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Thus Quatremere saw such scattered pieces as existing merely to be classed and catalogued. In the society of his day, marked as 
it was by the excess of scientific knowledge and by a lack of artistic passion, the works of art underwent a process of derealization. 
To say the least, Quatremere was neither a romantic nor a modern. Friedrich Schlegel’s famous aphorism comes to mind: “Many 
works of the ancients have become fragments. Many works of the moderns are fragments at the time of their origin” (1798). 
According to the German romantics, fragments were neither without form, nor unformed. They were not to be taken as "pic­
turesque” ruins or even as “romantic” ones (in the banal sense of the term). In the same way that, for the romantics of the 
Athenaeum, the fragment constituted a literary form, the museum had nothing “romantic” about it (again, in the banal sense) 
since it came from a complex (and modern) technology with the goal (the apparent finality) of conserving works. Probably for this 
reason architects and conservators favor a “clinical” aspect in the 20th-century museum: it is the “sanitarium” of objects in need 
of restoration.

Recently philosophers such as Jean-Louis Deotte have shown the importance of Quatremere, who “because he is the most dis­
tanced, is the best theorist of the museum,” a theorist in reverse.“ What Quatremere announced in the Considerations was nothing 
less than the end of art, and what signaled the “death of art” was the museum.

With the advent of the museum, the possibility of a natural and unpremeditated, immediate sympathy between the viewer and 
the work of art evaporates: the theory of “empathy” (Einfuhlung) invented by the fin de siecle art theorists of Vienna, Munich, and 
Berlin (Friedrich-Theodor and Robert Vischer, Wilhelm Worringer) vainly attempted to reestablish the direct connection between 
the observer and the object. Empathy is the symbolic sympathy that associates the sensible with the spiritual by animating the real: 
as such, it is the opposite of the abstraction of the museum and of (modern) art. From that moment on, the “abstract” work enters 
the museum, detached from any religious, political, ritual, or cultural purpose. Whether the exhibited item be displayed on a 
pedestal or a socle, arranged in a window, or even framed and hung on the neutral surface of a wall, it is always the object of a sus­
pension of all finality. Whence “modern” art: it has no end other than itself. It is “auto-teleological” and autonomous since “it 
doesn’t follow the essential prescription of anything preceding and authorizing it.”" Whence the 20th-century museum of (mod­
ern) art: its enormous, allegedly neutral, and ever more vast surfaces of inscription. On the one hand, Mies van der Rohe’s universal
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space (partially realized in Berlin), designed under the heading “constructed mathesis;” and on the other hand, the spiral, an organ­
ic metaphor for the unfolding of time conceived first by Patrick Geddes, then by Paul Otlet and Le Corbusier, and constructed by 

Frank Lloyd Wright in the Guggenheim Museum.
Walter Benjamin took the commemorative values that Alois Riegl associated with the modern cult of monuments - objective his­

torical value and subjective “age value" - and put them in dialectical tension." What unites the work of Riegl and Benjamin is a 
common interest in eras of “decadence,” exemplified by baroque art and late Roman artistic industry, eras in which the “artistic 
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will" (Kunstwollen) pushes aside the (absolute) truth, be it either canonical or cultural: if the museum is not a receptacle for canoni­
cal examples of art, a cultural treasure to imitate, it is subject to the grip of “exhibition value,” as opposed to the persistence of
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APPROACHING BANKSIDE: A NEW CONTEXT Reintegrating 
the Bankside Power Station and its surrounding spaces into 
both the local community and the larger city requires reorganizing the 
building's central element. This establishes a clear relationship 

between the museum and the open spaces on the north side, the river, 
and the City of London. The Thames side is thus the main facade 
and approach, and there is also an entrance from the south. Both lead 

into a central lobby. The entrance datum is raised three and a half 
meters above the existing ground floor, and a series of ramps and steps 
forms a bridge between the isolated building and the surrounding area.

All surrounding low-level buildings are to be demolished so 
that the building will be distinctly situated as an object, accessible 
from all sides. Most people will arrive from the west through a 

sequence of urban spaces that form the museum's approach sequence 
and drop-off location. The east end of the building is well suited to ser

vice access, facilitated by a new road. Ramps and terraces on the 

riverside not only confirm the building entrance and form a series of 
spaces in front of the museum but also anticipate the possible 
pedestrian bridge link with St. Paul's.

A series of buildings containing the galleries and other spaces are 
inserted within the existing building envelope. These objects 

will orient the visitor and clarify the relationships among the existing 

building, the gallery blocks, and the large organizing spaces. The 

new concrete buildings will stand out from the existing fabric of brick­
work and steel; a new tower at the center will contrast the exterior 
bricks in color and texture .

Architectonic and structural analysis of the building led us to 

reconsider the existing chimney and the implied space behind the
chimney, currently occupied by the gas washing plant. The building is a 
shed with a chimney. While the shed provides a 3,000-cubic-meter vol 

ume, the chimney's importance is less clear. The project acknowledges 
the physical presence of the chimney but challenges its role as a 
marker. Removing the chimney reveals new relationships between the 
inside and outside of the building, between the building and the 
river, and offers a window to St. Paul's Cathedral across the river.The
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completed in order to unify the interior organization with that suggested 
by the exterior. Treating the existing space as concealed and internalized, 

connected to the outside only by very small vertical windows, the 
project brings this brick skin into the building. The brick central tower 
bridges the exterior and the interior. Set among the other concrete 
buildings, the tower forms the first and most substantial of the interior 
volumes, a continuous physical presence at the very heart of the building. 

The museum's architectural character is defined by this internal land­
scape created between imposed volumes. The palette of material and forms 

within these spaces will be rich and varied while the more internalized 

gallery sequence will maintain an isolated calm.
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: “Is art, then, for us a thing 
having disappeared, that art

“cult value.” Benjamin writes: “Works of art are received and valued on different planes. Two polar types stand out: with one, the 
accent is on the cult value; with the other, on the exhibition value of the work.''"

In response to the onto-typo-graphy proposed by the French philosopher Philippe Lacoue-Labarthe,ls Deotte seems to propose a 
sort of onto-museo-graphy or at least an onto-aesthetic, laminated onto the numerous surfaces of inscription and description, which 
includes the mirror of Marcel Duchamp's Large Glass and Man Ray’s Dust Rising. A mechanism 
purpose, of canonic truths), the museum is the technical reincarnation of Mnemosyne, in whit 
actively participate in their own ruin by becoming allegories (after Benjamin’s reading of Baudela

The museum’s material is matter fragmented by the “suspension of purpose.” This material 
independent of active forgetfulness, of the absence of the world. Maurice Blanchot poses this quest 
of the past? But why this question? It seems that art was once the language of gods; it seems, the g
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building's new core is to occupy the location of the existing gas washing 
plant, which clearly divides the building into three spaces: the existing tur­
bine hall and the two boiler halls. The latter will serve as eastern and 
western courtyards to the museum. Approaching from north or south, the 
visitor arrives in the central lobby and may approach the galleries via 
either court. One can also enter the galleries at upper
or lower levels via the main vertical circulation. Set as buildings within 
the existing building, these "public" spaces provide orientation at 
alltimes. The museum is thus like a small city with streets, squares, and 
buildings. While the eastern court is left mostly open and is occupied 
by a large twisted box containing galleries and the black box, the western 
court is enclosed by an internal glass skin and constitutes part of the 

public circulation.
The logic of the existing building is most confused at the location of the 

gas washing plant. The volume implied from the exterior needs to be 



remains the language in which their absence speaks - their lack, the hesitancy which has not yet decided their fate. It seems, as this 
absence grows deeper - becomes its own absence and forgetfulness of itself - that art seeks to become the presence of art.”16 
Finally, there remains the question of the museum and of the ambiguity of this architecture’s role. As Deotte writes, the museum 
“is not truly an architecture of purpose but rather an architecture that, in response to the works hanging [within it], poses the ques­
tion of art’s purpose. The question of art.”17 In other words, if art labors toward its own ruin, and if that ruin is a mode of appear­
ance (as Riegl, Benjamin, and Blanchot indicated), must not the museum’s architecture - in order to remain coherent - also work 

toward its own ruin, toward certain forms of autodissolution?
When asked about the future extension to the Tate Gallery in London, the Tate Gallery of Modern Art that will hopefully take up res­

idence in the abandoned power station on the South Bank of the Thames, the director Nicholas Serota said that he hopes to see the 
construction of “a building that will work on a matrix of galleries.”18 Today, now that the autoteleology (the autonomy and self-ref- 
erentiality) of (modern and contemporary) art has once again been questioned, it remains to be seen whether the museum will have to 

emerge from its technical neutrality. Traditionally, the spaces forming a museum are arranged in a series of “interiors.” Henceforth, 
the question of the museum of art will be how to open it out: to know how to practice unedited forms of "exteriority” - thanks eventu­
ally to new telecommunication technologies - without, however, transforming it into duty-free boutiques and flea markets.

Translated from the French by Miranda Robbins
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gets you so far 

but not further 

because everyone 

is good at 

answering par­

ticular questions. 

Anyone can 

lake Nick’s brief 

(I was possibly 

exaggerating 

that), take a large 

space and put in 

x thousand 

square meters of 

galleries and all 

that. What 

was needed was 

an intellectual 

thread that 

would allow you 

to do the things 

we just discussed 

to the building 

and to hang on 

to them - and 

hang on to them 

while the client 

hammered away 

at all of the 

an hitectural 

ideas. Nick, you
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Liberated from the perfM^nce requirements of the mam gal­

leries, which will assume an mVstract calm, the museum's internal­
ized public spaces are free to be mire figurative. Similarly, while 

daylight must be carefully controlled in the gallery spaces, the 

"public" spaces can receive changing levels and qualities of day­

light, even sunlight. There will almost be an indoor/outdoor rela­

tionship between these public rooms and the galleries. While 

under the main roof, the eastern court and some other "outdoor" 

spaces are not heated. Others, like the western court, are 

climate controlled.

The galleries comprise a sequence of white rooms that contain 

opportunities for orientation in relation to the public spaces. 

Daylight is the primary material of these spaces. We have investi­

gated various methods of introducing natural light into the 

galleries, and the upper galleries offer ample opportunity. We have 

also organized the section through the galleries to introduce 

various qualities of light into the lower spaces. Light to the public 

spaceswill itself be modified, creating a "softer," "external" light, 

reducing possible glare within the galleries from window 

openings.The gallery suites are made up of a series of contained 

rooms rather than free-flowing space with partition divisions. The 

layouts in the plan represent a diagrammatic order, and we antici­

pate a constructional and servicing system around a number of 

well-placed fixed elements, facilitating flexibility through the design 

development and modification to the building.

As the millennium approaches, Bankside offers an extraordinary 

opportunity to establish a new London landmark. The power 

station can be appreciated in its ghostly abandonment, but its very 

potential is limited by its completeness. Not only to assume its 

new function but to encourage its new life, the building must be 

reinterpreted, its form given new significance. Such a vision, 

raised from the framework of pragmatic postwar planning, will 

enhance the Tate Gallery of Modern Art's unique contribution to 

contemporary European culture.
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