a closed composition, S 18, toa
Jdegree, upen and unfinished, 1t might be necessary to
compiete it with a trangle on top and again replicet
withaT
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The square can always be replaced

by a T and the latter contains the

characteristics of the former But

one cannot replace T with an S
inscribed into 1t, because the latteris already different,
not identical

T 1sconnected to rotation more than any other [form),
more than the § Isn't the eye used to move ulong the
outhne here, that 1s horizontally and accustomed to
moving at a 60 degree [angle] If so, then the perfection
of A hesin that the eye, having run the horizontal line
ints entire length, reaches within the same time {time
in A') a different constructive point (¢) Thisis likea
3/4 time [in music]

Perception, that 1s the understanding of the process
seems L0 me to consist not just in that the eye can
merely see the planes and absorbthem through a plane,
but that 1t measures them out and this can happen
("touching",no') by determimingthecoordinates of the
planes The base and the height are always important
here - two sectional elements One unde-stands again
through means a notch lower than that which 1s
measured = we measure the plane in sections We
always look with our eyes beyond the movements We
see through the movements of the eye and we form an
image probably in such a way that we measure the
internal movements of the eye inside the visual organ-
1sm It s as
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when t.he physical values are measured by instruments
on the basis of changes that these values effect on the
internal organism

If this s not valid, then pethaps one could assume that
things are arranged in such a way that they are
understood as triangles - which 1s the same as with
circles "jinsert from p 31, bottom| according to the
{following] definition to takearchitectureintothe cone
of vizion 1n such a way, that all of the base aud all of
the height, that 1s, two characteristics of a plane are
coniained within it {end of insert], because one can
ins:nibe a circle with a triangle On the circumference
of a circle in which the visual cone intersects the plane
of the object, 1s a/ the same intensity of vision, b/the
rame speed of perception

On the other hand, the dramatic quality of conic or
pyramidal parts and planes that stand out stems from
the fact that that we see the fore edge n/more intensely
(or with a different intensity in general) than its sides
and b/ earlier than its sides The view of a sphere s for
this reason highly shippery and uncertain

"Proportions" 1s a concept and a charactenstic that
stems out of all this Froportions and 1n proportion i3
something that can be measured with a perceptual
organ - the eye

In thia sense, the triangle as compared with the square
has weight because 1t 1s related
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to the nature of architecture through the very tnuny
mming and binding of gravity, of gatheted natter 1 he
squate, on the other hand, 19 a neatral, iannnate
figure, indifferent tm the sense of ditection, 1t s
ornament and an ornamental form,

the substantial orgameation of matter

4 /7 Yesterday and today, I worked on detetnnmng
triangulation  Pullidio was very helpful (B lica
Vicenza, Rotunda) and so was Vasar (Uffizt} hie two
inparticular are theonstsand Hound that then wating
18 truly more theoretical = that i, has aore subst an
tial structure to it

Ialao went, with hated breath, tohave alook at Prague,
tu see how she would fare She came out well, patticn

larly the purtal ot the Tyn Chuich, the Viadistav Hall,
the Waldsteln Loggia and the Kinsky Palwe Sofarl
haven't had timie to see more I also tried to st abhsh
to what extent the theoretical gains corresponded v

the empinical practice and [ found that if the eye
regards something as not quite might and funm (tugha,
lower) - then the fault isalways with canstiuction The
LandMuseum and the Mumapal museum vven mon
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To think about whether this cut-
ting across and casting of forms
across the layersof the building has
anything to do with abstraction

6 7 [cont'd] Surely it has something to do with the
munnerof construction Also theinterestin perspective
in the early Renaissance 1s related in some way

G/7 Asan aid to triangulation one can follow architec-
ture, when 1t 18 extended 1n a plan, ground plan, 1s
realized above all in the sumplest geometrical forms
plan and ground plan belong in the tealm of architec-
ture, therefore 1t [the architecture] 18 realized and
perpetuated in its simplest geometrical forms, this
could be rationalized 1n such a way that it concerns a
different ratio and a different position vis a vis the eye,
which has more difficulty perceiving here and that 1s
why it needs the simplest forms But mature architec-
ture always attempts to [create} sty'istic relationships
inaground plan thereisno difference here, here planar
ideas are perpendicular, here all of a sudden they are
t.lted intc the ground plan

Withthislatest activity in which architecturen a plan
tehaves as architecture in an elevation, I assume that
architecture wn e'evation must deliberately keep to
ciear geometrical forms
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a geometrical structure, which otherwise would not be
there

Real ground plans of the Greek period have the same
ordering spirit in the elevation in the ground plan,
there are rectangles of courtyards and halls, in the
elevation rectangles of walls ordered freely and inde-
pendently behind and above each other (best exempli-
fied where a slope 158 involved, Acropolis)

The same with Palladro, where the ornament of the
elevation and section 1s of the same style even tn the
ground plan Egyptian temples, by the way, have their
own architectural style mainly and above all in the
ground plan

Baroque cloisters

Escoral

the star-shaped ground plans of churches, chapels-
theseonecannot derive fromtheelevation, fromabove,
and this demonstrates that there is interest here to
think 1dentically but separately in the plane of the
ground plan

7 7 The bases of all architectonic forms are geometrical
forms for the column, dome, pillaster, plinth, nave,
etc Why 18 this? And further why, if thereis a certain
causahty involved, would 1t cease to exist in the
disposition of architecture in the elevation

J33



7 R dobe Db fud pabeni
Lpmg n D Aty § maesTe v
VY

Hetcarimi y & Mmoo Pre er thy Am
- [T N TRY N TSP RY S
hacalie  wWhan? L. o @ ames
WATY wwnw Aedabu Kl daur 4y
VIS S SR oV Wt
M‘.ﬂ“dl"a—.‘f. oA
,.1...., iede by ¢ Gestek
T heenele A mdin A
Mo a4 alorme mu merita
oy wese A A s
e km o st rdadosewn R fo o e

ﬁ_«_iif’::’[ sriese povied  ad memasa

AL pbonsa_
,;-mi wesdirnleyd

ny#ry o i
Ztlon ma v the et pur T
| stliofrne s o s drnds Prmne
coeatbon, ook

At e
P

oot o
[
(0 weakrial

~t o ke

P ]

{prtrrds  madoralopusss

TH TR o S S

-‘-L, ve7x nable a

t e freany Rk
st padoarid b, St md-lp-'d.

97 The system of our tires s probably different
than the sysiem of Antiquity and Naturalism This
system forms and encloses things which are round,
grown, stalk-like, plant-hke such as columns, capitals,
it crystallizes, whenever the matter 13 formed, i a
natural way, in three tangible dimensions, in which
there s no difference between the way we see them and
the way we can measure them through touch, they do,
after all, resemble beams, etr, albeit beautifully
shaped

In this system the causes and laws of the form stem as
if from the mass itself * The new system 15 more of a
relief system The matter does not change and its
material nas noinfluence on the formation, because the
formation comes now ‘ron, the outside, from tlecisions
of feeling and 1s communicated through optically, the
matter undergoes deformation, the surface changes
(without becoming a new gurface, i1t retains the old
surface of the material), the Juality of the material s
lost

Ifon oneside, thereis thisart of relief, then on the other
side there 18 Nature, Naturahsm, flora, technology

* That 1s why "material” and its properties play such
an important role in the jormation [of objects] The
plant quality of Naturalism has a morally natural
character
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and jso do] machines These two {plants and maclnnes)
m particular
expansion and organization of natural forces, then
growth and development Machines ate a cettaimn form
of nature made intelhigent and are given the awarenes:
of the force which was reluased

are o form of expanded Nature, ap

Stresced hiere in particulat are the optical Tiws

the roundness of matter

A further civision between Nature,
and spinit s necessary”

not to ‘ransform matter into a symbohe column,
according to soine idea o1 mage of carrying sutne ot ol
[responsibility] of ennobling matter, or tu express its
force®, but to leave matter be, to draw and to impress
one's thought mto 1t

s continualion

1t will all be unobjective!
The Natuialist system denctes overcoming Natuse in
1Its own sense, but within its hinits and quabity

the reliefl system [denotes] enrichment, animation

When we thus reflect about 1 tn

angular content, we can ¢ nclude
what architecture woull hike s
[1mage] realize but the technology
only allows it te, ernbir ace bits goal’
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returns toit, attempts to realize it in degrees, in arches
which represent the difficulty and the overcoming of
difficulties

wall vault
peace courage

Schinkel in the monograph on p 13 has

some very bad architecture, hke an

elephant’s trunk, with windin;, unap-

prehensible space (1 e invisible for the

eye) and umperceptible One has to
temember to look at contemporary German temples,
etc , national monunwents, which are also bad, for the
sane reasons They captivate and surprise us by their
exaggerated dimensions (verticality), but not by their
clarity and the sense of a »hole (unity) Must remem-
tersome analogies - caves, chasms - which hornify and
surprise us, but which wedo not seefromoneend, which
ate not zoncentrated whole

7 Sheuil we take inte consideration that in
tl 'asystemthesame angles are repeated
eve.ywhere” That s that the structure
15 ¢ vor and homogeneous Continued

107 * to the previous page The division between us
and Natureas oy ths we ard everything that we do
belongs to Nature «n general, when we observe others
and are curselves ohse.ved, but what separates us from
Naiture) ;s that we alo.e seet,
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As subjects, we are part of Nature and we differ from
it orly by being able to see 1t

11 7 Even painting falls often victim to the system of
corporeality [in two ways| 1t portrays truly plastically
concerved things (Picasso) and 1t 1sn’t optical enough

117 1 eprnncipal of transition of amatenal planeinto
an edge and a point, disappearance into the edge and
the point In naturalistic architecture, the material
planes are stmply cut off

12 7 According to this, one could even dare to specu-
late that the triangle represents a certain peaceful
equilibrium of contents and a limit on which architec-
ture differentiates the essential A preliminary judge-
ment T should always bee fully contained in architec-
ture -- if 1t 19 not (as 1s the case with Schinkel), the
architecture looses - as evident from this - 1its equilib-
rium

If we contemplate a tower, a centralized structure and
a longitudinal one, etc without this, there 1s nothing
with which we could compare and himit their special
nature, if, however, we confront them with T, then
their character and type of equilibrium are suddenly
ascertainable
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14 7 If we say= ratio, does this necessanly contain
(perhaps?) a certain degree of something (absolute? as
with "density”, "temperature"?) and if so, a certain
permanent ratio pethaps?

17 7 Wecan think about the Baroque as thercappear-
ance of a triangular space Michelangelo’s Capitol
(Durm 187), also Scala Regia, St Peter'ssquare where
on the whole one finds triangles and that in opposite
positions

Small town examples the Little Square in Prague, the
Jihlava square
Squares that conform to visual perception are a higher
type of square.

Couldn't one derive some significance from the fact
that the Greek tympanum and 1ts low shape were 1n
Rome and in the late Renaissance (Palladio) corrected
and transformed 1nto a hexagonal shape?

18 7 Based on Palladio’s works, San Giorgio [Mag-
giore] in V[enice] - one needs to notice the importance
of the contrasting line They used to think that

J38
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extendig the archittave and the entabdatone b o
purpose, namely to ink and connect the biniding e
When, however, we must assign even to taditional
forms a certamn psychological value, e b wagnaoon
must have a meaming that 11 sunutanvousy paycho

logical and plastic as areta effe to, arngins and canaey

Therefore the simultaneous penetiation of *wo vl
umes and objects, and perhiaps the purposcis to creats
a nuxture of bath, the more complex and more pro
found content The same means 15 mvolved u, the
placing of aperture architecture and particul aly i
lowenng and cutting across the mamn design Thiough
both means we can a hieve n the plane two ur moge
plans - - - Different eizes of columns and orders 1 Lhs
Antiquity or artistic creation? Rather the latter?

S Marnan Cangrnanoin Genoa represents soething
similar, but aitferently again If a corporeal centrol
structure once used tu be an ideal, 1t has growninto
gathering of members the dome, hittle enpolas [image]
and camprmily, all centrahized  an attempt ty express
the central plan .n 4 plane 1n such a way that all
members of the cont=al plan are pulled up nd placed
into a relationship with ti, » facade It Cungnano this
effort s beautifully expressed The gionnd plin s
rigorously central and its rhythm, tht s the spatial
sequence and the mutual relavionsh'p are concerved
even in the facude

campanile httle cupnlabig cupolabittle cup nacampa
nile
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The word concerved and 1ts meaning 15 an important
terin hiere, we mustn't use the word evident since this
does

not concern reahty, but a transter
and an ideational relationship

By comparison, St Peter in from the back part 1s a
corporeal central reality, whereas here 1t 1s a facade,
frontahity The front facade of St Peter’s 1s already
better

Palladio was 1n the beginning concerned with some-
thing sinilar to § Giorgio [Maggiore}

177 Whenever anexternaland overall abstractionwas
wvolved, architecture was always placed in a grand
axial solution, into planar views Itisafact that planar
perceplion 1s easier, carlier, even higher than spatial
perception Forexample,it wouldotherwise be peculiar
that the pyramids lying 1in unbound positions huve
kilotuetres of axial ronds leading to them from the Nile,
therefore they should be visible only as a flat triangle
L he same {goes] for the temples pylon columns, por-
ticos, rows of sphinxes are on the whole an effort to
[ reate! a plane

Antiquity iacked axial solutions = n the forums and
theold bui'ding sy siem of towns, they reappeared only
m the {Rerwan] Baroque thermae, imperial villas;
arier, archatecture was a'ways exposed corporeally
and to corporeal views The same [is true] of the
Renussonce Palaces stand in the streets, in diagonal
siews, without axtal views, the Italian cities are without
vastes Vistas and new sclutions
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are found againn the Baroque the perceivable square,
the vistas, perceivable goals

the central 1dea 18 that of beauty, of ordered beauty -
but I would suddenly like to contatn 1t in the plan
19 7 Incorrectly, Berlage attempts to give architec-
ture a trianguizr network, that would be finally pos-
sible only in hisarchitecture,otherwise asfarasone can
see,1t1s more a question of onefigure, or sometimes one
composed from a subseries of figures

His architecture does not really have this at all, it 1s
truly a network of multiples, so that 1t lacks a single
great structure The same 15 true of Wagner

There 1s o evidence here of attempting to seize
everything with one movement

The Antique temple neither has nor 1s represented by
afacade, 1t 18 a reality, afrontal cut (section) through
the temple, nothing more happens in 1t than what
normally happensin construction, there 18 no conclen-
sation, no transpositiorn into a plane, only reality 1n1ts
place

how handsome, how advanced are, by the way, the
gables and the gable-ness of Bohemian towns

J41




After the flu

28/6 It seems that in our case it will not be a question
of movement, because in order to set something in
motion, one has to have a form which exists, but wedo
not have forms at our disposal in the same way as the
Baroque did, in Gothic,Ido not know so far how totalk
about movement, the Barogue set tn motion not only
the plasticity of form, but also the compositional
figures, 1 e new relations 1n the same plane But this
still took place in the plane

30.7. From our point of view, the so called invention
[ingegno?]1s more advanced in the Baroque period than
in Gothic, that 13 1f we always refer to learning from
both If we think, for instance, that the exterior of a
Gothic cathedral is always somehow created by con-
struction and this process has a considerable influence
on 1t For example, 1t imbues the members with the
tectonic significance jambs, transom, tierceron, rib,
etc , are beautifully expressed One could simplify by
saying that individually they come in a linear and
vertical succession in the whole of the structure, in
layers, or in an order, without being in summary and
on the whole just marginally active elements

J42

gt L A & o & Matom,
! Trei j-‘*,‘“‘" ‘: 4,; PO
Avf"":'::‘& o e

1l I o2 e et
 pabbers bmkd ] - ol dnm g
bw!ﬁ.-./ gabes “m
poee/ e "‘““'_ P
oke gip Seonlsl, Aioer 5““K.r
‘Lp Bartls g Dosre  fraddb’  pare
puninte rdabas a 'D‘)«o )

o e i e e i el frgen,
Rerwe ettt Fovom R
ahy rhanst ben Pl Al relels
poele] Pulil s 2 Plac i e
fdy oragams Pl Dby 3 rer bt

hony o) R -‘4’4&w«f-— ”
s ;'7-,..,,‘:.’,.‘41, oo mibaaome
Tk seis” iy st o el o

O I - T o (o Lo )"h)/

A
2! g wybrdn ol

‘g 4 wlhey semeyil

1 winlies ke % ao®

2o ) o pebses Lbaen v ¢
Iy tay logr mrigs edionen (

the facade of the Gothic cathedral s most advanced in
this respect Primitive and yet decotative means {th
Royal Gallery) are used i the composition, means
which again have a tectonic ongin (tiiforium) The
Gallery for instance does not act through the weight of
its significance as a factor related to others The
individual clements of the facade are divided and
distnibuted through the fucade without forning o
geometrical figure By contrast, the Baroquesacrifices
everything to build the 1dea of the facade (not the
facade) The facade s bhind, windowless, 1t 15 1incotine

quential to the interior The elements here altvady
have a psychological effect on the whole The enseinbile
already has an appearance, not only propubions (so
highly valued in the Gothic), an expression, that v un
overall intention

3 8 It is obvious how 1n our tines there exists sinul-
taneously astronginterest in the hard hneanty and an
uncertain groping for curves (the Germans, villus) The
solution lies between the two

* more beautiful than a castle teally bunlt 18 4 castlein
the wind More beautiful than a tower one can touch,
an tmpossible one, so conceived that it cannot bLe
constructed, that it would not stand

J43




diag) wpadare oo A,..- .-
ok 4orred e >’ T fraw wrr s o

PRy O Rt

podrade ® praghoag

)
it s
LA R

O
“t Ay r‘vv‘lr’

- [ ps
J T A I Y P v
sdi we loved

‘r

feas 1 bavm

Mo, b Ko
(et e ppuny
goe R emsig
T A
Npe Tap
R R R IR T
T N AP Py )
,. reo noakertt o mrek
o iy aideds s
4 7;‘, L S N N
D il G

wv wllns, pude .
¢ Air e e m,,.;lw-iw« Conwbrnian

7 8 To what extent s 1t correct that the Renaissance
repeats proportions (dmgonal) n mass in the same way
as in opemings Is 1t the same for perception, if once it
appears in o full and once in an empty [space)

gathered 1ito each other

no longer an active course
causal images

not just a mere mechanzation

From the tnp 17/8/12

It 1s important that the
rays, which are directed towards the principal points of
the figure are reflected at the same angles and that in
the same planes the sections of the same unit corre-
spond to them :n the multiple of enly 1, 1/2, that 1s1n
the ratic of 1 2

Ore could say that individual sections of architecture
are .l the same angles reiated to the same centre This
system, wnich contains .n it the the division by three
of the right ang'e consists of the simplest combination
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of ratios 1 2, 1+2 =3, three is  [unfinished sentence]

20 Architecture aims in the end and above all 1n its
clearer periods to achieve simple {[geometrical] figures.
However, | would like to say that the opposite 18 true
as well.

San Marco - don't forget that the spatial composition
there 18 made very simple for the eye

it *s composed of arches in two directions in which each
one represents one and a different direction of space

J45



g },ﬂ,. Oiledis  ap obmes”
- 77-,":7 -

Kroabrede we -

s psrle e o e

rva

PUREY )

o

v ! .
s PR R

Mw‘ I ars A oyt - vv::l:_v
g n v by VX s Jresla, £
Y O R R Tit nl e f

L7

AT gl

-
.

’ pemrenr

; oo " ke,
e b
( «“L e 41‘1“/

i e 4L,
oo 2 v

Ml&z"“/" Rl anad

20/8 If Palladio suddenly turned away from [unage] to
more

complex internal structures which 1n turn engendered
amore con plex outline, wecan say that the outhine was
one of the causes

Healso wants the columns to replace matter andits life
Bas [ihica] Palladiana [Vicenza] Theremaimingsurface
18 covered with or rather transformed again into relief
In effect the entire surface of his structure(s) 1s a single
rehief

218, The Gothic had a prominently protruding(?)
formal potential* it transformed everything and intro-
duced 1ts elements everywhere (yes!), e g. the stairs,
base, etc. in Venice they have this profile

it 12 a material edge
[was able] to form everythingin an objective way, but
not to give it style

23/8 On the subject of the new proportions of
Palladio's equipoise 1t seemsin general asif it were the
task of architecture, if it carries something, to achieve
the 1.npression that 1t 1s carried in the lightest possible
way
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Palladio in his Basilica and other projects teinfogces
this situation his buildings appear tuo cairy raore
weight than what 1s really involved, so that he could
prove even more fotcefully how ensily he can bearat
with his system

There are two kinds of architecture - bearing und non
bearing

Perhaps one could consider also how much s archuter
ture charactenized by proportional geometnical igures

how with every style comes a certain 1atio or
tendency towards certun ratios
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In San Zenno [Zeno?, Verona] the question of the re-
lationalip between reahity and painting arises Behind
the architectonic altars, entire walls are covered with
frescos, sometimeseven architecture Onecould discuss
what 1s better or just look at the relationships

architecture constructs certain figures as knowledge
pinnacles, tympanums Should architecture work 1n a
painterly way or in the reality of objects?

Thisissomehow the process of making art with the wall
We never like mass 1n these tasks and if we look at an
altar, we would like to see everything in depth and so
that 1t contains 1deas

26 8 The limitation of proportions by triangulation 1s
particularly evident in those cases where the object
stands i a single visual cone and can be contained
without movement of the eye and in one swoop Then
the profile of the visual cone 13 a circle and a [T}
inscribed within 1t To perceive a tower, one has to
move the eye

11, Paitadio’s palaces there s a will to progress, theres
progress Isn't this dangerous”
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20/8
building could be perceived from the outside, because
a building1s always in a different relationship towards
the interior and the exterior, fimite in the former case,
infintte 1n the latter Or could that which I ive in be
turnedinside out? This occurs to mein the striking case
of Ravenna

It 1s impossible that that which 1s inside the

After the trip

9/9 In general, one can say that buildings can have
(according totheir purpose and sense) 2 directions. one
perpendicular to our forehead, the other parallel with
it Architecture hasto take both into account and has
totransform both And hereitisgovernedinbothcases
by the following optical demand 1n the first case, 1t
tiltsinto the picture plane, ag if wesaw the straight line
of this direction from below, so that the corresponding
forms a perpendicularline, 1 e the architecture grows
upwards 1n a perpendicular axis

image of direction!
projection of direction!

The second direction. we see 1t as is and even if it is
physically horizontal, there is no need to transform
1t{?), this1s why architecture in this direction doesn’t
change anything Abstraction 1s needed only in the
first case, not the second, which completely agrees
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with real architectural practice

139 Preciousness in relief and that which makes 1t
different from reality 1s thatif Iook at1t, 1t18 asif made
for my eyes There 1s no other relationship than that of
my eyes

13 9 Trnangulation is also justified

in such a way, that the eye has commonly to do with
three elements 2 supports or hmits and 1 load or
termunation. Certainly the eye does not run along the
entire length of these elements, but rather 1t touches
their centres - 1t 18 more of a diagonal, which 1n effect
18 1nvolved in the process of forrming a triangle

20.9

Investment of money and ideas into furniture and
houses 18 a positive phenomenon, 1t signifies the
strength of the era, a blossoming of spirit, which can
already afford 1t, this tendencv 1s sufficiently strong
and 1s aimed against colonial conditions, against im-
port

359

249

One could say that “space” oniginates as areflection of
matter, areflection of "1ays", certantays, hecause only
afteritis constituted as a work {of art) out of the whole
infimite space {cosmos), only then "space” is extincted
out of cosmos For us, for the eye, space exists when it
15 crossed by a tay from our eye and the more the eye
approaches the space in the direction of the {visual]
rays, the clearer the spaces For example, we do not
see space {from B, 1t does not exist fur us

4 X A onesided (bound) view 15 a generic condition of
reliefl Relief exasts only m relation to our eye

Higher degrees of real things, statues, coluinns alwayy
appear where in or out of them and on themn a relief
begins

Relief 18 a reduction of reality for the eye, whereas
reality has yet to be tiansposed into telief

Reliefstands midway between reality == matterand the

eye, In relief the two meet and contront each other by
their activity and inflex,nhity

11 X Ornament 1s the best of ufe prinaple




13/ X The profile nature of the basilica1s evidentn that
in the early Roman bastlicas the space 1itself 1s not
related to the wall of the apse, neither directly ("tec-
tonically”) nor spatially On the other end, 1t 1s only
terminated by the wall, here we are talking about the
proportions of the length and width But how farisat
from [the idea of] hall space

Is this a space-forming element? Perhaps because [in
this way| we contiact the plane and the space most
completely

If spatiality lies also in the accent of the plans because
1 characterize them as different through different
elements, thenin thecase of the basilica 1t 18 something
similar, but realized

Bewauze the elements e in different planes, they turn
88 7 L' Jal contrasts into plans
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20 X It s quite certain that in basilicas both rows of
columns create three [different] spaces, but they exist
because of the central nave = because only by creating
a certain depth before the peripheral wall, can they
create the space of the central nave, 1 e they reflect the
space of the central nave The aisles are not therefore
more than a sculpted image of the side walls

they are o 'y columns, which have separated from the
wall, or their original position and have been pushed
inside b= because the space had to be widened

The transition from A to B demonstrates best the
nature and manner of eilarging space B is definitely
alarger space (physically) = (surprising'), artistically,
physically the whole space 13 greater from any point,
artistically only as seen from the central axis

In this {reahzation],
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the Romanesque crypt 1s something altogether differ-
ent The image of the ceiling 1s not 1mportant

Toimagine space 1n architecture, we have two starting
points the plan and the elevation We see an umage of
the ceiling and the wall and we compose both into
glamr sp'\ceformmg figures which form an_image

why axial vxews are the primary views in architecture

Or, for instance, the road leading (in a Baroque
disposition) to a castle (manor?) If this 1s to be
[perceived as a | whole, it 13 necessary that the figures
be pictonially related, so that i1n their plamimetric
reductions they again represent astructure (bulldmg),
or that their equilibrium be complemented and ma.n-
tained through additional elements

J54

26 X Itisremarkable that old Christian bawihicos have
a completely antique structure The individual spuces
are 1n effect by Lheir form prismatic volumes and also
structure To have them superimposed orthogonally in
such a way that their axes are perpendiculas to each
other, 1s 1n fact an old principle of Antiquity One
cannot avoird companison with the Gothic how Gutlie
spaces are formed and ordered or whether they are The
promunent thing about old Chnistian basficus s that
the individual spaces are fimished (self-contmned)
wholes in themselves (not artistically, but physically)

27 X It 18 possible (9/9) to explain also the arches as
long as they are used as a forim, as an abstraction of
depth they are the depths tited (rotated) into the
picture plane The niche 15 the best representation in
this sense

opening side elevation section through the
opening

3XI I am of the opinton that on the whole (1n the
special case of furmiture), roughly 3 stages are in-
volved
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1 the movement of mass along the planes the mass
ghides behind visual planes (1 e the so called realhty
principle)

2 thereductionof massinto profiles, e g perpendicular
to e another

3 the substitution of mass by the linear representation
(system) of what we know

9 XI 1912

Taste 1s not enough It cannot run the course of the
world, sometunes we would be tasteless when crying
Art s a non-partisan state

9 X] Overcomung matter with technology signifies an
effort to ceal more quuckly with it Isn’t dominating
matter an adimssien that we consider a pursuit of
motter to be a higher pursiut?

Allerts, i the handling of their materinls, havecertain
aspects w. 'ca ate quite utihitar;an, serving a practical
surpose - ee techaiques, illustrations of [illegible
werd! Jeases, or in natura, sclences, journalism, sclen-
tific casts
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9 XI

It 18 erroneous to consider constructive or "typically
period” taste to be the style of the 19th and 20th
centuries, as if machines were [to be] a source of style
let us remember that machines always existed to a
certain degree (astronomy, construction, 18th century
factories), that artists even treated them n their work
without the course of art having been transformed by
them

21 X1

Concluasive for the 'pro-relief’ decision is also the
natural fact creation occurs between man and the
object Mann thisis guided in a single direction = by
his eyes which can only lookin one direction and by his
hands which are extended and acting, tactile eyes 1n
thesame way that the eyes seethehands Thethingcan
grow 1n thisonedirection because 1t 1s nourished by the
moisture from the eyes and
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the sun of the feelings, whereas nothing comes from the
other directions

22 XI 1912

I would hike to say that in effect the orthogonal system
of construction 18 a system of two plans/profiles which
are also mutually perpena ~ular the ground plan and
the elevation Inthis respect, Antiquity 1s clear What
18 important here 13 that the associated profiles must
complement eachother, that each must haveadifferent
and spectal value and that these then combine into a
whole That s tosay thatif we wanttorepresent aniche
in plan, then the elevation must not be a circle again,
but a rectangle so that the two [qualities] 1¢ the
curving and the vertical extension are contained in
both Forexample, without the plan of the niche, based
entirely on the elevation, I cannot understand the
diagram of the niche longitudinal where something
cuts in I cannot clearly perceive it spatially, without
the profile orientation

26.X1. The extent to which architecture 13 pictonal,
how it aspires to and is reduced to a plane 1s evident in
the tendency towards superimposition
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Fach pait 15 pushed up and above the other Thus
therefore 1a something completely different than the
settal hnear ordering of placing each part belind the
other, which 18 merely corporeality

anps, perspective representation of roads, slairs are
also elements {leading) towards abstraction So s the
"meture” of a city where the cathedral grows above the
houses It s always all the more completef we first sce
the facades of the houses, then the 1oofs and finally the
eathedral

here il 15 superimposed hete it 18 hinear

26 XI Symmetry occurs only in those objects which
represent a relationship to the plane, 1t stems from
them, it 18 born there

The facade must not be understood as an outer
extension of the interior but as erecting the content in
a[vertical] superimposition Thegrowthianot iomthe
wside out, but somehow from below to above't

Which 15 best demonstrated by the Baroque (sce

*)
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Greek [architecture| on the other hand 18 more of a
section through the building We are not concerned
here with the artistic cut through the object, but with
tracing of that which 1s behind

But this "below to above" [direction] 1s not yet in any
way gravity but 1t seems hike this in the longitudinal
[scheme]lcanleave the content of the building the way
it really 18, but I will erect the idea of 1its content
everywhere and 1n front

in the centralized plan, it seems that the building and
its content are erected to signify the execution, the ter-

In the longitudinal {scheme], the rows of profiles are
videred one behind the other Perhaps this means
sommething indicating the movement of walking

With the basilica, the real is horizontal and the
Jmagnaiy 18 contwined i the vertical

Out of the fuct that the human eye finds itself in the
strect at a g ven height stems the observation that, n
*he street 1, perspective we see the rather
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planar side walls, whereas we see the base in tight ab-
breviation and so the figure (representation) doesn't
have the foundation which would underly 1t all It s
therefore understandable that progressive architec-
ture uses a raised base (foundation) which 18 more
premunently reahized as an image = where this was not
possible, a preference was given to deepeming the base
(the Trev: fountain, the Spanish steps, other Roman
fountains, etc ) just so that pictorally [the elements]
would be superimposed with sufficient clarity into the
18 also on the

overall composition
ground'

When another (usually planar) object A appearson the
top, it represents [the act of]
because this 1s a form of framing Dealing with the
surroundings also means situating in space

1 XII

It 18 peculiar and questionable that both Gothic and
Baroque architecture reach, 1n erecting their facades,
thesame [conclusion] that the window and the window
architecture for instance are erected in a plane The
plane = the foundation (base) of the facade 18 1n this
case the busis of abstraction and a proof that the

windows

J61

Architecture

situating in_space,
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have {their own} architecture {It follows} that it 15 not
merely about breaking open the wall, that the wall here
doesn’t have a merely constructive sigmificance If that
were the case, then the windows would not be architec-
ture, but only openirngs However a certain idea of
architecture is raised here instead Pisa Cathedral

Contrary to what Ricg! says, 1t 1s certain that between
the centralized {plan] and the longitudinal plan are st1ll
further differences which are generic The centralized
plan shows things as they are (in centralized space it 1s
evident on the [exterior] skin or in a concentric object
this already exists!) whereas in the case of the longitu-
dinal plan = the Egyptian temple, or the Baroque or
Gothice facade, 1t 18 different outside than inside Thus
comes first

1 The principle of the centralized {plan] s that there
1snodifference between the content and its perception,
there are not even two entities, only one The center1s
organized insuch a way that you can see 1t in the same
way {rom everywhere

2 In the longitudinal plan there 1s a difference This
already stems from the fact that we cannot contain its
entire reality In the front view, for instance , we see
only the plane, a two-dimensional form, while on the
other hand the diagonal views do not indicate the
ratios

5 XII It seems that the centre is not a space in man's
imagination Let us think about the possibilities (rela-
tionships) of man to centre either he s outside of the
central axis and then
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there 1s no link Letween man amd the centie),
because the visual 1ays merely cross the contral aoun

s

and the axis goes past him, or he s on the cential axis
and therefore 1dentifies with it an such a way that (
because he s surtounded by 1t), e doean’t see it once
again because the visual 1ays have a centre 1dentical
with the central axis Bul merging with it or just
identifying withat could only be donein ivertical view
upwards - that way, secing would contam all rotation,
all centrality Spacein this case s not the spare of our
imagination, but the space of reahity, a broader teahity
of man

In the case of the basilica and the fongitudinal {plan],
the relationship 18 as follows

The visual {(and imaginary) r1y< are patallel here with
the sense and manner of apace, they follow the same
path, 1e of the same character and they can be
perceived because of therr position Furthermnre, the
abstract picture 13 aituated as o culmination of the
content
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of the horizontal against the visual rays and as their
substitute

* 5 XI to add to 27 XI

“Kiecting the content" 13 of course something different
than "growth" Thia does not happen just through the
masunry construction of one above the other (as 1t
exists e g in the late Renaissance in Venice= Palazzo
Pessaro [sic] but through a certain construction in
spirit and this doesn't nave to be just layering, but
penetration of ideas sequentially one after the other (3t
reminds me of the Baroque which contains more than
the possible reality - overlapping and again transpar-
ency

castlesin the air which are built without foundations,
without support, without gravity

Something very importart in a,chitecture - the out-
line, and let us see what it .s e g the column and its
capital  for me, the sculpture 13 transposed 1n the
systemof ght and shadow (a)-herel cannot really sce
1v, enless I eoverit with profiles that would in turn give
or.entation to the ey¢ ahereas there it 1s tilted in 1ts
true sice 1nto the picture plane as an cuthine and there
thepiasticity s revenled to measaline In thisposition
the hght no fonger exists {or me as a communicative
mediam In both positions it s communicated through
d fferent means ard vboth positions are connected by
rotatren Plastically speasing' therefore, the column
represetly & poss.bie meaas of communication
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in order for me to discover one thing (the capital), two
methods, two phenomena are combined

More important 1s how the same thing ,1 e asculpture
in 2 different positions means something different tous,
or rather something communicated differently The
direction of light 1s some kind of a coactive circum-
stance, depending on its relationship to my eye

Riegl and Sch. 1arsow proceed from the assertion that
perception 18 bated cn [the sense of] sight and touch
From their pont of view, these are complementary
organs, according to Schmarsow, touch in particular
(walking around the pyramid) 1s important I think,
however, that the act of creationitself1s 1 /internal and
2/1t1s realized 1n the wor’d of the eye and of sight and
3/ 1t 18 executed througn the force, the achievements
of touch To summarize, both the eye and touch are
merely the executive organs which by their nature
engender a special organization of the work [of art] 1
would add that both the eye and touch have entirely
different roles and powers

19 XII 1912

It barely comesinto consideration that we can discover
art through touch Perhapsitis possible without sight,
blindly, to appreciate the art of a goblet Beauty and
the appearance of the goblet in general are probably
connected with spatial comparison This we could
perhaps achieve in a small object because, by training
the faculty of imagination,
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we could produce an image from the tactile contact
However, how would this work 1/with whole big things
exceeding our dimension and reach and 2/ 1n things ex-
tremely fine, exceeding the capacities of touch Here
touch would not suffice In the same way, painting is
also beyond the reach of touch

In general does not it enter into consideration that
beauty and the form of things are so much one with the
essence of things that they requize an integral percep-
tion? Shouldn't the spatial value of thinga be compared
with the values and in the values of the surrounding
spaces and other volumes?

Finally, sight and touch do not share the same direction
in execution Discovering things by sight happens
passively the eye 18 exposed to the rays reflected by
objects, whereas touch 1s an active relationship be-
tween the perceiver and objects Receiving rays 1s an
ongoing process, it 18 a broader and more general state
of things, it 18 durable Receiving sensonial umpulses
through touch 1s dependent on the subject and his wil!

The cosmos 1s filled with rays among other things, 1t 13
flooded by their existence Touch 18 a specific act,
should 1t become universal, it will transforinitself again
into a radiating, visual state

J66
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Itiscertain that the different constitution of tondch snd
sight leads to different standpoints and different ac
tivities

union of visual elements umon of Lactile elements

hand movements

Here we understund the relationship
here the fack of st

Here we understand the appearance
here the gtate

Here we understand the 1dea of [things)
here the reality

Here the one-sidedness
here the youndness

For touch the following are typical pottery-making
and 1ts movements, where what 1s being cieated 18
whole, indepen-dent and self-contained The vesses
has handles where it relates to man, [this 18] the only
fixed thing about it

Of all things in our hands and [madd] for our hands, the
smalleronesbelong inthe world of rounduessorreality,
which we can ascertain, which we can apprehend

All things outside of us, greater than us, the ones
around which we cannot turn, the ones that have the
upper hand over us
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towards. which we can only assume one position, arein
the world of sight

Buildings consist of both {realms] the columns inside
u cathedral, facades

the plane corresponds to the
union of sight
the round matter corresponds
to the union of touch

The world of imagination has planar possibihties and
planar dimensions This 13 why the reality of things 1s
subordinated to i1ts laws and requirements

The longitudinal scheme corresponds tosight, thecen-
tralized one to touch Hasn't the central space ongi-
nated from the rotating human movement, this human
movement hus been as decisive here asthe maintenance
and 1ealization of the planar imagination in the longi-
tudinal plan

Isthere adifferen.c petween a pot and acommon centre
n column and a tower

trange when o tower exisis as part of the longitudi-
na!l plar,1e facade-type builldings, 1t has a principle
of rounaness eve.a actually round towers as in Rav-
erna

J6s
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Applied arts, glasses, tables, walking sticks are round,
but canes and sceptres are no longer so and neither are
standards and banners

Spatial requirements are different 1n both systems. In
the longitudinal plan, I want to see the space and the
means that I calculate and read from the plan, in the
centrahzed plan, I should be able to feel the space by
touch

therefore not erystals They areinthe world of Nature,
of reality, they are principally contractions, out of the
core

19 XII to add to 17 X1I

1t 18 certainly interesting when a column 18 visually
substituted by an appropriate pilaster Or when, in the
simplest imagination of a peasant, a dilettant, all that
will be left [of the column] 18 an outhne on the wall.

20 X1I

Finally the standpoints of the eye and touch are dif-
ferentiated especially by the following

that 1/ in the case of the eye, I remain stationary in
place (as a viewer) and I receive and formulate an
image [of things] 2/1n the case of touch [ move around
the object, I want to be convinced of my discovery
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21 XII. For the 1dea of superimposing the facade San
Marco in Venmce

This facade I have never understood until now, because
I'waslooking for reasons based on structurallogic Now,
however, it 1s evident that the facade 1s a certain
paraphrase (not by 1ts contents') of what 1s behind 1t,
1. atransposition of the rea) content behind into the
planen such a way that each part 1s superimposed not
on, but above the other This above signifies perhaps
the sequence of things for the imagination, not the fact
that the higher one should be based and rest on the
lower * How 1s this related to the fact that as the
confirmation of Antiquity, 1n the floors of columns,
there was first the Doric, then the lonic, then the
Corinthian order The awareness of gravity, or the lack
of1it, orrather also the narrative, all thatis richness Or
when the Renaissance put the heaviest floor on top
Then 1t 1s also important that each form (e g small
columns, spires) be finished and merely placed, that
they (the forms] do not support anything, that they be
without function Especially in case of smallcolumnsin
the portals where the system s directly anti-construc-
tive because the pane!l on which the groupings stand
cannot even be sufficiently linked Coherent with this
arrangement 1s the special origin of these architectural
parts 1t was the richness of material and form which
was intended to be shown and applied here

J70

There1s an analogy [between the ideaof the fucade]and
the overture not itended as giving the content, hut
as reduction {to the essential] (@ still further sunphis
cation into a single plan) Also the angels on the top of
pinnacles and crosses, further reflecta the dispusition of
freacos, reliefs, etc ,inmde Where could one coine with
the requirement, that each thing would have an echo
and consequences (for instance a statue which 1w a
termination of something) all the way down to the hase
and plinth Also the cupolas and bulbs of the Lanterns
superimposed above one another, all of which repre
sent an independent repetition

The facade definitely dors not convey the content But
it says  "a lot of archfitecture]” (1 ¢ cupolas, inside)

This hinting upon the content of the church i ats

facade exists 1n all styles E g the facades of Pisa, the
centralized Baroque facades

Also Sansovino's Logetta [sic] 18 something sumlar
The high Attic, epic with reliefs, 13 sumething unusual

J71
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Also 1n the courtyard of the Doge's palace, Raphael's
facade of della Spada,[??] grotesques, incrustations
21 XII How different i1t 13 when a single ratio 1s used
across the whole facade this means a return to reality,
materialisation This 1s Antiquity, this 1s the Empire
style, (the Baroque 1s something different and yet*),
this 1s Werthaim

* Palladio really fell a certzin pressure to materialize
i he wanted to justify everything as weight The
greatest realism [is found)] 1n classical forms

Since the pillastets are built all the way to the ground
and wind~ wa and nichesfly between them, the Baroque
facades attain the two most extreme contrasts - reality
and impossibihity - in the same cbject [building]

21 XI1

The horizontals converge at one centre This would
mean & simphfication of the image and perhaps this
would be good But what happens when Baroque
architecture suddenly artific:ally changes the conver-
gence, adjusts 1t or even abolishes it Whatever the
1eason, 1t 18 certan that this introduces other centra’
points, other lines .0 the representation than what
wouldreally be, that the Baroque wants themn certamn
olaces, where they wouid not otherwise be Thisisone
of the most emphalic reasons for the assertion that
arcmitecture wantetoincorporate a planar representa-
tien
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24/X11

It seemns to me that the close dependence of architec-
ture on plan stems from the nature of architectural
proportions

perhapsin thisway proportions as well as thearea and
structure of the composition are most simply possible
in theirunifying entity, the plane (Attention, perhaps
this could be space in a more general way )

In general, thiscould really happen inspace, but it does
not allow for the poss bility of undertaking a contrast-
ing standpoint to that (of the eye), from whicht [the
space] could be visible and perceptible without
changes The eye has to see space in an abbreviated
form from which the plane 1sn’t obvious or in which it
cannot achieve the intended balance

It 1s remarkable to see how 1n the Italiar. Gothic style
the sense for onesidedness 1s visible even in centrally
[planned) buildings How, for instance, the pillaris felt
as iIf composed of sides, not as an axis, that 18 one feels
1ts surface where this 18 happening, not the content
Sienain the chapel of the Palazgo communale, possibly
also 1n India?

This and the constant framing of pillars, or even the
transformation of piliasters in the facade into a frame
This last statement lacks logic in accordance with our
thinking - for the frame 1s by its nature planar, but it
1s not an element of the plane
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If v-e say here, that the pillar 1s eliminated, 1t 1s not
whole, because simultaneously something positive
takes place

Groult, Mare, Sue, Jaulmes, [illegible] Majorelle, Gail-
lard, Bigot, Dufresne, Selmersheim, Tollot, Duchamp
Villon

1913

11.1 It is interesting that even in the different func-
tions and standpoints between eye and touch there 18
a mutual correction and influence between the two. So
the image which originates in the eye's retina is
reversed and yet touch and the matenality of bodies
taught us and convinced us that the reahity 18 reversed
vis-a-vis our image [of 1t}

22 II The high relief of Baroque architecture The
facade front (of a castle), originally in a single plan, is
deepened, or strong, plastic wings in relief grow out of
it

This no longer has a body!

On the whole, 5 layers of depth This could be best
compared with the plans of a Renaissance palace
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Remarkable how the house has 2 different faces, that
18 from each side the same thing has a different face
The plan of the Versamille park even abandons all
beautiful, absolute figures and instead consists of
relationships, vistas, Trianon, a small detail of the
whole, apprehended as a whole, but has its |own)
ordered

universe

The ground plan of the Belvedere nothing but astrong
central axis, one next to the other, no other type

Direct axes are on the whole becoming stunted

2311
Bays, also, are spaceforming elements
Symmetry 15 not derived from Mun, the disposition [of

his parts] and their arrangement That would have to
be visible in all works [of art]
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And yet it appears onlyin certainepochs, certain works

16 Il The human face1s arelief Expand this One has
to take into consideration the fact that [direct] conse-
quences for art cannot be deduced from this But in
itself thisidea might act as an example of creation The
head 1s a sphere, containing 1n its interior (briefly said)
functioning organs and yet their hmits are onesidedly
summarized on the surface of thesphere What can one
derive from how arms and legs are ordered, from the
way they move and how they are distributed [what 1s
their disposition] in the likeness of man

1611}

By proclaiming sequent:ality in the disposition of
things and forms in the work of art, its constitution 1s
pethiaps getting close to music, which also develops
forms and i1deas in sequence

13 IV Contained here 1s the whole difference between
the central and the longitudinal plan, how differently
1tis an terstood and expressed around the corners? and
cuateite, the duality of things ard space

J76
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San Pietro in Montorio
Sansouci (engraving in
Dohme-Gurhtt
here arch longitudinal,
of the facade type

Here the architecture

18 round, the space which the space which belongs
belongs to it, surrounds it to 1t 18 before it

The most perfect, most beautiful ornament of the cen-
tralized planis for instance the church of Les Invalides
in Paris Gurlitt-Dohme

377



1"
"9""‘"“‘ e ;e ,.“, :
v op A sy il /‘-““m“
1R e wa a-'gwm
A pardrad [ Ak libry L] mssss @ wtrar
plosir & S1nd K bArve PR Krekn-
.?.‘3.../ taps , i dih Prddac ,
porlan ol 730 b, [tuy.L
ekl 1T, pogess i gy gvyead
# eupeoyiolihisn ,ab p Lo
Masory ont formon e losgrForen { poloots g
Aukbiy [ Ry 16 apn)) prowieling
L i T AT T V-V
Lo 2N 72 2y S r< Pt VJ"'7:’, .
‘l«n’} dohs ware | ol e im
J RV s de o
M polling « 7‘, Ards v ,
. vy A /l«;‘vl z-“
M e B ,94««1««.‘,;7
4-4-/-«-..-, «nu/rn ,ﬁn"7
® o mqm ra ,'7%‘51«1 o ok
»» M
X e ,a«
R

’

E
-
» W
X

|
|
|

-

The plan of Versailles Dolime- Guilitt

1 The area of the plan and its forni does not mean
anything [in itself], all depends on what we can see 1n
it and through it Let us look at how what 19.1n1t, the
many views and (visual) spaces have nothing todo with
the plan area, how the space 1sonly then being created
The plan area itself 1s flat, we wouldn't seet, but if we
erect perpendicular targets within it in order to see it,
we see its extent [t 18 urregular, but filled with
regularity (individual views), so that it makes [the
space] look most regular It 1s orgamized above all
according to a strong main axis Everything within it
18 transformed into spaces It has no body, we cannot
see 1t, but what exists aic vigual directions and these
1 can sce

2 Directions and spaces intersect, the arca 18 a0
thoroughly exploited that one achieves more by em-
ploying the 1deal, artificial spaces than what ils real
space contains and can achieve

3 The importance of these directional views s obvious
from how

J78 379
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the peripheral parts, which are not subject to garden
architecture are left in a natural state and alleys are
created instead The creation, therefore, does not take
placein a horizontal plane at all, but rather in vertical
views

4 In the area Jof the plan?), independent spaces with
their own world (Trianon) are created, this last ex-
ample developed purely on a visual, optical, artificial
basis

5 Here something else happens to the basin If in the
Renaissance it was

now it 13 transformed into

that 13 a transformation 1in the principal directions of
{two) views The Orient {Arabia) also already knows
basins, vistas Isn’t this perhaps a remainder of the
central scheme, or rather a crossing of twospaces From
the square before the city side remain only 3 directions
views
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What 1s then the difference between the Renaissance
wluch inserts into its ceilings paintings done in the
same way as if they were intended to hang on a wall,
and the Baroque which continues the space of the
observer onto the ceiling Perspectives

274

If we compare the Renaissance to the Baroque and
observe the journey of the latter and our own, we see
thatit denotes an ongoing departure from the material
and from the nature of the material The Baroque
already builds pictorial space, and we will probably go
still further

Wagner represents the ultimate 1n formlessness, a
moment of sobriety after the attack of the Secession on
[architectural] orders "Movement" which was wanted
by the Secession

27.4. Now we doubt the impenetrability of matter, Did
past epochs look inside matter?

In the present works [of art], spirit and matter will be
adjacent, spirit will penetrate matter.
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10/5

T» what extent are the window openings in the facade
about pulling somethingin something else intoreality

20.VII

Perhaps this sounds strange but I could invent a table,
or another body, formed 1n such a way that its volumes
would be substituted by others, half-rotated against
each other, antipodal but connected only by the
structure, around which they would be spiritually
orgamized

4 9.13 There is no need for the pillar and the column
(in effect there 18 no more column) to look like this

J8z
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when 1t coula look hke this

6 X When considering a church with a tower and a
nave, I am tending towards the conclusion that, in
accordance with today's feeling, the two will not be
[built] on an axis, they will not be axial If we want to
create axiality now, 1t does not happen by the means
of geometrical axiahity The tower will be to the side

6 X But at the same time1t will not be painterly inany
way and also not growing on a diagonal Pethaps St
Nicholas 1s something similar The cupola and the
tower which together form the whole of the church
stand next to one another like tius

J83




but a transition
between the two

It can't be hike this not like
1t's overlapping this either

6 X 1 am now also very interested 1n [the possibility]
that the buillding could be some sort of a {mutually}
penetrating composition of volume mass and outhnes,
into which it had been separated earher

6 X What Ihave to know about all things [involved]in
architecture s that thisis the way I want to have them
and why Until now it has been difficult to say that
about allthose things and parts traditionally accepted

8 X Other certainties
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10 X And again this [principle would apply] in doing
the church 1f I were making a tower, maybe I would
make 1t hke this

and anyway that would be the end (the fall) of all
symmetry

When there is an opening, I think, form has the
following relation to it. The two are together, posi-
tioned next to each other, but not on the same axis
From this 1t 18 clear how we would do (if we did do it
at allllt) perimeter

it would be something like this The portal maybe like
that

207.14 A = maximum mass The modern form in
general 1s transformed

J8s
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nto a bearer of will, 1t 1s not something independent and the two facades
It is where I want it, in the way I want it, 1t 18 o rehief

of my will Hence its onesidedness, 1ts uniformity

29/7 14

18 14 Arecent fact There will be forms developingn

(earhier knowledge)
architecture toexpresscertain functions without being

Formerly there wasacolumn, atableleg, etc,nowI wish
however that these be entirely my
expression It must be entirely
visible that their length, and their
axes are {formed] by my will cou-
trary to their [original] cylindrical,
prismatic form It 18 | who made
them out of prisms These prisms
were already independent, they are
independent here, but i1t 18 [ who
made them

31 7 Today, [ was able to work out something that had
remained unsolved for a long time Namely how should
a cornice look when 1t wraps around the building, and
in general how should two facades meet in a corner

Jge

bound by the ratio or measures of these functions For
instance, concerning a house with a portal, the poital
will not be limited by the height of the entrance, an
opening and 1ts place But I can make it big vis-a-vis
the rest of the house, where it will be necessary | know
at the same time that this idea might not even Lie about
portals, that they might not be the tusk of

architecture, but it can serve as an example
Hence a definition the mensures and ratios of
architectural plastic forms do not have to correspond
and be identified with the ratios and measures of
functional data

The Baroque was interested 1n something sumlar
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mnats portals 1n Prague, nexttothe
Korpskommando, also in Vienna,
where the form of the portal goes
across the functional form of the
window without attempting to be
architectonically umified wathat, as
was the case eatlier

128 14

Already i January-February, when I was working on
the plans for the wvilla in Ljubljana , 1 was very
preoccupied with the question of the unity of the plan
and the buildingin general I made the planreally quite
wiified, but it didn't stem from my doubts about how
it sheuld tealty be Today I amn quite certain that the
same plat should look rather hike this

cr *ra.zoo Dalready considered then){like this)

Remnaranble Plans hike these existed already But to

what extent have they aiready followed this path?
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Also the hall gave me a lot of trouble Orginally I tried
to shape 1t like this

1n a diagram

thiswassomething already thatisacentralspace,sur-
rounded by a gallery which s 1n our opinion expressed
by pulling, placing the two things, one next to the
other That 18 if earlier, 1n the Renaissance and
Antiquity, this space was expressed hike this

the columns here are interesting, wiere do they come
from?

then today the same space 18 expressed in this way

this can already be found in Palladio'!t! Especially
important 1s the fact that space thus created s accept-
able, that 1t corresponds esthetically to our needs, that
1s that we no longer feel the necessity for the middle
{columns]

In reality | went further with the hall in Ljubljana. It

was an awfully hard work and I did it more out of
intuition, but | see it well now

1t 13 somehow a transformed space of what used to be
a basilica, everything next to each other

J89
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In effect I am already more advanced in this respect
What 1s given by the spirit for architecture to be born
18 so different from the spirit of matter itself and of its
function, that this creative spirit can not only demand
the deformation of natural material volumes (as em-
phasaized earhier), but directly their separation, distur -
bance of their natural structure. I thought many times
about making a table in such a way that its legs would
be somehow beside it, next to the place where they
should have been At the same time [it would be made]
in such a way that the whole would be adequately
stable, which leaves a broad margin Furthermore, |
would like to conceive a table, the legs of which,
contrary to the natural scheme, would not be equal

the Jeg i1s placed next to

390

- e b lh phamss Zpe rrote wps
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25 /9 Re Pallacdhionthe courty wwds the anplication of
afree-standing columnn front of the wall . g spatial
form

Spatial cemplexity, nichness, back of cohetance heween
the columns and what s 1n between (behind) them on
the wall - these things are opposite to each other (in
terins of height), so that there s o greater depth

Projection of windows in 1elation to the side

often we find a nakedness of window opemngs 1/ where
1t 1s not apprapriate, [Palladio] doesn't furce hnmself to
make a form out of them

2/ he hkes to let them penetrate as a reality anung
forms

aliking for rovnd, cyhndnic d architectonic parts next
to the stiaight ones
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Sample pages from Janak’s address book, Journal 1911-1914
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APPENDIX IIX.

BIOGRAPHY OF PAVEL JANAK

Pavel Jandk 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 cherished 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 Janak 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, he quickly became an influential

presence in Pragque 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 architect in the private
studio of Wagner’s former student, Jan KXotéra, where he
collaborated with another Czech architect interested in Cubism,
Josef God&ar. While his formal studies at the Czech Technical
University were not completed until after the end of World War I,
he briefly became a contractual architect for the city of Prague,
all the while pursuing his other multiple interests. These
included his involvement with the Club of the Friends of 0ld
Prague, documented by numerous contributions to the Club’s
Bulletin; his articles and later, his editorial involvement in
Styl, the architecture and applied art forum of the Society of
Plastic Artists Médnes; his seminal role in the founding of the
Group of Plastic Artists whose members seceded from the more
traditional Manes in order to pursue the teachings of Cubism; his
subsequent editorial 1leadership of the Group’s new Jjournal,

Um&lecky Mé&si¢nik (Art Monthly); and his involvement in design,

be it of exhibitions, applied objects for ARTEL, residential
buildings, public projects, etc. Following Janadk’s return from
service at the Balkan front and after the departure of Jandk’s
friend and mentor, JoZe Ple&nik, from the position he occupied in
the Prague Schocl of Decorative Arts, Jandk became a professor of
the School in 1921 and continued to teach there until 1942. 1In
1925, he was awarded the order of the Chevalier de la Légion

d’Honneur for the exhibition of the work of the School of
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Decorative Arts at the Jorld Exhibition in Paris. Continuing to
walk in Ple&nik’s footsteps, in 1936 Janak accepted the position
of the Architect of the Prague Castle, a position held by Pleénik
from 1921-1937. His projects from the inter-war period include
the Prague building of Riunione Adriatica di Sicurta; the Zkoda
Works Administration Building, also in Prague; an airport in
Marienbad: the reconstruction and extension of the Cernin Palace
in Prague; the Juli& Hotel; and his own residence at the
experimental Baba Estate, also in Prague. After World War I1, he
was primarily involved with a series of important
reconstructions: that of the Hvé&zda Palace; of the Ball Game
House and later, of the Theresian Wing of the Prague Castle; and
of the Belvedere Palace in the Castle district. Widely
influential in Czech architecture of the first half of the 20th

century, Pavel Janak died in Prague on August 1, 1956.
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