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ruce Dunmng & Pieter Versteegh

»[A productions investigations architectures

Le Cube Idéal 1988

Titled architecture. 1990

Cité-Jonction, Geneva, Switzerland 1990

arché mnimé chimeére, Neuchatel, Switzerland 1991

New archaeological museum, Neuchatel, Switzerland 1986-1996

8.0386.19" (a gateway for Venice) 1990

TRN Office Building, Sittard. The Netherlands 1991

Rénovations archéologiques, Biel, Switzerland 1990

1 1991

Samarcand revitalisation, Samarcand, [/zbekistar

Photographer:

Alain Julliard
Nicolas Vaucher
Mare van Appelghem
Georg Rehsteiner

*ltalics mean PIA projects.




Titled Architecture

sl as Lhe
: i . representation 10 subsist @
does nol allow lor repr ek

||-. o |-|||,‘=._'| J“I! A E|I1i|| 1I|Ii!'|1 ; ||]I'|-.|- I= KL

i whoal™ “reality”'. 1t contains both non-
1= Lhere a 1Nk i '

onaliny i |||Ir||1|r|||.|| ['.lrrl-i|11r-||||u||,|||If~

intent o, g S . 1 : [ e
i o the antecedent(?} 1dea and the ulterior(?) object;
U L ! L gE . - L

Jso necessanly dillerent Trom hoth |':|”i""|"III part

= 1 " vy 11 TR
{ architectural events, i reality |

. RPN Chis rrehitecture 1= Mol -.|||Ij||:.]1r'li L0 .-||F|--|- -.lll_ﬂlq.

R = distinet dea. It cannot be “understood 211 can but: be

nhion-. W
1< the space ol mmlention”.

e

c1 includes a site-drawing, a -'||-||-|II_'-|I|.I‘.1 and
1 -detail. A conerete rn-.:ii.-'.uliun ol i ’|I_'}|!"» er'r'l'i-n'
rvey-drawing ol a previousiy built cardboard object’,
ckine intention’. acts as its only “rule,
it ||"---.r-:|'.:'§ n simulates the existence ol a umque link between

iriarn |i|._| il { il iillull I"mlill'.. W | then. 1s “-||F'|:Jil'=l'|.! Lo create

. ™ T
R B -

“natural link between the observe and mtended meaning,

) |Irl c -.:|"|IF'.I'\--"I: CON T 'Iil e ;_ mn |II':|' .I ::::Ill-""i|||l|'_ |l||' Iiilll"l'l'l“{l

T

between the intention and the --i.'i"'| wavs exisls, as lll" F'”“Ih]llu

of misinterpretation’ inhabits its structure. The violent exclusion ol

) . [ : Fe
other meanines than the supposedly (and necessarily arbitrary)

intended ones limits the value of the architectural objeet (Cintention™

%= |I||'-|l_

'.'.|".:IEH::.!| A |||I"- lure, Lhe rl'all'l'~1'|||.1‘.:|:|| || ~|-|||'|'I Tl 1|tl'

leil = |]|__| .j._r‘:|'.,l.i||-_l-_ ,f|||||il'|=_ et | -'.Jllllrli.-"r'“- ||"II' ﬁllli“ 1F|Pi1'|'|
the only and u

ol ™

Limate architectural I'|'.I||:1.. | he ||||~=i|;1ifi|'.. lor

these media to become both an architectural reality and a part ol

the act ol lll'.f!||i||g 1= thereflore destroved.
5 .

=

That 1. a contextual situation of an inhinite amount ol f”"wllru'w
tntended and non-intended meaninos

3. “The ldéal Cube™ 1938,

C . : : .
5 . [ |'| H | =Ilr'..--f-.--'i!'.l".'-III: M= nao |II1'Ir'I|HIl||] N I"k|lr'r'“ i

flivis= il q'u-l|||||' Ll- ||||--i||i|'LI:"-:|:
It 15 seen as a precreative move in the seiquence ol architectural
makine.

architectural intention (althoush i

In this project, however. it (or. rather. its moulding) 1= also the

e drawinges,

\ithoueh misinterpretation only exists thanks (o Lhe repression of
r|r-r|'1]]h-|:|1ir|r|_ .

closest built reality suseested by (h
T :

Left:Model . “Le Cube Idéal”,
1988, Photo by Nicolas

Vaucher Gp];:&-,u'u:: Concrete
drawing, “Titled architecture £,
1990, Photo by Alain Julliard .




Titled architecture

("ité-Jonetion
«< pational exhibition

i “arche mnime chimere
ko |

qition design and the

d architecture, the Cité-Jonction comp .
onal exhibition

!ITHjl'll !ur 'Ihr' _"'“ni-- nall

» minime chimere
theme of the architectural =|||]--r'l a5 an
[hev raise questions about the status ol a

nmenl on l!l-'
termediary reality.

drawing. model and “real building,
remaining <ubordinated 1o 1

Llllul.il !h+-|r l|IJ1|':|er'.II_"u. 1|!]!'il‘

(= bunlt

:IHI;’\ foy =lale ar hiln lure '.1.|'|||-~

biect as the only meanineful entity or

|1|]|'- . . -
| he | |':I"_|1|1'I| L1 |n|n[--'1|1inl1 ||rnJ.=:-|; lor an ||r|+.!r| intervenlion

built oul ol Irarments il JmiLlJr]l' |--.|r|]|m;|rf|

Lk i1- i ||.J-h:l] d= ~H!'|'I.

on=i=l= ol an |l|lj-'|l
models. As a result, the exisling buildines and
and the viewer was forced 1o become

surroundings were

anrecoenizable in the model,
aware of the lact that the prnfnn-.ﬂ for the intervention isell.
however well detailed and «tudied. can not be seen as a
representation of an eventual Tuture buili object. In order Lo
reinforce this idea, large—=ize photographs o the same model are
included in the entry. Amazingly. the jury awarded lirsi prize to the

project: its insertion will be built in 1992 ®

Titled architecture, 1990,
Above: Site drawing.Center:
Housing plan. Below:
Construction detail . Opposite:
Moulding Photo by Alain
Julliard . :

p-1&: Model of house,

'.f té-Jonction”™  Geneva.
2witzerland, 1990 Photo by
..'rfr:r.r: van Appelghem. p.19:
South extertor view “arché
maimé chimére”  Neuchdtel .
Switzerland 1991 . Photo by
Alain Julliard -
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arché mnime chimere

i'.!r.urr .'_""w.';.";'-,ln Falq | .l'.l.r'n'.l, -..’i'|'.r|'|'|'|'.||'-'-._

”,lr',l”"""""-' 1'...l.l,l"_|'.|!rr'r;-.,_l' riew. “mnime

Py Py,

p.22-23: Northeast view, “urché
mnime r'|'|'.lj'.."1'i'f".l"r’"_ 1'|.r'|'.rr'|ﬂr-:.'."r'|"-
Switzerland, 1997

Photos by Alain fulliard,

I« it possible to expose architecture as such? Ty expose it

. . uw [ : TEL T “S
realisation on a -to-1 seale, that is to S I‘EE[“}'., Zenuip 3
really there. appropriable, penetrable, accessible, shelter
!Wh','.!i”._, ~_in the name of architecture. Can it be dg

want it to be done? Wise?

ely IiuilL
rlgi

nez |y, .

Ixhibitions threaten the integrity of (he Buily "
avals , edilyy
dre hl[Et:[ures sole ml;.t‘
dlilya
In lact. architects never build. lhﬂ:"' F'Ii“'"" rﬂPI'Esenl "‘m I
reality, thus doomed (o remain
3 er

The distinction between representation and constructioy ;
o =i e = | -
and parasitical. The purely submissive representaiqg, '0piay
| BT : : a
wholly creative building are unattainable. Deflections and re; " the
alwavs manifest themselves: therein lies the po
" bt

authenticity apng n

i|l|||l:,| of
“'*'”iflg.‘“
This architecture (its built reality) is but a compilation of code
“déja va” of past (and Tuture) projects. It is their mere repre o
on a l-to=" scale. The drawings and models, texts and caley]
which precede. or follow it are nothing more than jis techn;
nature—its building instructions. ']'ht'}' do not represent an,
(nor do they exclude its |}1H‘l}el| incarnation). :
s it possible to exhibit them out of need. are lim}r superflio,.-
Offered to the visitor. submitted to study, to criticism
and constituting and thus given the possibility of acqu

-"‘“”:*dliljn
alionz—

0|
'I.Ii

nteng iun

2 COmmun, dline
[w:

Iﬂl'lg a e
then has architecture not plaved 1ts prime proe - &
a5 ¢ e | programmatic role’ g

Note .

d. Born of real Ill'q'!'r-u.-uiI:r. [ormed and d[‘r\'ﬂ'lﬂped in lmral!.p{ with
constraints encountered along the way, the architectural objer
automatically justifies itsell: it seems to be True and Just. Oy, (/..
contrary, architecture as an exhibited object is seen as a Sli]"-!.l;:_
II:'-"|JJ'III|H"[. W here 1]:}{':-: l|1i:-i di::linr'tinn-whit*h iS presul][mb-{.,[ L0
exist—come from? Who put it in its place and when? Musi it 1.
alwavs be architecture’s role to expose itsell as itself? To show isell
vulnerable, to onlookers. and I-ul:-J“:,' criticizable? “To include within
j1.-:~|i'llhu~ possibiliiy of rejection . . . to allow the possibility of
scrutiy. an appropriation for better or for worse? .

For man must have an active role through his contact with the
object: he must have the ability to determine its meaning. Then hoy
does one explain the sine qua non justification which the
architectural construction endeavors to incarnate? Doesn’t the
exhibition itsell represent a threat to this comlorting integrity. 1his
immunity which architecture has given itself 7! i

I, _‘-.|J[mrl'nl|_\, Lhe question ol repruscnlaliun is solicited at cach
renaissance. The post-modern condition cannot avoid it: buildine is
distinguished as architectures lone reality. And yet the milﬂrulilll-n ol
classicism, which characterizes contemporary architecture, is only
|1|'nd|llr'r-:i hj.' the Hl-‘l[]i'lllluliﬂﬂ ol means available 1o the ill'l‘i"li[l‘fjl-
drawings and models. Never before has the act of building been <o
removed from the architect. For him. building is nothing more than
thought and conception. His only contact with building is
representation. It is his I‘l'pl'i'.a-ili'.lliiliil‘_'ll'l._ his concept ol construction
tha "”_”-*”‘H"linrl is supposed to follow. If architectural reality lies
un!}lmlhin the built edifice. it would then be there despite the
.‘ml.llll{*r'l lor he has had no contact, no pnasihilii_}r ol creatine within
|h|;_} uu-.'ml-. Il architeetural reality were to be present in lhcbhui]l
edilice only, it would be there as : ; arei
"1""'."'”“-”?1"“&“ would ]'I':I:'I{t{.]r':‘{:? ;:;:;T::E::; 3:' lhed?:'jr%];z T‘TS a
result, architectural meaning—ifl it should exist o [ [ the
architect—would only eXisl E’r-'w.f}i.l‘f-'- l|‘.nui|l:“nﬂxl'5 'Hs'm'l ]Em"lm" :ﬂ“]"
within (he means of ras o s . " slmm it is deve -Elpff_ |
presentation (and as we have said, this is not
). Architecture thus finds itself in a deadlock:

“siemified” ide i o :
Signihed™ outside s reality in drawing, and “reality” isolated form
s ereator.”s

|!1|'

U=

an architectural realiy

C. Is this condition of repre

fial sentation earnest? Is an architectural
i I'il'lu'illll{f [”!"I""I'\' rie

Presentative? And a 1-10-500 scale model, is it

yresentative? Is a 1-10-2 scale model less s0” Can a I-1o-1
vy rej

mere :
. provided that i be present on the site where it= image was to

||'|m|l'| ! : d o W .
he built. even become architectural reality? 11 the possibility ol an

pracl COpy 0N a I-to-1 scale exists. then the notion ol representation
jt=ell musl necessarily be in Keeping with the innermost part ol the
reality of built architecture. an integral part of its own identity. The
very principle of identihcation ol a I-to-1 scale inside an object
lff‘l;ilﬂ“ﬂ the integrity ol reality and will always render it partly
n-prrsvnlelliw, \re we able to admit that building i=ell’ could he
Jetached from representation as an exclusive architectural realiny?
Doesn’t representation then always become an integral part of
rehitectural reality? In other words. can we not =ay that the
drawing and model. building and form ol the edifice. are all. of

n
- TR
[rom each olher?

eressily. architectural realities. intermediary realities. dislocated

Note 2.

¢1. Upon our insisung on our request to ul[uu us to have the work for
use in other exhibitions, the arclutects-organizers of the exhibition
ordered its destruction.

£2. The objects’ status, herein. plays a primary role:

¢3. In order Lo avold any trace of the works existence to subsist, they
even destroyed its most programmatic ingredients (solar panels. lighting
ystem, stairs, . . . ), dissimulating their traditional value by considering
them as merely representational. and consequently violating copy-right.
as well as its ﬂ-‘idl‘lltl}' r1=pn'~.-u*nmlinnui I}iirls-i {I!‘fll]l'T’l"l.t" and metal
sxecution-drawings). paradoxically mistaking the material for an
architectural built reality, a “real estate™. over which they could rule
and decide even death.

In the art world. the status of the artwork at any stage. its undecidable
character as an appropriable reality or as an originating idea seems to
he generally assumed: its integrity is therefore protected in order to
avold the necessity to draw a separation between the “real” result and
the “original™ idea. However. many contemporary u_rliﬁtﬁ produce
through their work a reinvestigation of its status. See also. for an
interesting case, “Richard Serra’s Iilted arc™, Van Abbemuseum. 1988,




Y

S| Shoummg ;-

=y
'

e

e e

A
i
Fr L. P

e T

.'-..:;-“_. -

-
-
EalTI

N

e

. - =t
;
R gk T e 1 e i

SR e B PR S e

-
o
=

-

[

J.T-.JIL:l
2 L]
- J

a
L R _ B _J

=

. 1"-[ -+ |

an

SFT T T LL

RNESTAURANT




urche mnime chimeére,
Switzerland, 199]

Left: ."h}a{'rfuw,s"f tnterior, Opy
Detail of southeqst exterion

\l ] '|'I|' |-.I I ""Ir

ll.ll.l'.llru-

wall

200 Southwest tnterior Viey
the southeast, P27 Detail
southeast wall. Photos by A,

3 ._ g _ Jullicrd.

o |_f'."__ '
v -\"‘ﬁ':""..: I.|_.-|. l._ ; -
\ iy g -
: y

.'II'_I

. AR Lo,

Jet Tl

=

=

o ,.'.—-....5-1"'

l"'l- il
FU=TI i g iy, e

A
e | H

:
———
e

yangr
e

el T
AT E 1
!

s e
-\..-:_':,-\."'_'?t ¥
g, o,
L

Bragat
N

=i

T, e




L e
ey,
) i

s
Bt

RErd |

B _ﬂl?..‘-_! L

Sl

) - i
ML ~pa
¢ el UL
e R 1
. .E. ! ]

Py
o
e

"

i

s

el

.__.-_._m_

vy e

PO RT W e

=

.d...:.d."..
o

1
s
i

T Y

S e SR

.-._ =

L

b g
T
3

LN R



Left:Opening of the Rorth e

f*.l'{f*ffﬁ!‘_ft'ﬁ”, “archi Miim
chimeére™, Neuchitel, Stz o]
1991. Opposite f.limt,-‘u"_‘”r'.fu;." 8
Jprart ”f sotthiest exterior u- -:I:
Photos by Aluin Julliar i
Oppaosite i[w.-"mr:ﬂrrt.fun_ -“.,-“
archaeological museyy,
Neuchditel, Switzerland |
1996,
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8038619 (a gateway for Fenice)

samaroand reritalisation

“(;ateway lor Venice and for the

The schemes developed for the h
tll]l'.—lii}ﬂ of the ability

Samarcand competition further develop the
architectural means/realities 10 communicate any determined or
finished meaning. They hoth reassess non-intenti
necessary pnﬁ-'-vﬁn* withir
cearch to isolate deviated re
e deflecting and [ailing as a characteristic
equal) to the concept izelf and vice-versa, thus establishing a reality
that includes rvrmrf'pl-th*ﬂu*:'li{mf'dvr*ﬂrr[inth'nﬂ""I" as an unceriain
single. non-dualistic component.

The Venice-project was created by thre
“partis” that were permitted to coexist as similar structures.
trving Lo wrap up hoth oths
like communication by fax with Henri de H

ol

onal meaning as a

y the transmission of intention. They do not
« one. but lr} L

salitv from an intends
that is similar (or

P'I'll:l'[illr

. contradictary architectural
eaich

s during a irans-Atlantic chess game-
ahn. associated architect

in this project.

In the Samarcand scheme. the idea of |:r11grarr1n1;|til-
grafted on a non-linear field created by the collapse of different
kinds of coexisting urban fabric. The possibilities of confrontations
beiween different urban functions and the knowledee that its
configuration and organisation are undetermined. ever
allow for the urban design to nclude the factor of time within the

realization of s prujw-t. =

ZONINE 15

undecided.

B.0386.19" (a gateway for
Venice), 1990. -

Left- .f}mum,rf level 1./Plan-
elevation-section 1. p.32:Model 2

e

p-33: Model 1. Phot - Al
St a5 by Alain

Fehing wmn
T i T

(LI T =
| T

oot

e,

Plan-elevation-section 1,

8,0386.194
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Plan-elevation-section 3, 1




B8.0386.19 (a gateway fr:rr
Venice) 1990, Drawing level
2./ Plan-elevation-section2 .

L% I T
B B

he _::Elg_n: elevation-section 2,
B 8,0386.194

B bpgees preey




4, ml-u-.mm milr

Gk

1./ Plan-elevation-section 3.

M386.19* (a gateway for

Fl

‘enice) 1990, Drawing level

8
b




p.40-45:Samarcand
revitalisation, Samarcand,
Uzbekistan, 1991 P-4l
Drawing 1. p-42-43:Drawing
2-5. p.dd-d5background: Draw tng
6.Photos by Alain Julliard.
p-44 left above:Rénovations
archéologiques, Biel ,Switzerland.
1990, Detail 1. p.44 left below:
Rénovations archéologiques, Biel,
Switzerland, 1990, Detail 2.
Photos by Georg Rehsteiner.

Right: 8.0386.19*(a gateway
for Venice), 1990. Drawing
level 4./ Plan-elevation-section 4.
Opposite above:Model , TRN Office
Euﬂd.l'ng aittard the Netherlands,
1991 .Photo by Alain Julliard.

(1w
L E ]

Plan-elevation-section 4,
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. """', and Pieter \"erﬁlee_gh open an office in '!;mn"t;}l_ﬂ

1985 ﬂ!mplelmn of their architectural studies at the I.: |

g fm In the same vyear, they also founded Pl productions
Hﬂmmm architectures. L
M the distinetive roles of these structures are respe .lm )
practice reality and theory, these terms are in fact. ol course,
Activities include several projects, competitions and buildings in
Switzerland. France, the Netherlands and Belgium.
At this moment. they work on projects for an an*hurnln;_r;. museun
in Neuchatel CH, a Kunsthalle, modern art and automobile museum
in Geneva. an office building in Sittard, the Netherlands and several
housing projects in Switzerland and France. _ | £
Activities in PIA include projecis such as “ex-essential o rrhm*f'f.mr* :
“cHUBE-CRhOME". “le cube idéal”. titled architecture, the Tenice
and Samarcand projects, but also studies and exhibitions on other
themes, such as “Renovations archéologiques™. and on .r;r_.l'u-r
arclitects, such as “line of Fire™ and “Fondu in August”. ®

List of Credits

Le Cube Idéal, 1988

Collaborators:

Hani Buri. Xavier de Blonay. Patricia Gruber

Photographer: Nicolas Vaucher

itled architecture., 199()

Collaborators:

Alexandra Yanacopoulos (preleminary design). Hani Buri (moulding

and concrete drawing), Patrick Keller (siting, housing and detailing)

Photographer: Alain Julliard

Cité-Jonction, Geneva. Switzerland 1990

Collaborator: Patrick Keller

Photographer: Marc van Appelghem

arché mnimé chimére. Neuchitel, Switzerland 199]

Collaborators:

Gilles Weber, Isabelle Rossi

Photographer: Alain Julliard

New lrl:haeulngit:.al museum. Neuchitel, Switzerland 1986-1906

In association with: Chenu-Jéquier and Vasserot, architects

Collaborators:

Alexandra Giibeli. Simon Hubacher, Patrick Keller, Renée Santa

Maria-Kaufmann

Photographer: Alain Julliard

8.0386.19" (a gateway for Venice), 1990

In association with: Henri T. de Hahn

Collaborators:

Patrick Keller (project and models), Christophe Guignard (models)
: Alain Julliard

TRN Office Building, Sittard. The Netherlands 199]

Collaborators:

Hani Buri (model), Danko Linder, Isabelle Rossi, Renée Santa Maria-

haufmann

Photographer: Alain Julliard

Rénovations archéologiques, Biel, Switzerland 1990
Collaborators:

Alexandra Giibeli, lsabelle Rossi, Gilles Weber
Photographer: Alain Julliard

Samarcand revitalisation, Samarcand, Uzbekisian 199]
Collaborator: Patrick Keller

Photographer: Alain Julliard
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*Kulturarbeiten’ i
Immediately after the turn of the century an increasing desire for
clarity zuui-sinlp]j-r-jt} permeated the German reformist architectural
['llJll]J-"E*. Its most influential f;lli'r':lr'f'H*r was Paul f"if'huhf.f*—‘mumhur;:
who, after studying painting at the Academy of Art in Karlsruhe and

an experience as a member of the Munich and Berlin Secession,
moved into publishing. working on Ferdinand Avenariuss j“””'f'f Der
Kunstwart. Between 1902 and 1917, in parallel with his extensive
activities as an architect, he produced the nine volumes of
Kulturarbeiten', which rapidly became the most widely read and
well-known manifesto of a traditionally orientated architectural
movement. (fig. 3)
The carefully produced books contain little text and a large number
of illustrations. In contrasting good and bad examples of how 1o
solve one and the same design problem. they use the same method
of demonstration which Augustus Welby Northmore Pugin had used
in 1836 in (.ontrasts. ['!'I;:. l. i"_] However. in the .lt'-.'f.lfmrur'."w.".frw
Pugin’s drawings have been replaced by the more vivid medium of
|1EHHU;_'FE!!JF]}. Hn:-‘l|} the ]'I]Iuln;_{r.'lfjh.- had been taken h_x Schultze-
.\;mmhurg himsell and were both Hr[i:-'lii'u”_'u brilhant and of a hl'zr_{}l[_".
|1'Pﬂ!.!‘:-i-'-iiﬂli-'.t| technical standard. Az well as the erpf}rn\;inmh'h three
lh:]ll:-‘-'.irui ]JIH]HJ;_{J‘-'ith which the author took himsell. there are
several more h} (1o Hatr[nin;j and Hermann Muthesius, Their
subject—and thus of course the subject of the didactic
demonstration intended by the Auliurarbeiten—ais not simply
buildings. but also gardens, paths and streets. and three whole
volumes are dedicated to the “Design of landscape by man™ Here
Hf'}lu|[i-:1'-."”'~.'tlm|hur;_' deals with all aspects ol destruction and
“dishigurement of the environment: from architecture to ecology,
The reforming zeal of John Ruskin and William Morris is evident
here, although free from any relics of Ludditism: “Only if it (beauty)
is the design of the “idea™ it does have cultural value. Only if it
completely serves its purpose and also expresses this in its external
form ... Can there be a more powerful expression of natural firce
tamed by mankind than the railway train? When the monster ‘ith
its glowing eyes approaches. when it comes around the great bend
and then, puffing and panting. can hardly cateh its breath in the
station belore it lets out a deep sigh and takes up its load again?™
This almost pre-futuristic enthusiasm should not be allowed to
disguise Schultze-Naumburgs fundamental traditionalism. His model
is the past and his objective that humble, archetvpal architecture
which paradoxically he himself would never really achieve, although
Heinrich Tessenow did so several vears later: “There is no doubt that
the old farmhouse expresses the whole purpose “larmhouse™
completely. One might think that the man who “created” it was a
genius. But the country architect who built it in 1796 was most
probably not a genius. None of the architeets in the area were— and
yel all the old farmhouses there and for miles around are equally
successful no matter how much their individual forms may vary. In
fact here, as in the field of fine art. the whole secret of our
ancestors” ability for easy and complete expression is revealed. They
took care not to try to achieve individually what can only be
achieved through the sum of the work of whole nations: the design
of the type, which the artist must know by heart in order to then
modify it to suit the individual task in hand . .. Nowhere more than
in architecture do we need one type refined to the utmostry the
result of an immense sum of achievements. which the artist must
know by heart in order to adapt it to individual cases™
Schultze-Naumburg’s highly developed gift of observation. his refined.
unerring taste and the logical precision of his thinking was tragically
based on ideological ground which was anything hut unerring. He
preached a salutary return to thoughtfulness and decency, advocating
it for bourgeois citizen and worker alike. and in all Serinusness
beheved that fine words alone would be enough to put a stop to the
destruction of the environment in the age of capitalist imperialism.
[n this respect his position was less advanced than that of the group
of English reformers around Morris, They had already realised that
only a radical resstructuring ol society would be able to renew
aesthetic culture, but Schultze-Naumburg would have nothing to do
with this recognition. Thus his career. which had had such noble
beginnings, was able to so rapidly take on a sinister aspect. In 1904
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