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Urban Context and its abstract
interpretation

Stephen Nicolaus Barthelmess. He
began studies in the history of art and
architecture, archaeology, and philoso-
phy in 1982 at the ludwig Maximilians
Universitdt, Munich. His research projects
have included first and second generation
German expressionist artists, American
expressionism, art since the 1960s, early
Greek sculpture, and the philosophy of
Plato, Kant, Schelling, and Nietzsche.
Since 1985, he has pursued the doctoral
degree at Munich and the Université de
Paris, Sorbonne, with a concentration in
architecture for cultural buildings. His mas-
ter's degree culminated in an analysis of
museum architectgure since 1945, and
was published in 1988 as Das postmod-
erne Museum als Erscheinungstorm von
Architekiure: Die Bauaufgabe des Muse-
ums im Spannungsfeld von Moderne und
Postmoderne. Barthelmess currently holds
a predoctoral fellowshipat the Getfy Center
for the History of Art and the Humanities,
and is completing a disserfation on the
relation between museum architecture and
urbanism, witha focus on the projects of

Richard Meier.

Since the late 1960s, architectural prac-
tice has increasingly been confronted by
urbanistic demands, and architects have
been forced to consider that the isolation
of architecture from the realm of city plan-
ning can no longer be legitimated. The
question of representation in architecture
arises i this context against the back-
ground of the tradifion of abstraction, and
itis precisely in projects for cultural build-
ings in the center of the city as an architec-
tural task that this development can be
traced. The adoption of historical form
plays a crucial role in this development:
architectural projects of recent years have
shown that construction can embrace the
wide spectrum from ‘quotation’ to ‘allu-
sion.’ They have also demonstrated that
the architect’s persnoal, visual experience
can be renderd available and public. The
present paper addresses the problem of
the architect's attitude toward historical
form, how this is related to the abstract
tradition in building, and, how it can be
ultimately lead from indifference to inter-
est.
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Richard Meier’s
Stadthaus Project

at Ulm

“My style is born out of the culture, yet is
profoundly connected with personal expe-
rience.”!

The architect Josef lluis Sert, president of
the Congrés Internationaux d’Architecture
Modeme from 1947 to 1956, told the
following story at the 8th C.LAM. in
1951:

“In 1922, te Corbusier accepled an in-
vitation issued by the Salon d'Automne,
and asked Marcel Temporal about the
Salon’s definition of urban construction.
Temporal replied, "We are interested in
sireet art, benches, kiosks, street lamps,
and billboards.” Temporal also had a
commission for him: ‘Look, you should
design a fountain for me.’ But Le Corbusier
replied: ‘Alright, I'll design a fountain for
you, but behind it | shall Place a city for
three million inhabitants.’*2

The official theme of the congress was ‘The
Urban Center’, and during the course of
these proceedings, the inadequacy of the
‘Charter of Athens’ was finally recognized.3
Architectural concepts of the early twenti-
eth century—Tony Garnier’s Cité industri-
elle (1901-1904), Anionio Sant’ Elia’s
Citta nuvova (1913-1914), Mario
Chiattone's Project for a Modern Metropo-
lis (1914}, Bruno Taut's Stadtkrone [1917-
1919), Le Corbusier's Ville contemporaine
de 3 millions d'habitant {1922) the plan
voisin for Paris {1925), Lludwig
Hilbersheimer's Hochhausstadt {1924)—
were so dominant that the city planning
arising from them, prefiguring a terrifyin

utopian town of the future, provoked end-
less discussions. It was made very clear
that the ahistoric city planning concepts of
these architects were not reconcilable with
existing town structures which had gradu-
ally evolved over the course of history, and
which had essentially been ‘inherited.”4
The urban projects or the early twentieth
century demonstrated very cTearly that
because architecture had attempted to
dominate city planning attempts, archi-
tects had effectively lost the ‘street,” the fun-
damental artery of metropolitan life. These
projects were, on the one hand, a reaction
against Camillo Sitte’s idea of ci?/ plan-
ning according to artistic principles, but
on the other hand, they expressed the
utopian concept of an architecture which

could resolve the problems of a modern,
industrialized society. The complex socie-
tal relationships resulting from the impact
of industrialization on cities found their
answer in the utopian planning concept
for the town. Two fundamental modemn
utopias developed out of this process: the
‘plan’ and the ‘society.” The futurist
manifesto, I‘Architettura futurista of August
1914, already expressed the new think-
ing when Antonio Sant’ Elia wrote:
"Nous ne sommes plus les hommes des
cathédrales mais des ports colossaux, des
marchés couvert, des passages brillam-
ment éclairés, des plans de démolition et
de reconstruction. Il nous faut inventer la
cit “futuriste: il faut quelle soit un immense
chantier tumultueux, vivant, noble, dy-
namique..."

It proved to be an irony of history that it
was precisely the destruction of the Sec-
ond World War that created the precondi-
tions necessary for the realization of these
concepls. As a result, in the years follow-
ing 1945 when many European towns
were finally levelled as the first stoﬁe of the
postwar reconstruction process, the meth-
odological problem of whether these towns
shouHg be newly built or, if the conditions
of that particular part of the town in ques-
tion allowed it, newly arranged, was more
and more vigorously posed.® Any solution
clearly had to take into account both
historical and urban dimensions.” The lively
discussions about a new arrangement of
the Berlin Kulturforum—still fresh in the
memory even today—pointed to the
ambivalence inherent in the conflict be-
tween architecture and city planning. Wolf
Jobst Siedler aptly characterized this state
of affairs when he said:

*Scharoun’s Philharmonia would only have
had a chance to be the majestic center-
piece of the city if it had been placed in the
old Wilhelmina quarter—just as, indeed,
the Pompidou Center is surrounded by
districts of 17th century buildings. It is the
environment of foday, not yesterday, that
has, in an urban context, ined it and, as
a result, this formless cultural center around
the unique constructions of Mies van der
Rohe, Gropius, and Scharoun is inescap-
able proofof the fact the the epoch of
ensemble building is no longer compe-
tent."8
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1 Minsterplotz of Um prior 1o 1986 archilectural competition
for the new Siodthous

The former Reichsstadt of South Woirttem-
berg, Ulm, has been wrestling with the
problem of reshaping its ‘Minsterplatz’ for

about one hundred years. A look at the

present urban situation reveals an image
that can be found in many postwar Euro-
pean cities: Where the medieval town
center stood before its destruction, both
restoration and reconsiruction were car-
ried out with the functional plainness that
characterized architecture of the 1950s
and 1960s. In this spirit, the overscaled,
tarmacadamed square in front of the
Minster cathedral, where now stands a
flatroofed ‘pavilion,” was surrounded on
its periphery by buildings with monoto-
nous gabled facades. This situation at
once raises questions about the fate of the
architecture of the modern movement after
1945, The city of Ulm, location off the
former Hochschule fir Gestaltung—a suc-
cessor of the Bavhaus—even today has an
uncertain relation to Bauhaus ideas and
architecture.? The decision to destroy the
present Miesian flat-roofed pavilion and to
re{.)lcce it with @ Meier building constitutes
a tearless attempt to confront the old avant-
garde against all opposition.'®

2 Skdhaus Um project of 1986, oeriol view of model from
west

It was clear that at the end of the 1980s,
the unprepossessingly plain outward
appearance of the center was no longer
the appropriate image for the prosperous
town of Ulm, not least because in this
square stands a cathedral with the world's
tallest spire.!! In 1986, an international
competition of invited architects opened
the way for a totally new planning concept
for the cathedral square, anc? Richard
Meier's concept was alimotely accepted.'?

{Figures 1, 2)

Meier's proposed design for Ulm occupies
a special position in his architectural work.

With the Ulm project, the demands of city
planning on architecture became public
and were realized. Thus, it is not so much
its outward appearance that especially
distinguishes his conce?t, but rather its
urbanistic significance.'® Meier’s design
for the Ulm Stadthaus—and paniculcrlygy
comparison with the submissions of other
architects—represents a concept that dem-
onstrates the effectiveness of a combina-
tion of the new and the traditional where
public building is concerned, and turns a
new stage in urbanist thinking into reality.
It is precisely in projects for cultural build-
ings in the center of the city as architectural
task that this development can be seen
since the early 1970s.'4 The basic L-
shaped stucture of the Ulm project was
first used by Meier as a building form in his
project for the Museum of Modern Art,
Villa Strozzi, Florence (197 3). {Figures 3,
4, 5) The structure employed here was
developed in connection with an existing
nineteenth-century villa and its stables,
and was intended to bring together the
new and the old in a building ensemble.
The L:shaped building takes its shape from
the analogous plan of the existing stables,
assuming the form and proportions of the
older architecture, and causing the open
space created between the two parts of
the complex to ‘melt away’ by providing
an open ground-floor level. Meier’s proj-
ect thus achieves an enclosed space, one
which sets up a harmony among the exist-
ing buildings and which results in an en-
semble that strives toward intimate interac-
tion with its urban surroundings.
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In building the Museum fiir Kunsthandwerk
at Frankfut-am-Main {1979-1985) (Fig-
ures O, 7), Meier returned to the L-sha
configuration which had characterized the
Florentine design, but here he adapied it
1o meet quite ditferent basic requirements.
Taking the existing neoclassical Villa
Metzler as a point of depariure, Meier
implanted in his Frankfurt museum a design
concept formulated in architectural theo
from Vitruvius to Alberti and Palladio whic
proposed a disposition of open urban
spaces analogous to the spatial disposi-
tions of the house. Palladio related this to
the Greek and Roman fora, and refined the
idea in his design for the 'Palazzo Porto-
Festa’.!S {Figures 8, 9] The Frankfurt mu-
seum building itself draws on ltalian city
planning ideas in which the house is
conceived as a small city, and the city as
a big house—the notion of casa in cittd e
cittd in casa.'® In Richard Meier’s designs,
the architectural form of the L-shaped ground
plan and a specific urban typology stand
over and against each other, and only
when they are linked together do they
acquire architectural coherence.

In the design for Ulm, Meier does not stive
to render the architecture an immanent
“town structure’ in itself, as at Frankfurt.
Here the cathedral square as an urban
form takes on a ‘structure’ which both
newly defines the square and emphasizes
its infrinsic urban character. That which in
Frankfurt is integral to the architectural
program finds its realization at Ulm only in
rapport with the existing urban situation:
The disproportionately large scale of the
Minsterplatz is transformed by Meier's
design into an unconstrained abstract in-
terpretation of urban density of the kind
that we know from ltalian squares. The
function of the Stadthaus as symbol of
Fublic life, community, and democratic
reedom exceeds the functional heritage of
architecture; Meier's plan for the building
alludes in a subtle way fo the significance
of the ‘square’ as the focal point of commu-
nal and urban life and in this way gives
back to the city center its lost identity. In
addition to this, the designation Stadthaus
makes specific reference to the town halls
which are situated in ltalian public squares
and have a particular urban and civic
function. They are themselves integral parts
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of an urban ensemble which according to
Cicero ensured the political and commu-
nal identity of the town's inhabitants. The
often have an open ground floor wit
arcades through which one can walk from
a large piazzato a smaller piazzetta, and
ihere%y assume a specific urban role: the
demarcation and urbanistic linking of pro-
portionally different open spaces to the
city's center.

An analogous urban structure can be found,
for example in the northern ltalian town of
Bergamo.!7 (Figures 10, 11) There, in the
upper town of citta alta , lies the old town
center of Bergamo, the spacious Piazza

Vecchia with its beautiful Fontana del Con-
tarini reminiscent of Venetian times. It spills
over info the smaller Piazzetta del Duomo,
which is separated from the grand piazza
by the Palazzo della Ragione, with its
open, arcaded ground floor. The square’s
accessibility to the public is ensured by a
nelwork of streets—some of them quite
narrow—and alleyways crossing from east
to west and north to south. (figures 12, 13,
14, 15) The larger and more open Piazza
Vecchia, surrounded and bordered by
buildings of different appearance and
function, is open to the important traffic
artery of Via Gambito, and facilitates the
bustle of town life. The smaller Piazza del

& Richard Meler, Museum for the Decorafive Asts, Frankfun,
axiomelric view, 1979-1985

Duomo is much more infimate and en-
closed. It takes on the character of an inner
coungord in conjunction with the adjoin-
ing Duomo, the Capella Colleoni, the
Battistero, the Basilica di Santa Maria
Maggiore, and the Palazzo della Ragione,
whi?e linkage with and accessibility to the
Piazza Vecchia are provided b{ the open
Ground floor of tﬁe town hall. Both
squares—the piazza and the piazzetta—
arise from the densely woven urban struc-
ture, the buildings on their peripheries,
and the streets and axes which open into
them. The urban density at Bergamo, the
similar qudlities of the town, and the ac-
cessibility of urban open spaces find their
analogy, if in an abstract transformation,
in Richard Meier's museum project for
Frankfurt. This shows, among other things,
that the significance of the square and the
surrounding buildings can only be real-
ized in an architecturally open and unlim-
ited spatial division.

In the Ulm Stadthaus project, the propor-
tional starting point for the design is the
quadratic modular unit—central square—
of the cathedral. lts geometric form as a
proportional entity—[unité qui ne bouge
pas—conslitutes the basis for the gridded
segmentation of the cathedral square to
which the ground plan of the Stadthaus is
disjunctively positioned.' 8 [Figures 16, 17)
The "tension’ which thus arises between
the square and the plan for the Stadthaus
binds one to the other. The quadratic form
is repeated many fimes within the L-shaped
building complex, which is divided into
two functionally different parts linked by a
wall aligned with the axis of Ulm’s main
shopping street, Hirschstrasse, and en-
closes a small inner courtyard. (Figures
18, 19) This wall, which both joins and
divides, allows views through an open
ground floor. It has its parallel in Frankfurt
in that it is integrated info an autonomous
urbanistic stucture, appearing here as an
abstract interpretation of the palazzo della
ragione described at Bergamo, and also
in the way it separates the courtyard with
the garden from the forecourt. (Figures 20,
21, 22) Therefore, approaching the spa-
cious square—which one must think of as
being fused with the building complex by
the repetition of quadratic divisions—and
walking through the open ground floor of

Spring1990 JAE 43/3
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the dividing 'wall,’ one arrives at the pro-
portionally smaller peripheral buildings of
the square. Through the architecture of the
Sradﬁ‘ncus, the square acquires a structure
that provokes a dialogue between the
large open space in front of the cathedral,
the piazza, and the smaller open space to
the southwest of the ensemble, the piaz-
zeffa.

The greatest 'tension’ exists in the small
inner courtyard enclosed by the two pro-
portionally and functionally different build-
ing units, and in the middle of which a tree
wﬁl be planted. The shift in balance which
occurs here in terms of the spatial relation-
ships of cathedral to square, and Stadthaus
to square and to cathedral, has the effect
of diffusing the competitive relation be-
tween the monumental breadth of the square
and the cathedral which ‘demands’ a
town structure on a much smaller scale, in
that the focal point of the square is relo-
cated to the open space created by the
Stadthaus. In this way, the cathedral re-

ains its autonomy vis-d-vis the square and
the peripheral buildings, and recedes into
the gchground, reemphasizing the sense
of a loose urban ensemble. Here Meier's
ideas about architecture, opposed as they
are to a purely functionalist approach to
building, are made explicit: The effective-
ness of the execution of architectural tasks
in conjunction with city planning measures
depend upon their integration info the
intended urban framework. With this
approach, Meier averts the danger of
isolating the buildings from the site, joining
them together instead into the urban en-
semble of Minster, Stadthaus, and periph-
eral buildings.

It becomes clear in light of these observa-
tions that the competition for a new ar-
rangement of the central square in Ulm
and especially the project for a cultural
building in the central part of the city as an
architectural task represented in essence a
city planning challenge. Since the begin-
ning of the 1970s, related projects by
architects like James Stiring, Oswald
Mathias Ungers, Rob Krier, Hans Hollein,
and others have addressed similar de-
mands, and it was precisely this aspect
which engaged Meier’s keen interest in
this competition.'® As his designs of the

Spring1990 JAE 43/3
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last few years so forcefully document,
Meier’s thoughts concerning architecture
are increasingly dominated by urban
considerations, which for him mean, as in
Ulm, concentrating on open space as the
heart of communaﬁife. The ‘square’ comes
to be the significant focus of both public
architecture and urban planning. Seen in
this way, the architectural signiticance of
Meier’s design lies in its dialogue with the
dimensions of the square, and not in the
terms of a functionally independent and
inwardly oriented structure like, for ex-
ample, Ricardo Bofill's monumental de-
sign for the Marne de la Vallé near Paris.
The architectural arrangement therefore
becomes synonymous with urban plan-
ning. Precisely {)ecouse of its urbanistic

enesis, Meier's design could not have
geen realized anywhere other than in the
square at Ulm, and the proposed buildin%
will acquire its formal identity only there.?
Meier gave expression to this nexus of
ideas when he wrote in his ‘thoughts about
the task:’

*The function of architecture~—most of all,
architecture in a historical context—is to
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seek and extend associations and relation-
ships—not only functionally and formally
but also historically and typologically-as-
sociations with the existing buildings and
with the town as an entity,"2!

Meier’s projects demonstrate the strong
influence of city planning principles on
architecture, such that architecture itself

omes—as in Frankfut and Ulm—an
illustration of the aesthetic and formal
appearance of the city. The result of the
development of such practice leads finally
to an urbanization of architecturs.

The architecture of the modem movement
sought fo resolve problems of urban build-
ing architecturally, which led fo the loss of
the open and variegated structure of the
city ome past. Contemporary architecture
tackles architectural problems from the
standpoint of the requirements of urban
planning, and this can lead fo a regaining
of urban openness and density as well as
to an enrichment of urban experience. In
this process there is danger in the tendency
toward an architecture that is merely quotin

old city planning ideas in the tradition o
Canmillo Sitte. It is important that city plan-
ning demands be considered on the basis
of concepts inherent in the tendency to-

10 Cind aka, Bergomo

ward abstraction, motivated by an abstract
interest in ‘historical models of the master-

ieces of town culture.’?2 Meier's cultural
guildings demonstrate above all that the
architect's personal, visual experience of
this town culture can be rendered avail-

able and public.

The urban open space in the center of the
city and its new arrangement manifests
itself as abstract interpretation—synony-
mous with the postmodern—of historical
models of the past and the visual experi-
ence of them.

Tradition and Innovation

In his Ulm plan, Richard Meier variously
hints at historical models and architectural
traditions which he does not, however,
slavishly copy. Rather, in his borrowing
from history, he returns to a basic abstract
idea. His use of historical forms is thus
motivated by an absiract interest in them.
A firstlink with history exists in the conjunc-
tion of the site with the neighboring late
gothic cathedral. Interest in the terms of
gothic architecture is already reflected, to
a cerfain degree, in Meier’s projects prior
to Ulm. By allusion to flying buttresses in
the atium of the High Museum of A,

Spring1990 JAF 43/3
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Atlanta {1979-1984)}, for example, Meier
adopts a significant formal element of
gothic architecture and reminds us of the
idealistic nineteenth-century view of the
museum as ‘cathedral of education’ or as
‘aesthetic church."?¥{figures 23, 24} In the
Ulm design, the quadratic central square
of the caﬁwedm! plays a fundamental role
in the calibration of proportions for the
entire project. And, the view fo the cathe-
dral offered from the inner exhibition area
of the Stadthaus—designated as a gallery
for medieval at—makes clear the building’s
relotionshif with the neighboring gothic
structure.?4 To the proportional analogy is
added a visual congruence. A third rap-

it with the cathedral is found in Meier's
&ormal adoption of the open arrangement
of the west portal of the cathedral in his
design. With its staggered depths and
planes, the Stadthaus alludes to the per-
spectival penetration of space achieved in
the west tacade of the cathedral. (figures
25, 26} Meier, then, attempts with his
design to establish proportional (central
square), visual (reflexive prospects), and
formal-architectural (perspective penetra-
tion of the facade) relationships between
Stadthaus and cathedral. The three gabled
roofs at the southwestern end of the
Stadthaus perform a comparable function
in relation fo the buildings on the periphery
of the Minsterplatz, which in both cases
?mount to the adoption of medieval roof
orms.

A further element Meier draws from the
historical language of form, particularly in
his recent museum designs, are architec-
tural installations, isolated architectural
features which appear to stand alone or to
mark particular points in the area surround-
ing a building, but which also emphasize
the visitor's access point to park-like sites,
making formal connections between archi-
tecture and landscape. These independ-
ent architectural installations, which in Uim
are effectively free-standing walls attached
to the building complex, their sufaces
pierced by fenestration, contribute to a
perspectival differentiation of the siructure
of the fagcade. They also represent the
adoption of an architectural form known
from English country gardens since the
middle o? the eighteenth century. These so-

Spring1990 JAE 43/3
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13 View through open aracoded ground level of the Pakazzo
della Rogione and toward the Piazzetia del Duomo, Citkd aba,

Betgomo {photo:  Alinori)

called fabriques are a newly-established
genus of architecture: smallscale struc-
tures intended for parks. Taking up the
same theme, |. M. Morel, in his Théorie de
jardins {1776), characterized fabriques
as buildings that had particular effect in a
park-like environment, mldings which were
added by man fo nature to beautify the
garden. They are buildings, as Johannes
Langner worked out in his article about the
conditions of the architecture of the French
Revolution in landscape gardens, which
Erew out of the archaic form of the garden

ut, and developed—mainly through the
c:rchi‘tectu[;aS of Ledloux—cm qrchitlecturec:il
simplicity.2> In employing a particulariz
tyfpe of architecture developed in the middle
ot the eighteenth century, as an abstract
interpretation of these architectural instak
lations, Meier harks back to a tradition
which played a decisive part in the devel
opment of the formal language of modern
architecture, Here, however, continuity is
manifested in a link between the historical
form and a language of form which lead to
the architecture of the early twentieth

century, but which also underlines the
abstract interest in historical form initiated
by the modern movement. One finds other
historical ‘allusions’ in Meier’s projects
which seem only to have importance in
terms of his ‘aftitude’ toward them. Emil
Kaufmann, in his description of ledoux’s
attitude toward historical forms, aptly
expressed what is seen in Meier’s projects
as a relation between his own architecture
and that of the past:

"It is of secondary importance that le-
doux, for example in his ‘Barriéres,” used
old motifs. Even the violent way in which
he altered their shape has relatively little
significance. Nor can questions regard-
ing their individual origins help to reveal
the artistic intentions behind them. The
important thing is that ledoux tried, from
the ground up, to build something new.
When one recognizes that this was his real
aim, then one%&nows that the decisive,
clarifying question is not where does it
come from, but in what direction is it
going??¢

The newly awakened interest in the out-
ward appearance of architecture since the
end of the 1960s, proof of which lies in
the public controversy raised over the Ulm
project for the new disposition of the
Minsterplatz, is accompanied by the in-
herent danger that it can lead to a narrow-
ing of view, a blinkered perspective on
historical form, both from the standpoint of
the proposed architecture as well as its
historical surroundings. This approach to
interpretation, which claims fo recognize
historical styles where none exist, hinders
a clear view of what is innovative and new
in contemporary architecture, and this leads
finally to the fact that anyone who talks
about modernism—in relation to the early
twentieth century—is considered 'conser-
vative.’ Richard Meier drew his language
of form mainly from the early avant-garde,
which reveals that his guiding design prin-
ciple is rooted in abstraction. Meyer was
concemed with making visual the lan-
guage of form of the modern movement,
exactly as he once formulated it in connec-
tion with the Frankfurt museum project:
"...fo say something about what might
have been if the nation’s greatest talents
had not been forced into exile."2” With

14 Piozzetia del Duomo, Citd olia, Bergomo {photo: Alinari}
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this as a starting point, making historical
continuity visual and the abstract interest in
historical forms both come to show that
historical form is the decisive factor where
the survival of modernism is concerned:
Modernism survives in the continuity of
historical form. In this sense, Meier's archi-
teclure intends 1o establish architecture’s
autonomy, and to replace indifference
with interest. Thus, the innovativeness of
Meier's architecture is legitimized through
the awareness of tradition, a decisive
characteristic of his architecture. The
Stadthaus project is, therefore, not only a
convincing counter to all those polytheisms
with which critics of contemporary archi-
tecture seek to legitimate their confusion,
but it also shows that far from historical
form being lost as a result of abstraction,
it can be 3\9 very source of inspiration for
the new.

The Quotation as Architecture: The
End of Architecture?

“There is much emphasis made these days
on labels: Post-Modernism, late-Modern-
ism, Neo-Modernism, Deconstructivism. |
prefer to stay away from labels of any kind
as | feel that they tend to shift the focus of
the debates, in the universities, forums and
publications, from the real, relevant issues
in architecture today. There is no question
that any architect practicing today has
been influenced by the work of the Mod-
ernists, Corbusier, Aalto, Mies, and Gro-
ius. And |, obviously, am no exception,
t | have equally found much to examine
in the work of Bramante, Borromini and
Neumann. For my primary concerns have
been with making space, manipulating
volume, surface, ?orms and light info a
place. 28

Contemporary architecture is character-
ized by a multitude of tendencies, schools,
and interprefations. The appearance seems
to depend exclusively upon how the archi-
tect mmulotes the engagement with a
conception of architecture, something which
often results in extremely individual physi-
ognomic manifestations.”?® As a neces-
sary precondition for this, the architect of
course had first o gain autonomy from the
uniformity of functional construction. In a
parallel development, the architecture has
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18 MunserplotzHincharous of Uim/Donou In 2 presen siote

19  Swdthous Um project of 1990 {photo: Richard Meter,
Axchiect)
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tended fo represent himself as an artist in
order to emphasize newly gained inde-
pendence. Along with many other archi-
tects, Richard Meier published his mono-
graph in the familiar Renaissance tradition
of the artist presenting his ceuvre, fitling it
Richard Meier Architect. In this volume, he
published a photograph of himself in the
same pose as is represented in a self-
portrait by the mannerist painter Francesco
Mazzola, called ‘Il Parmigianino’ {1523).30
LFigures 27, 28) Once liberated from the
istoric compulsion of the functionalist tradi-
tion, the architect became master of an
inexhaustible pluralism of forms. Delvin
with uninhibited desire into the box o
"building blocks’ left over from the history of
architecture, he was at last free to ‘play’
with those forms so long denied. Stutigart of
Paris, New York or london, it doesn't matter
where: temples, columns, gable, pictur-
esque forms of all kinds became the popu-
lar requisites of the language of architec-
ture and were used with a facile viruosity.

The Quotation

Is it irony, musealization, memory, expres-
sion for the absence of the architect’s inspi-
ration, fashion, liberation from the function-
alist dogma, or merely expression of indif-
ference fo the categories of siylistic concep-
tion? While the phenomenon of the return
of the ‘quotation’ in contemporary architec-
ture raises a number of questions, in particu-
lar those of meaning and intention, above
all it indicates a decisive turn away from
international functionalism. And, the prob-
lem of the fate of architecture affer abstract
functionalism became a public concern
precisely because of this return to the histori-
cal quotation. One of the first architects to
engage the problem of transplanting forms
from the past for nonfunctional, merely
representational—purely aesthetic—pur-
poses was James Stirling in his project for
the reorganization of the town center of
Derby {1970), the prototype for Chatles
Moore's Piazza d'lialic in New Orleans
(1976-1979). (Figures 29, 30) The inter-
national museum competitions for the
Wallraf-Richartzz-Museum and Sammlung
ludwig in Cologne {1975), and for the
Kunstsammlung Nordrheinwestfalen in
Disseldorf {1 9%5) provided the impetus for
discussions about a new architectural lan-
guage. These projects apparently repre-
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sented the beginnings of a fundamental
shift in architectural discourse which would
culminate in the international competition
for the extension of the Stattsga-lerie Stuttgart
[1974-1977).3! They demonstrate a shift
in emphasis resulting in the increased influ-
ence of urban design problems on archi-
tectural conception. The necessity for ur-
ban space to be functional space has
declined and given way to the expectation
that urban space could be representa-
tional space which offers new and unfamil-
iar experiences. The influence of urban
design on architecture, the new autonomy
of the architect, the new relation between
art, architect, and architecture, and a
corresponding increase in projects for new
museum buildings defined the terms for this
new language of architecture. The quota-
tion—often utlerly superficial—became the
very medium of architectural conception;
in particular, the following four typical
‘quotations’ come into play in contempo-
rary architectural projects:

¥

TRy
= A

!

-

1. the formal stylistic quotation: architec- 20 Polozzo delo Roglona behwoen piozzo ond plazzsits, Clté
tural form detached from its historical o, Bergoma (phoko: Alinorl
confext;

North elevation

2. the abstract interpretation of urban
forms and patierns:  traditional urban
patterns adopted under the auspices of

e |

the ‘construction’ or ‘reorganization’ of i o
urban space; AAONAR.
T

3. the interpretation and transposition of
historical models based on an abstract- 21 Musoun ot the Decosotive Ars, Fronkiut, aoth elevalion
functionalist language of forms in connec- ’
tion with new materials: hightech archi-
tectural design;

4. intellectual rationales for projects based
on historical, architectural, and philosophi-
cal theory: architecture as project.

James Stirling’s design for Stutigart pro-
vided an initial testing groundg for the
project of quotation from the history of
architecture: The unmistakable classicism
of his plan recalls the great nineteenth-
century fradifion of the museum. Egyptian,
Greek, Roman, medieval, baroque, surre-
alist, constructivist, Pop, and so on: the
Elurclistic archaeological time-work could

e read with great ease even by the most
casual observer. The visitor is confronted

22 Siodhous Uim project of 1990 with smoll inner couryord
{phona: Richard Meier, Anchiect]
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23 Richord Mader, High Museum of A, Allonka, view from
entance romp Kword atfum, 1983

with a plethora of architectural quotations
whose seamless infegration cleverly sets
the slage for a public pedestrian way, a
kind of le Corbusian ‘architectural prome-
nade.®? [Figures 31,32} In the compres-
sion of passageways and axes connecting
the open spaces of the complex, Richard
Meier realized with his Museum fir Kunst-
handwerk in Frankfut-am-Main something
he further developed with his Stadthaus
project for Ulm—an urban program which
proposed a disposition oropen spaces
analogous fo spatial dispositions in the
house based on the casa in cittd e cittd in
casa formula, with a formal architectural
appearance related to early twentieth-
century architecture.3® Norman Foster's
Hong Kong and Shanghai Bank building
in Hong Kong {1982-1985) ushered in a
new era for skyscrapers. The abstract inter-
pretation of Chinese lampinions and temple
architecture in conjunction with a con-
structivist futuristic language of forms re-
lated to the work of Tatlin, El Lissitzky,
Lleonidow, Sant’ Elia, and the architecture
of the Russian Revolution from about 1927
now all manifested with updated materials
and processes of construction, brings to
architecture a completely new appear-
ance: hightech and representation, inno-
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vation and tradition come together in the
purest alliance.?4 (Figure 33} Adapting
old philosophical theories 1o the concep-
tion of architecture, Oswald Mathias Ungers
developed a system of building theories.
The “coincidence of opposites,” (Nicolaus
von Cues's Beryll, for example] suggests
the crchilecrurcg ?rinciple ot architecture
‘explaining itself. 35 Based upon investiga-
tions into the subject of space, Hans Dieter
Schaal pro a variely of ‘architectural
situations’ E)or creating space in architec-
ture. Vis-d-vis architectural tradition and
practice, such a theoretical approach is
not conceived or intended for realization,
but rather is condemned to the status of
‘project’ or ‘idea.’3¢ [Figure 34) In connec-
tion with Stirling’s direction, an intensifico-
tion of architecture by its objectification
through the use of historical quotation,
Ungers’s and Schaal's intellectual direc-
tion seems to be the opposite pole one
which defeats itself by virtue of the threat
of an architectural utopia. This, by the
way, is a characteristic already known
from the architecture of the French Revolu-
tion and from Piranesi’s architectural fanto-
sies. These examples make it clear that the
point of reference for the re-use of histori-
cal forms is fundamentally on abstract
intention, and that these forms are quoted

24 Noke Dome de Parts, view of fying bullresses Trom eost
[phoks: Jomes Ausiin)

because of an abstract interest in them. 1t
is interesting to note in this regard that the
architecture of the modern movement is
now quoted under the same conditions,
for example, as that of the nineteenth
century, and in many instances, the two
are quoted side by side. As such, the
modern movement itself is already under-
stood as a historical fact, which seems to
be the only precondition for its use as a
‘quotation.’

The philosophical and theoretical critique
of the postmodern in architecture posits a
negative estimation of the phenomenon of
the quotation. No solution to the problem
of postmodernism’s indifference to the
categories of siylistic conception is pro-
posed, and this critique ultimately negates
itself with the pronouncement that architec-
ture will be the cause of its own disappear-
ance. In fact, the postmodern quotation of
historical form underscores the importance
of historical distance which can lead fo an
aesthetic contemplation of architectural
appearance without incurring the reproach
ol conservatism. In this sense, the postmod-
ern becomes an aesthetic phenomenon of
modernism, contrary to the general convic-
tion that the language of forms belonging
to the modern movement can support no
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25 West portal of the Minster cothedral, Um/Donay

further development.37 As such, the histori-
cal form becomes the vehicle for the sur-
vival of the imagery generated by the
modern movement. It is not the destruction
of traditional form which makes possible
the genesis of new forms; instead, the
historic form is the site where new ideas
and concepts emerge. The abstract func-
tionalist construction—form follows func-
tion {Sullivan/Adler}—was the last step in
the abstraction of historical form from the
architecture of the nineteenth century. The
liberation of architecture through posimod-
ernism vis-g-vis this tradition occurred pre-
cisely because the radical turn away from
the functional dogma did not necessitate
sacrificing its basis in abstraction. At the
beginning of this moment—in the late
1960s—architectural language had two
possible directions: one went the way of
the further absiraction of the abstract func-
tionalist construction, with new materials
and new processes of construction—the
high-tech in architecture succeeded in
achieving a synthesis of abstraction and
representation without collapsing into a
new monumenialism; the other direction
extracted from historical forms an abstract

26 Wes! porial of the Miinsier cathedral, seen from southwest,
Uim/Donou

essence, demonstraling an exclusive inter-
est in the ‘abstract aura’ and the ‘abstract
secret’ of the forms.38 Both of these ap-
proaches guaranteed the continuity not
only of the formal language of modemism,
but also of the modern tradition of
abstraction. Aside from these two direc-
tions, the architecture of Richard Meier—
patticularly in his projects for cultural build-
ings—combines Enclionclism with a con-
cern for aesthetic form, one which defines
architecture as a new art of urban build-

ing.

Architecture as conceptual project {Ungers/
Schaal), architecture as the vehicle for
ensuring the continuity of modernist
abstraction {Meier], the high-tech (Foster),
and the ‘objectification ofg the abstract’®®
{Stirling) are decisive aspects which—along
with the often ridiculed historical quota-
tion—have given architecture a hopeful
direction, transforming indifference into
interest.

NOTES

1.

From ‘Richard Meier Architect’s Stolement,” in Museum
fir Kunsthondwerk Frankfurrom-Main, ed. Dezemat Bav
Hochbavamt [Frankfut-omMolin, August, 1985), 63
From Ernst Hubeli, *Das Abentever um die Ecke: oder die
Wiederentdeckung der Stadi,” Werk, Baven & Wohnen
10 [October 1985): 19
The Heort of the City: Towords the Humonization of
Urban Life, Eighth CIAM, ed. |. Tyrwhitt, ). L, Sen, E. N.
Rogers {london: Lund Humphries Publishers, Lid., 1952;
reptini, Lichk in: Kraus, Nendeln, 1979}
W, |. Siedler, “Sle wurden zu Mérdern der Stadt, Die
Bavhausmeister, thre ThGume und ihre Folgen,* Die Wel,
No. 69, 22 March 1986.
*Bedrickt cber siehen die Nochgeborenen vor den Be-
tonburgen, mil denen nach dem Zwellen Weltkreg die
schilfigen Ufer von Liebermanns gelleblem Flusslouf und
testikows melancholischer f shrenlandschaft zugebout wur-
den. Wos hier geschehen Ist, wor nicht Verrat on der
Modeine; es wor deren Yollsreckung. Wo immer die
grossen alten Manner dozu kamen, Hond on thre Utoplen
zu legen, gerieten die gleissenden Stétten der Zukunft zu
gen Orten des Banalen. . .;*
see olso W. |. Stedler, E. Niggemeyer, Die gemordete
Stad!. Abgesang cuf Putte und Strasse, Plotz uad Baum
{Berlin: Quadriga Verlog, 1964); and W. |. Siedler, E.
Niggemeyer Die verordnete Gemiitfichkelt, Abgesong
O\l',. s, , Yerkehesh Lq _.,undSkzdlt'“,"_,
[Berlin: Quodrigo Verlag, 1985}
Jocelyn de Noblet, Design, introduction & I'histolre des
formes Ind lles de 1820 & d'hui {1987); see
also l'influence du Bavhaus sur I'arch P
raine, Iravoux XV, Université de SointEtienne (S1. Ellenne:
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Hénaff, 1979), 86

Concerning Ulm, see Robert Scholl, Zusammenbruch und
Wiedergeburt einer Stadl, Bericht iber den Wiederaufbay
in Ulm [Ulm: Aegis Verlag, 1948).

See Rob Krier, Urban Space [New York: Rizzoli, 1979}
W, . Stedler, Weder Maas noch Memel, Ansichien vom
beschéidigten Deutschland [Stutigart: Deutsche Verlags-
Anstali, 1982}, 66; translation by author

See Max Graf, vor und nach Ulm. Werkstatibericht eines
HfG-Architekten von 1952 bis heute (Ziirich: Waser Ver-
lag, 1989); cf. I'école d'Ulm. textes et manifestes, exhi-
bition calalogue {Paris: Centre Pompidou, 1988) and
Hochschule fir Gestallung. Die Moral der Gegenstdnde,
ed. H. lindinger [Bedin: Ernst & Sohn, 1987)

. See discussions in the local newspaper Siidwest Presse

from 19 December 1985; 17 November 1986; 18
November 1986; 16 June 1987; 20 June 1987; 30 July
1987; 7 August 1987; 9 September through 7 October
1987; cf. P. M. Bode, “Ein Architekt enizweit die Siodt:
Heftige Biirgerprotesta gegen Neubau am Ulmer Miinster,
Abendzeitung, 18 September 1987, 8; and Manfred
Sack, “Blebt Ulm Ulm? Die Biirger stimmen Gber ein Werk
der Baukunst ab,” Die Zeit, No. 39, 18 September
1987; and Monika Zimmerman, “Héhenflug, Bauchland-
ung. Ulmer Minsterplatzeine hunderjdhrige Leiden-
sgeschichte,” Frankfurter Allgemeine Zeitung, No. 122,
27 May 1987, 29

Cathedral {1377} 161
melers in height.

. Protokollbericht ber die Sitzung des Preisgerichts Neu-

gestallung Minsterplatz Ulm/Compstition 1986, 15
November 1986. Gottfried Boehm, Alexander von Branco,
Kammerer-BelzKucher, Heinz Mohl, Muehlich-Horr,
Schaal-Borchard, Joachim Sch Unterlshner-Salzer-
Litz, along with Richard Meler, participated In the com-
petition; Hans Hollein did not participate.

. See the decision of 9 November 1989, from Tubinger

Reglerungsprésidium.

. See Museumsboauten Eniwiirfe und Pro]ekle seit 1945

exhibition catalogue, Dortmunder Architek
1979, Dortmunder Architekiurhefie No. 15 (Donmund
1979)

. L. B. Alberti, L'Architetiura (1485] 19; and, for example,

the following statement by Palladio: “La cittd non sia aliro
che una cerla casa grande, e per lo contrario la casa una
citié piccola,” from ! Quatiro Libri dell'Architstiura [Ven-
ice, 1570}, 1I, 12.

. Ertk Forssman, Palladios lehrgebdude, Studien iiber den

und Architekturtheorie bei
Almquist and Wiksell,

Zusc h ang von Architekh
Andrea Palladio {Stockholm:
1965), 86, 106

. See Bergamo, in the series Le cittd nella storia d'lialia, ed.

M. L. Scalvini et al. {Bari: Edizion! Laterza, 1987); cf.
Bergamo dalle origini all‘aliomedioevo: Documenti per
un‘archeologia urbana, ed. Raffaella Poggiani Keller
{Modena: Edizioni Panini, 1986)

. From a note on a poper dated 9 December 1945 by te

Corbusler; see also le Corbusier, Synthése des Arts.
Aspekte des Spdtwerks 1945-1965 (Berdin: Ernst &
Sohn, 198¢), 23.

See n. 14.

A first atiempt 1o regain ond 1o define the site for the
archilecture can be seen in Meier's designs for houses,
ond especially In his Ath in New Harmony,
Indiana (1975 1979); see also Die Wiederkehr des
Genius locl. Die Kirche Im Stadiraum-die Stadt im Kirch-
enraum, ed. M. C. Neddens, W. Wucher (Wiesbaden
and Berlin: Bauverlag, 1987}; and Christian Norberg-
Schulz, Genius loci: Towards @ Phenomenology of
Architecture (New York: Rizzoli, 1979].
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22.

23.

24,

25.

26.

27.

28.

29.
30.

31.

32.

33.
34.

Quoted from Richord Meier Architect's Siatement; see n.
1, Wranslation by author:

*In diesem Entwurf ist es ausserdem Aufgabe und Ziel von
Architektur-abstract und wérllich-zu leuchten, sowohl Licht
2u empfangen ols auch auszustrahlen und auf diese
Waelse eln Symbol zu sein nicht nur fir den eigentlichen
Zweck als Geb&ude sondem doriiber hinaus auch ein
Symbol fir dos kulturelle und wirtschofiliche Leben unserer
Zelt-ein Spiegelbild der formalen und < hen
Strukiur der Stad selbst. Somi ist das Grundschema nicht
nur elne Antwort auf die direkle Umgebung; vielmehr
Infensivier, vergrdssert und verstérkt es den Zusammen-
hang mit thr und mit dem Gewebe der Stad.”

See Camillo Sitte, Der Stadiebau nach seinen kiinstleris-
chen Grundsdtzen ([Brounschwelg ond Wiesboden:
Vieweg, 1983; reprint of work about urban space fo
Canillo Sitte, first published in Germany in 1889; see
Zrinka Rudez, Stadiraum, Prinzipien stédiebaulicher
Roumbildung. Eine U g iber die im Zeilraum
von 1880-1930 angewandlen Entwurfsprinzipien (Col
ogne: Kohlhammer, 1988].

For example:

. .Die Bestandteille des Ideals iberhaupt und ihre
Verhiilinisse philosophisch darstellen, wiirde schon schwer
genug seln, und die philosophische Darstellung des Ideals
aller menschlichen Gesellschaft, der &sthetischen Kirche,
dirfte vielleicht in der gonzen Ausfihrung noch schwerer
sein. . .°
in Fedrich Holderlin, Smiliche Werke, ed. Hellingrath-
Pigenot {Munich and leipzig: G. Mueller, 1913-1923},
Vol. lil, 403: “Brief an den Bruder” dated 1791; see also
Volker Plagemann, Das deutsche Kunstmuseum 1790

1870 [Munich: Prestel Verlag, 1967), 25-27

The some visual situation Is realized for the Inlerior
stucture of the new Wallraf-RichanzMuseum ond Sammlung
ludwig In Cologne [Busmann & Haberer, 1975/76-
1987).

Johannes langner, “ledoux und die ‘Fobriques”
Voraussetzungen der Revolutionsarchitektur  Im
landschoftsgarten,® Zeitschrift fir Kunsigeschichte 26
{1963}: 1-35.

Emil Kaufmann, Von ledoux bis le Corbusier. Ursprung
und Eniwicklung der aufonomen Architekiur (Stutigart: Ver-
log Gerd Halje, 1985}, 42; authot's Iranslotion

David Golloway, “The New German Museums,” Art in
America (July 1985): 74-88; see In particular 79.
Quoled from “Richard Meier: On Delining Architecture,”
Richard Meler: Building for Art/Baven fiir die Kunst, ed.
Werner Bloser {Basel and Boston: Birkhduser Verag,
1990}, 30.

Josef Paul Kleihves, from preface to Dortmunder
Architekturheft No. 15 {Dortmund, 1979},
Richard Meler Architect 1964/1984 [New York: Rizzoli,
1984), 380.

Vittorio Magnago lampugnani, “Riickkehr der Monumen-
talisien? Die Debalte Gber den Neubau der Stuttgarier
Stottsgalerie,” in Architecktur ols Kultur. Die ideen und die
Formen (Cologne: DuMont Buchverlag, 19864}, 171-
182

Neve Stottsgalerie Stutigart, ed. Ministery of Finance
Baden-Wiittenmberg {Stutigart 3/ 1984); see also James
Stirling. Die Neue Stalisgalerie Stultgart, text by Thorsten
Rodiek {Stutigort: Verlog Gerd Hatje, 1984); and,
Stephon Barthelmess, Das postmodeme Museum ols Er
sch gsform von Architekiur. Die Bauaufgabe des
Museums im Spannungsfeld von Modems und Postmod-
eme [Munich: Tuduv, 1988}, 62-122

Stephan Barthelmess, tbid., 124-168.

“The Hong Kong and Shanghal Banking Corperation,
New Headquarters,” ERCO, lichtbericht 24 |April 1986);

35.

36.

37.

and see Norman Foster, exhibition catalogue EFA (Parls
and Milan: Electra, 1986}

Oswald Mathias Ungers, “Uber das Recht der Architekiur
auf eine outonome Sprache,” Architektur der Zukunf,
Zukunft der Architektur, ed. Joedicke and Schirmbach
{Stuttgart, 1982).

See Hans Dieter Schaal, Architekionische Siiuationen.
Zeichnungen und Uberlegungen. (Berlin: Ermst & Sohn,
1986).

See, for example, James Stirling, “Regionalism and
Modern Architecture,” Architect’s Yeorbook No. 8: 65.

38 /39.

These descriptions have first been expressed by the
German palnter Markus Lipertz in an Inferview with
Walter Grasskamp on the occasion of the exhibition
Ursprung und Vislon. Neue Deutsche Malerel, ed. Minis-
terio de Culiura Direccion General de Bellas Artes y
Archivos {Modrid and Berlin:  Fralich and Kaufmann,
1984}, 43:

*Diese Bilder verbinden das Gestische mit dem Ge-
wollten. Das Schrifizelchen ist zuerst gesetzt und bestimmt
dann die Form des Hauses. Das Ist die Vergegensi&ndli-
chung des Absirakten, die jo mein gonzes Werk bestimmt;
indem Moment, wo sie aus einem Fussabdruck eine Séule
machen, ist diese Fussform pldtzlich Architektur, damit
habe Ich immer gesplelt. Durch diese Vergegenstéindli-
chung des Abstrakien ergbt sich dann eben eine neue Be-
deutung fiir so einen Fussabdruck; solche Hauser hat es
eben noch nicht gegeben in der Malerel, sie erinnem
zwar an alle Hauser, die es gibl, aber der Weg zu diesen
Héusern war eln anderer, und das Ist das Neue an meiner
Kunst, der Weg Ist o entscheldend. Wenn ich heute einen
Gegensland benuize, dann nur um seiner abstraklen Aura
willen, um sein absirakies Geheimnis zu erfohren.”
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27  Portrak of the orchitect Eom Richord Maler Archioct 1004
1984, New Yok, 1984

28 Francescs Morzoka, 1l Pammigioning’, sefporall In 0 comvex
mimar, 1523, Vienna, Kunsihisorisches Musoum
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30 Chales Moo, Pazza dickia, Mew Ordeons, 19751970
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32 Meue Staatsgolerie Shusgart, view from south

31 JomesSiring, plonof the Neus Siochigalerie Stukgan, 1977

1982

33 Nomon Foster 8 Associctos, Hong Kang & Shanghal Bank,

Hong Kong, 1985
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