DOFSBT/IH

ARCHITECTURE, MOVEMENT AND MIND
Paper to be read at the opening of the Architectural Summer
School at Motovun, Istria, Yougoslavia
on the 8th of July 198%

By Nold Egenter

length: * 30 min.

{. The Oceansteamer-subject{ in Modern Architecture

"The subject of movement - [is} the most decisive factor of
our times" said Gropius in 1914 in his contribution?! to the
yearbook of the Berman Werkbund. In the widest semse he meant the
importance of dynamisa in the expression of the new architecture
he among others had in mind. Egon Friedell, a cultwral anthropo-
logist didn’t share this enthusiasa. *lealous small trains, large
buses, tramcars {...) dominate the cityscape; expresstrains,
annually improved telephones , daily expanding telegraph systess
provide large distance-communications. This communication systea
doesn’t just lend man higher speed, but also uhiguity, He is
everyshere, conseguently nowhers, encompasses a total reality,
but by means of totally dead substitutes for this reality.”2
Sedlmayr too considers the tendency towards sovesent zs a main
characteristic of modern architecturs and thinks that “taking
architecture off the ground” produces fraiiness lin a psychologi-
cal sensel; and the alignment of architecture with the smachine
leads to emphasis of all which is scbiler “the utopia of dynanic
houses, brought down on the level of the ship, the airpla
aobile homes: clzarly a sv;mtﬂ for pan’s recent renunciation of
willing to have a place, a place where he can stay, a place hs
can build and rely on.®3

Architecture and movesent. One of the most important books of
recent architectural research works in this field of tensions
Gert Kéhler, MArchitecture in the light of symbolit decay: the
steaner-subject in modern ar:hitecture(. It tells us about a
paradoy. Strangs mothers gave dirth io sodern architscturs in th
tuenties: the gigantic oceansteamers at the turn of the century.

¥ihler chows the Euro-western elites geiting seized by an
immense fascination, Within a short time oreansteasers

us
atsssphers of rgen nio th F N
exactly shat was in the making; nobody was able to
whether it was 3 new kind of art, a new husani new aorals or
i

eventually a ch stratification, but everywhere

neople got up t 15t the past.®® Breaking away from
traditions. What i gains value by itself: novement, pro-
gress.

fnother developsent shaped those tises. Progress of industria-
lisation produced eeigration to the cities and an explosive
growth of population. In the frame of rising capitalistic ecenomy
cities developed rapidly into anonymous metropolitan crowds.
Bominating elites felt threatened and set themselves at the head
of evolutionary sovesents trying to selve stmg social problems
by newly conceived utopias: the new city, modern architeciure, a
new socisty; 2 new concept of man. The model: the oceansteamer,
e gigantic machine,
Kéhler shows how futurise begins to indicate the these by
charming machines and spesd, how then, in the Berman speaking
ares Haiter Gropius, Ernst May, Hans Scharoun, Dtts R. Salvisberg
and Erich Mendelssohn and particularly Le Corbusier in Paris
bagan integrate elements of steamers into their arc
like iron stairs, deck rails, porthole windows and protruding
balconies. This borrowing included basic design concepts ¢
linear addition of standard-deellings which were derived fros
steaner cabi Often t i tical elesents
protruding chisney- ”le flat roof,
was conceived arcnrdm vali
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alis srall temgz!es called aed:culae sacellae
varipus Roman Gods protected fields, streets and
grounds.
meaning - continued into medieval
christian altars and thus the poler patiern continued long into
religious Christian painting ustil perspective vies replaced it
gradually,'® Architectural expression of 'coincidentia opposito-
run’ as it characterises eg. the Hagia Sophia in the text of
Prokop thus is of oniological aeaning. Architecturs, movessnt,
mind.

setﬂnsen‘
Their sacred structure - always with cosmological

icons, sacred objects on

4, Dagobert Frey: monument and access route

In his extresely important study Foundations for 2 compara-
tive history of art {1949 Vienna, 1970 Darmstadt) Dagobert Frey
freed himself from the aethodelegy of style. Hidely spamned over
many cultures and styles he describes basic structures of
figurative art and sacred architecture, Similarly like in compa-
rative linguistics the »angagel of art and architecture can be
studied in regard to identical categories. Cosparing various
cultural areas implies “something common and continuously remain-
ing the same® he says. And the following is very important for
our approach: "Any polar opposition implies a common equality
which frames the opposition..." Polarity as a superior common
denoninator of various formally different but polarly structured
objects? We will return to this point later,

Ernest [. Hassold compared Frey with Wilfflin, but this
coaparison is problematic. Based on psychological grounds Wal4-
flin uses formal criterias for his analysis which results in the
distinction of two different styles. Frey staris from an apriori
of basic categories related to the human body and space percep-
tion (Kirper- und Rausgefihl}. *AIl pictorial art is figural or
spatial representation.” His hasic terss are thus derived from
the "subjective euperience of the environaent and its spatial
conditions.” This basic pair is further differenciated with the
basic categories “rest and sovement’ (Ruhe und Bewegung).? The
result are four pairs. Related to the physical body: the
’standing and procesding-subject{, And related to spatial per-

voa liboriup zus Triusphbogen. In Carlpeter
¥y ﬁf"ﬁxfektur und Sprache, Hinchen 1982
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ire and architecture are clase

sion of potentia

SamE  sense

n setiing up a monument within a
eless spatial environsent
al point
- and *The path on
corresponds to  movesen
pect ig thersfore the
the forus of percept

1 e ponusent includes the

ch a"terrscin‘ by
directional code, as the spatial
access-route, “"and the movese directed towards the
monusent or away from it. Or i sround it.5 Al
architecture is the creation of space by creating 2 sonusent or a
path.® {:8/13]

Further Frey connecis &

‘morphology’ with time, It thus
gains an anthropological dimension. The temporal experience of
basic morphological types yields "basic world- [or environmestall
perceptions.” In this sense Frey considers his  aaterials
"docusents" of the clash between the ego and enviromaent.
Standing posture and the monusent are related to movement and
path and the latter are structured in different aodes. g. type
(speed, rythay {ir-Jreqularity!, of experience of time {past,
present, futurel, form of procession (directed to goal, without
goal, circling around the monument).

Following Nietzsche {desonic tension hetween internal drive
and external reality), Rilke (all art springs from desiere for
securityl and Emanuel Léw fapotrophasic roots of art), Frey
coshines his patterns with a psychological motive, the need for
security and thus builds interdisciplinary bridges, Art is
connected with religion, ayth and philosophy by this need for
securing existence. Even if one has different reasons for this
context, this interdisciplinary approach is important.

Hith his four basic subjects Frey goes on an ispressive
journey along buildings and sculptures of afro-eurasian cultures.
It we linit ourselves on architecture, the dapnument-subject(
passes by at Egyotian pyramids, at ﬁes*wma 1 zmgurats, at the
tesple of the hellenic cultural area, at the towers and doses of
the Christian cccident, at the dome-s urches of
eastern Europe, In India Bhikharas, stupas and chaitya-hall are
discussed as well pagodas of the Far East and the Chinese
teaples and sacr 1 terrasses,
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4. Frey: monupent
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7. Conclusions and prospect
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