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During a personal approach of these spaces, with the body being the
most intimate mean of understanding the space, | tried to recreate the
heterogeneity inside a building testing the social thresholds, the etiquet-
te, how one should act in these spaces. Where Intimacy is considered an
essential, secret and even occult quality of the mapped space.

How can these introverted architectural elements being a language of
the public realm regain value of the society in this place? This street
needs a new identity within the perverted language of the postmodern
public private domain. How can these be changed, and how does the oc-
cupation of the space change the value given to these elements, without
reprogramming everything?
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“I'he ritnals of eating, Barah Wigglesworth wrote in 2002, ‘played
out on the plane of the dining table are similar to the rituals
of domestic life’ These drawings of a dining table before (top),
during (centre), and after (bottom) a meal, drawn by
Wigglesworth and Jeremy Till, explore how the relationship
between diners around a table can be compared to the
interactions between oceupants in the home. They formed
the basis for their design of the Straw Bale House (2001)

SARAH WIGGELSWORTH
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While Mapping these public spaces inheriting architectural language of the pub-
lic realm, but privately owned, | discovered that the thresholds, being the only or

multiple gateway was a form of expression onto the street, and paradigm of pub-
licness.
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Thematic Texts Geonrge Baker An Interview with Pierre Huyghe

An Interview with Pierre
Huyghe, George Baker

George Baker: 1 would like to start by asking you why you are now living in New

York, and invite you to introduce the project of your recent Dia installation,
on view here in New York before the Dia Center closed last January.

Pierre Hupghe: 1 came to New York for that project.
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But are you living in New York now?

Yes, I have been here for more than a year. I originally came to New York to
begin work on my Dia project, some nine months or so before the date of
the exhibition. The exhibition is now closed, but the project still continues.
Already in the summer of 2003, I saw-or rather listened to, since it was
a recorded lecture-a piece of yours in Nicolas Bourriaud’s Mapping show
at the Palais de Tokyo. This lecture seemed to consist in part of thoughts
leading to the Dia work Streamside Day Follies. There was also a whole series
of documentary images of the area in the Hudson Valley with which the
work is concerned.

That lecture was a sort of thinking out loud about the intentions and
parameters of the project, from the theories of Fourier to early American
proto-communist communities to the town of Celebration, Florida. It was
also an attempt to understand how the artists originally involved with the
Dia, like Robert Smithson and others, had played with the protocols of
exhibition, and how they shifted the notion of representation.

What do you mean by protocols of exhibition?

There is one word which I can never translate into English and that word
is imstance. Lyotard used it in the sense that interests me in Linstruction
Paienne, where he speaks about les instances du recit. 1t refers to the
momentum of a narrative. But you don’t understand what the protocol of
an exhibition is? Broodthaers played with the protocol of exhibitions, the
rules.

The conventions? The display?

Yes. Land art, Minimal art, Conceptual art-these artists were all involved
in the reformulation of protocols of exhibition and representation.

But the Dia has a very specific history of engaging with this generation of
artists and allowing for new types of projects and exhibitions to emerge.
Absolutely. So being aware of this, I wanted to try to incorporate the history
of this practice and in a certain way to register the manner in which there
had been a shift in terms of these issues between the “Dia generation” and
my own generation of artists. The earlier artists were mostly concerned
with space and sculptural resolution, whereas temporal issues seem to be
more important today.

So you wanted to stress a shift from strategies that reformulated exhibition
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1 Pierre Huyghe. Streamside Day Follies. Dia Art Foundation, New York, 2003.
Photo: Pierre Huyghe. All images courtesy Marian Goodman Gallery, Paris and
New York, unless otherwise indicated.
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protocols in terms of space to one that would open up these protocols in
terms of time?

Perhaps. Think of Smithson’s Spiral jerty (1970). My interest was not in
creating an object that escapes the exhibition frame only to merge with
the landscape in its scale, but to do this more in a temporal sense. It would
no longer be something in the middle of nowhere, no longer subject to this
fascination of the Earth artists with the empty desert. My work would be
precisely in-between the city and nature, in-between this place of meetings,
signs, and corporations, which is the city, and nature.

Your terms here though are spatial. You are saying that you wanted to
locate your work between the city and nature, and in fact in Streamside
Day follies you locate the work in suburbia. Temporally, I guess the parallel
would be a desire to locate your work between history and nature, history
and myth.

You can call it suburbia, and this in-between often collapses into what
we call suburbia, but the work was not about suburbia. I simply wanted
the work to be neither in nature nor in the city, and ultimately to base
my action not on the production of a physical form but on an event. And
yet, at the same time, this event would have a kind of permanence not
unlike Smithson’s production of a material object like the Spiral Jetty. The
event would not be a performance exactly, because a performance arrives
and it dies. Although, as in the theater, it can sometimes be replayed. The
replay really is the most important thing. It is not the event anymore that
is important, it is the replay. If artists in the 1960s and the ‘70s used to deal
with this idea of event, performance, action-Kaprow, for instance-the
representation of the event was not incorporated into the conception of
the project. But now things have changed, and ultimately representation
or images became more important than real events. We can see this with
the current war, we can witness the way the media twists an event, the way
representation is dictating the event. Today, an event, its image, and its
commentary have become one object. There is an interchangeability in
their occurrence and an anthropophagy.

Okay, that is very complicated, although you wrote about it a little in the
short piece that I translated for October 100. We need to unpack what you
have just said. Your focus here on a replay, on repetition, on the use of
representation-it would allow us to link Steamside Day Follies to your
earlier projects, to the repetition embodied in a work like Remake (1994-
95), for example, where you remade Hitchcock’s Rear Window scene by
scene with amateur actors, or the ambiguities occasioned by your various
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2 Streamside Day, 2003. (Production shots.)
Photo: Pierre Huyghe, Aaron S. Davidson, and Guilherme Young.
3 Streamside Day. 2003. (Video still.)
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billboard projects, insertions of fictional representations into the spaces
of everyday life. First, however, can you comment on the Dia work’s title?
Streamside Knolls is a new village in upstate New York on the Hudson
River. Streamside Day is the celebration of a custom invented for this new
place, and it took place a month before the opening of the exhibition at the
Dia called Streamside Day Follies.

Itis the “follies” that I want to hear more about. Can you detail very quickly
the work’s various elements, as a viewer experienced them at the Dia?
The exhibition is a mise-en-sceéne for Streamside Day and presents a project
for a community center. The galleries are empty. Walls situated in different
rooms slowly begin to move toward the main space. The migration ends
when they form a new territory in the center of the space. A temporary
pavilion thus appears in the exhibition space. It remains in this form for
as long as it takes to project the film that I made about the celebration in
Streamside Knolls. When the film ends, the pavilion comes apart and the
walls go back to their original places. The pavilion prefigures what will be
the mechanics of the community center. As the white mobile walls move
away from their original position, they reveal a green iridescent verso,
evoking perhaps the Emerald City, but also revealing a series of green
drawings on the walls of the space. The one at the entrance announces the
construction of the community center.

Let’s return to your notions of an event and of representation, and how
they work in this project. Representation was the key critical term for
art practices in the 1980s. One often spoke then about the “critique of
representation.” Your understanding of representation, however, is quite
different from the artists of that moment. As is your desire to double events
with new representations, to submit historical representations to further
repetitions, to disseminate in a certain way an event, a representation, an
image.

What interested me was to investigate how a fiction, how a story, could in
fact produce a certain kind of reality. An additif of reality. 'm not speaking
about change here. In Streamside Day Follies, 1 wanted to create a fiction
that would lead to a féfe, a celebration, an event that could be repeated. If
we take up a musical metaphor, we can call this fiction a “score,” and its
enactment a “concert.” If we take up the metaphor of cinema, we could call
it a screenplay. And if we take up the metaphor of theater, we can call my
intervention the creation of a script, after which comes the play-and even,
a few years later, the possibility for the reinterpretation of this same play.
So how precisely “scored” was the event in Stzeamside Day Follies?
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The “score” was before the event; the event in that work-the celebration-is
the “play.”

Well, did you write a scenario?

I didn’t write anything. It was not about planning. It involved the provision
of a kind of structure, within which things could happen.

You were involved in the creation of a situation, almost in the Situationist
sense of the term.

It is the production of a situation: that was the project of Streamside Day
Follies. Inventing the rules of a game, the scenario for a situation that can
locally affect a reality. It is a ritournelle, a time-score.

Are you interested in the Situationist precedents here? Some relation
to détournement or derive runs through so much of your work (like Trajet
[1992], or Extended Holidays 119961, or Les Passagers [1996]). But for this
project, were you specifically interested in the Situationist negotiation of
what Bataille called /a féte?

Yes, I'm interested in the idea of a celebration, in festivals and rituals.
I wouldn’t say, though, that the Situationist ideas constitute the main
horizon of the work. And yet what is important to me in this regard is
the idea of play, and of the game, /¢ jeu. The purpose of art is to involve
both; the game is the quintessence of art. The situation I created was about
setting up a platform, creating some characters-or elements, if one doesn’t
want to use the theatrical metaphor-for others to use.

So what were these elements in Streamside Day Follies?

My score involved the idea that I would set up a time-based event, and
it would be a celebration. Hopefully, if the event is successful, this
celebration will be repeated, on the same day every year. It will be like
Halloween, or like Christmas. What is Halloween, at its source? There is a
scenario for this event too. What are we celebrating? We are repeating the
fact that children in Ireland, at the moment of the famine, had to go from
house to house to beg for food. It is now more complicated than that; there
have been many added layers. But Halloween is a commercial fiction.

It is interesting that you pick Halloween. It has been celebrated for a long
time in the United States. But I remember when 1 was living in France
in the late 1990s, it seemed a new import at that time, with a marketing
campaign to match. Halloween is a relatively new celebration in France,
right?

It is like four years old there. We used to import products, and now we
import traditions, invented traditions. I wrote a small piece on this,
published in the Munich catalog on my work.! What is a celebration? A
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celebration is supposed to be something that we have in common, that
we share, and that we celebrate because of this common basis. It is like
a monument. But unlike a monument, an event can be renegotiated each
time it is repeated, although this is rarely the case. Mainly, planting a
custom is about setting up a stable repetition. It is a marketing strategy,
and all you need is to fill the year with traditions, to create a permanent
celebration.

For Streamside Day, I was searching for something that the community
shared-what was the minimum common denominator between all these
people? The answer I came to was that everyone came from a completely
different place, and so the idea of migration would have to be important.
Of that, at least, I was sure. And I was sure about another thing: with this
community, they were coming to this specific place because of nature, an
attraction to something like that old, old American idea of the wilderness.
Streamside Day Follies wasn’t really about new home developments; it wasn’t
Dan Graham’s Homes for America (1966-67). The community here was
attracted to ideas of ecology, ecotourism, environmental issues. They were
interested in going backward-it was, in a sense, postmodern. The homes
in Streamside Day Follies were being advertised, literally, as “postmodern
housing.” It was about going back to the past, tradition, nature, animals-
ways of life from the past.

Now, I was not interested in critiquing any of this. I happened upon this
real-estate development by chance. In my language, we would call this a
“village,” something like a small town that had just been born, like in the
gold rush. It had just been created. Given that newness, I would create a
past for this place, or I would link this place to a past, something like the
idea of a Founding Day for the community. The score as I envisioned it
would concern itself with the two elements of migration and environmental
issues, and then it would take the form of a celebration day, like Halloween,
or Christmas.

Exactly what elements constituted your score? What was planned out?
How did you work with the community?

You are assuming a lot about what I did. I just came to the community
and proposed that there should be a celebration. They were in agreement,
and wanted such a celebration. I wound up being a kind of celebration
designer.

But what did you design?

An event that would focus on the shared ideas of migration and the
celebration of nature. The village was decorated with white and green and
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4 Huyghe. La Toison d’or. 1993. (U,'vent in thefardin de ’Arquebuse, Dijon.)
Photo: Pierre Huyghe.
5 Huyghe. Chantier Barbes-Rochechouart. 1997. (Billboard, Paris.)
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silver balloons and banners. My first idea was to start with a long parade,
beginning with all of the city service vehicles parading into the town-a
police car, fire truck, school bus, Mr. Softee. The parade reenacts the idea
of migration. This is exactly what happens in New York City, with all the
different immigrant parades. The fact that they walk here, it signifies the
fact that they have arrived. I wanted there to be some floats, very simple
floats. It should all have this very polystyrene smell, very artificial, the
smell of Dunkin’ Donuts. I was looking at images of many American
celebrations. Also, I was thinking back to pagan rituals, and so decided
that this parade should then progress to what you always have since man
lived in the caves: music and food. I was interested in finding out what was
pagan in this neoliberal community.

I had the Mr. Softee music slightly altered by a musician. We set up a
stage. On the stage, ultimately the mayor of the town gave a speech, a
lecture of welcome. Then the developers spoke. After this there was time
for the people to eat, there was a small concert, and the children of the
community played games.

You contributed these ideas for the event? Or was the community involved
in planning the day?

I drew up all the aspects of the day, but then I let it go.

And you filmed it.

From the moment of my early work, I never script something in a totalizing
way. I provide a framework, and then I let the framework go and things
happen within the framework that are subject to chance, to interaction.
These things are beyond my control.

How would you say Streamside Day Follies connects to your earlier work?
There is the obvious connection to your early event La Toison d’or (1993)-
the costumes, the mythic elements, the children. Literally, your “score”
seemed to borrow various elements from cinema, from representations, to
be inserted into the space of a new community-I think of the references
that your film of the event makes to Walt Disney’s Bambi (1942), but also
to the Halloween scene in Steven Spielberg’s E.T. the Extraterrestrial
(1982). There are surely mythic references as well-with the parade and
the children one thinks inevitably of the Pied Piper. Some of your earliest
works were billboard projects, where you would hire actors to pose at a
construction site, or at a supermarket, performing the actions of labor or
of consumption that take place in reality at those sites. You doubled the real
here with a fictional documentary image, as if one were to take something
like the staged documentary of a Jeff Wall photograph and assert that the
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truly disruptive place for such a construction is not the gallery wall but
the space of the street. Streamside Day Follies seems a logical outgrowth,
however more complex, of those early works.

It is absolutely linked to the Association of Freed Time — L'Association des temps
libéres — which is otherwise one of the bases of all my work.

Can you describe this project? I think we might call the piece in English
the “Society of Freed Time.”

The Association of Freed Time was my contribution to a group exhibition,
Moral Maze, organized by Philippe Parreno and Liam Gillick at the
Consortium in Dijon in 1995. I associated all of the artists in this
exhibition, giving a social reality to the time of a collective show. The
result was to turn the exhibition not into the end goal for various artists’
works, a simple place for the exhibition of products, but to turn the
time of the exhibition into a departure point for other projects, other
scenarios. It was a way to extend the time of the exhibition to other
projects of indeterminate length- The House or Home? (1995), Mobil TV
(1995/1998), or Temporary School (1996), and even later on the project
No Ghost just a Shell (1999-2002).

This seems a key idea for you for a long time. To open the space of
exhibition, to make of its time a time of process.

It is less a question of “process,” which is too linear, but of a vibrating
temporality. I was thinking of the exhibition as a departure point, not a
place of resolution or conclusion-I was interested in how one can free an
exhibition from this temporal format. I mean, why should an exhibition
last five weeks? Why not six months, why not a year, why not a lifetime?
Why not one day? Why not an hour? The time of visibility should be set in
accordance with the projectand it should be open to discussion. I am always
concerned with the notion of a format, and with reformulating whatever
the given conventions might be-whether I'm considering a magazine, a
film, a television program, a celebration, an exhibition. Daniel Buren in
a sense “freed” space from its given scenario, and from its conventional
uses. I associate myself with a linked impulse. It is a re-negotiation.

Two things come together in the Association of Freed Time that seem to run
through all of your work. On the one hand, you react to the conventions
of an art exhibition by collectivizing the work of exhibition itself. You
form groups, you collaborate with other artists. This is an old avant-garde
ideal. On the other hand, this collectivity and this collaboration work to
frustrate the notion of any sense of the completion of an exhibition or the
production of a stable art object. You often refuse to produce an object for



85

PH:

GB:
PH:
GB:

PH:

GB:

PH:

GB:

PH:
GB:

Thematic Texts Geonrge Baker An Interview with Pierre Huyghe

a specific exhibition space, but you instead use the time of the exhibition
to do other things. The idea seems to be to open the exhibition to further
projects, to a set of proliferating events. I think especially of your work
with and collaboration with Philippe Parreno. You de-emphasize the
idea of a singular artist producing work for an exhibition space, and you
de-emphasize the production as well of an object for that space. It is
extremely difficult as an art critic to even react to such a practice. We have
neither a singular author nor a complete object in any one given scenario
or situation or exhibition.

That is an accurate description of some of my work, but it is not a rule. It
is not the only way I work.

You are fearful of this working mode becoming its own convention then?
In a certain way.

But unfortunately, despite your efforts, that conventionalization seems
to have happened. Maybe this is part of the reaction of other artists
and curators to your work, as well as a more general reaction to Nicolas
Bourriaud’s arguments in the book Relational Aesthetics. Collaboration
and the open work have been taken as an increasingly dominant recipe
for exhibitions and for art practice today. However problematically,
collectivity is asserted and the art object disappears.

We are not interested in this vaunted “disappearance” of the art object. We
are not returning to that old trap.

In fact, Streamside Day Follies, while it involved a temporal event and a
community, resulted in a rather well-defined set of objects in the space of
the Dia.

Actually there were no objects in the exhibition. I do believe, however, that
art objects should be seen as transitory, they are in-between, they are not
ends in themselves. They have an outside. I shouldn’t keep returning to
him, but this is exactly what Buren showed us. Buren revealed the outside
of painting.

The outside: I associate this term with the thinking of Maurice Blanchot
or Gilles Deleuze, especially his books on cinema. What are the important
“outsides” to your practice? I should clarify what I mean: we could have a
discussion of the importance of certain artistic histories for your current
ideas and strategies. We could talk about Buren, but we could talk too
about John Cage, it seems to me ... both you and Parreno have made works
referencing Cage, like your Silence Score (1997), or Le carillon (1997) ...
Rirkrit Tiravanija has too.

... we could talk about Situationism, or the décollagistes, or Nouveau Réalisme
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more generally. That discussion of artistic precedents is one thing, and
it is a discussion we should have. But the “outside” of your practice
often seems to be related to fields that touch upon the visual arts but are
not proper to them. I am thinking of the following fields: architecture,
design, cinema, and music. These four seem especially symptomatic and
important to your specific practice as a visual artist.

PH: There are others.
GB: I ask this question because one of the reasons I am interested in your work
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is precisely the difficulty I feel in attempting to “place” it-within avant-
garde traditions, within a history specific to visual art. Your questioning of
what you have called “formats,” your opening up of exhibition conventions,
has led to the production of new forms and alternative formats that are
extremely puzzling at times and difficult to place. This, it seems to me, is
of course a good thing. We are not reassured by any stable reference to the
past in your work, at least not all too often.

I am interested in an object that is in fact a dynamic chain that passes
through different formats. I am interested in a movement that goes through
and between some of the fields that you mentioned.

You mean that you are trying to create a chain of connections between
these fields? Between art and architecture and cinema ...7

No, I don’t care about that at all. I am not saying that everything is equal.
I am not echoing that sentiment from the early 1990s that you can just
abandon specificity and say, okay, now I am acting as an architect, now I
am a designer, and so on. I believe each field is absolutely different and
singular, and what in fact is interesting about each is its difference. I am
more interested in what we can call topological systems.

This term “topology” comes up a lot in discussions of your work, or that
of Parreno. It is a term Parreno uses, for example, when he writes about
your work. I know artists here in New York, like Gareth James, who are
completely devoted in their practice to an idea of topology, but perhaps it
is understood differently. What do you mean by it?

It is about how you use something. It refers to a process of translation.
However, when you translate something, you always lose something that
was in the original. In a topological situation, by contrast, you lose nothing;
it is a deformation of the same.

It sounds like you are referring to a process of exchange, as in capitalist
exchange.

It refers to an equivalence.

Why are you interested in this idea, in this activity? It has become a
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6 Huyghe. Remake. (1994-95)
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working method-for you, for Parreno, for others too.

In a way, it is rather structuralist.

Okay, but I'm not understanding why there is this attraction to topology,
to choosing a model of practice that has to do with translating one object
into another type of object, one practice into another field of practice.
Let me cite Parreno on topology and your work. He seems to connect the
topological to specific works by you such as the billboard images, Trajet,
the movie Remake, the film Les incivils (1995), your works dealing with
pieces by Cage. Parreno writes:

Topology is concerned with the relative positions of figures, a question of
points, the set of which defines spaces .... A donut and a cup of coffee are
topologically equivalent because they describe the same space. An object
is a more or less complex situation which can be transformed into another.
By deforming it, by pushing it to its limits, we discover its affinities with
what exists outside of it. ... To blow up an inner tube is to transform it
topologically.?

Can you describe how topology might be said to work in some specific
works that you have completed?

It is the fold of a situation. It’s a way to translate an experience without
representing it. The experience will be equivalent and still it will be
different.

I am wondering why the fields into which you shift your own practice seem
so consistent-architecture, design, cinema, music. All four fields were
present in your 2001 Venice Biennale installation, Le Chdteau de Turing.
You mean, why am I not interested in anthropology, medicine, sociology?
Why these fields?

Yes.

I am interested in fields which at the given point of my own practice are
actively shaping behaviors. And I am also interested in those fields that are
part of what we call “entertainment,” basically. So I would add television
to your list of course too. I mean, think of a Frank Gehry building. I don’t
know what you call such a practice. Sure, it’s architecture, but. ... It is also
entertainment. There is a friction and a transformation now in these fields.
So when I work with an architect, like Francois Roche, he is aware of this
transformation, and the work is very different. We exchange ideas that are
not primarily specific to our own practice.

What have you done with Roche?

What have we actually built? Nothing. But as happens in architecture, we
have completed two proposals for architectural competitions, and we are
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7 Huyghe. Les Incivils. 1995.
8 Huyghe. Le Chateau de Turing installation. Venice Biennale, 200".
(Les Grands ensembles, 20071.)
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9 Huyghe with Francois Roche. Chantier permanent. 1993.
Photo: Pierre Huyghe.
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thinking about a project for a community center for Streamside Knolls. My
first encounters with Roche centered on an investigation of the practice
of building housing developments in Italy, which led to the work Chantier
permanent (1993).

When I think about your projects as a whole, it seems to me that this early
work-it was one of your first-can be seen as an allegory for your own
practice, for all of your work.

Perhaps.

How would you translate “chantier”? Shanty?

Construction site.

Permanent construction site.

Exactly. It does have the smell of Cage about it, doesn’t it? But I didn’t set
out to make a work about my own working procedures.

In retrospect, however, Chantier permanent seems to be a model for
a practice. The project deals with homes that are built in Italy and the
Mediterranean that are left unfinished even after they are purchased, in
some cases with the intention that they should be perpetually unfinished.
The project revolves around the ideas of planning and scenario, ideas that
were becoming important to artists with whom I have been associated.
Planning, for example, has been taken up as a model by Liam Gillick and
developed in a much more theoretical way.

It occurs to me: if Chantier permanent can be seen as a model for your
practice, at the same time you can’t get any further from the ideas embodied
by the content of that early piece as you do in Streamside Day Follies. What
I mean is that they are completely opposed types of housing projects. But
perhaps they are also bookends within your own practice, and its internal
transformations from the early 1990s to today.

I don’t know if I can respond to that.

Then let’s discuss in more detail the earlier work.

Chantier permanent focuses upon the negotiation between the necessary
and the contingent in architecture. It looked closely at a type of vernacular
architecture that was left purposefully open to a future potential. Actually,
it is about the present. It concerns the establishment of what we can call
an “open present.” One responsive to any and all incidents that may occur.
These houses were forms that were created as platforms, ready to be
activated. Itwasin factless about planning, less about what Gillick has been
interested in, than about scenario. The instability of the situation creates
a permanent transitory state. The houses are a form of construction done
without an architect, but more than that, they represent an open scenario,
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a form of potentiality, of possibility.

And your work with this housing type consisted simply in documenting it
photographically? Writing about it with Roche? These houses reappear in
one of your earliest and most important films, Les incivils.

It was an imperfect piece. The first idea was indeed to document and
record this type of architecture. I traveled to the Mediterranean with a
professional architectural photographer from Domus magazine. I originally
hoped to give these documents to an architecture critic in order that this
person might write about these buildings.

And ultimately you gave them to Roche?

Yes, in the end, it was Roche.®> The change being that he is not a critic
but a practicing architect himself. No matter. In fact, the interest at the
beginning was to have a whole series of interpretations of one thing.

So, just as the homes are available to infinite adjustment and future
additions ...

... I would invite a group of people to interpret and read these buildings,
this phenomenon. The project was to produce a document, and then
distribute it to a series of commentators, in effect. Later, in my work, I
would do much the same thing in Mobil TV or in the No Ghost Just a Shell
project. And I have also done the same thing with Streamside Day Follies.
There, I have made a film, documenting the event. I have given it, again,
to Roche for commentary; he will build a community center. I will give it
to Dave Eggers, the novelist, and to other writers to write about it. Some
people made drawings and photographs, and a singer came to produce a
song.

Interesting. But what I find compelling about Chantier permanent is that
the “open houses” that you were documenting are left open as a form of
fraud. Leaving the building unfinished is a way that property owners can
escape paying taxes.

Precisely.

Well, then that becomes more interesting if we can accept that this
piece is a model for your own practice, for this focus on the open work.
Chantier permanent is a deeply fraught type of open work. It is born from
fraudulence. It’s a tax shelter.

It is about “making do,” as Michel de Certeau put it. Yes, it is a tax issue,
and this occurs all across the Mediterranean. If you don’t finish the house,
you don’t pay taxes on it.

In your early work, you seemed attracted to working in Italy. After Chantier
permanent would come the film Les incivils, which returned to the same
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What are the values we aim to integrate?

When do these buildings become shared
environments?

These buildings can and should in fact be seen as cleverly
engineered systems, efficient in their energy use and ready for
adaptation to survive different life cycles. In that sense, reusing
existing structures is a search for opportunities in how to
improve their performance.

source: 51N4E
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INTERVIEW WITH PROF. FREEK PERSYN, 6.10.20 17.30
On the table lies an areal picture of the Thurgauerstrasse quartier.

What | am interest in is the bigger scale, the kind of masterplan for the future of Thurgauerstrasse - both
sides of it. | do believe that what you did with your office (Testplanung Thurgauerstrasse West 2014 by
51n4e) could have something to do with the empty surfaces of the other side of the street. So the first
question would be: what would have been your attitude when you would have known that one could use
the other side of the street as well (in the planning of the bigger district).

| think that one thing that got lost in franslation with the project that we did is that we had to do
a model that was very much at the centre of the discussion and this was showing a kind of volume. The
idea behind it (the 8 floor long slab, n.d.r.) was to create a kind of envelope but it was not thought to be
the footprint of the actual building. So if you imagine that there would have been cuts in that envelope you
could somehow... that the actual shape of the building would develop over time, it was not pre-defined.
And | think that’s what caused confusion, because people took it as a kind of continuous form. So that’s
a mistake that we made. We should have maybe shown better that it could be interpreted differently. So
we never wanted to create this kind of wall of buildings. And the reason why we didn’t pre-define the
cuts was the fact that it was interesting that you could also have a very small building. So that you could
have a Genossenschaft that builds a building that is just 15 m wide. Because if you predefine the shape of
the building too much, in a way you only enable one type of operation. And the plan that they chose has,
| think, a bit of that problem. It’s all similar operations which is empowering a certain kind of business,
a certain type of real estate. So to come back, if this (Thurgauerstrasse east) becomes empty, what |
would have taken from this and brought to that, is maybe this idea, of how you could have different sizes
of operations. Different ownerships, maybe. This is also what we tried with the project North and de-
monstrated in a way: it was a building imagined for certain type of use, and we tested very different types
of uses. It was something that we proved, in a way, that those buildings could become something else.

Do you think that you could do that because you were on site

Of course. Because you start to reason with what you have rather than what you think it should
be.

Another thing that we tried to do with a project (with typologies) is to look at how to minimize the cir-
culations, because that’s what makes the building expensive, is this typology (T-form) is very interesting
because you can activate a lot of the floor with only one or two cores. So one way to read this (Thurgau-
erstrasse East, n.d.r.), is to read the amount of vertical shafts that you have and maybe to activate them
differently.

What potential do you see in the moments where programs come together?

If you design what is common, which is maybe the ground floor or the staircase, you could change
the building without completely defining what the actual use would be. We have made in Albania a buil-
ding which we started to call “program neutral building”(TID tower, n.d.r.). It’s a tower, and the tower
stands on a base, and if you look back at the design we have made three things very specific: one was to
make the envelop specific, and this has to do with the fact that you can see the building from everywhe-
re in the city, we have made this space that is part of the base, and that frames a specific monument, so
suddenly you have a golden cupola.

Now if | look at this plan, | could imagine investigating this in-between spaces, spaces that are shared
between buildings - but one should see how the plots exactly are. One exercise one could do would be,
look at this buildings, imagine that this is something, and this is something else (two sides of one building,
n.d.r.). And so once you start to design this as a common space, | think you change quite a lot the way
how this buildings perform. You might then enter the building from here, and the building is suddenly in
between a garden and a truck parking.

What we imagined when we were making these, that this would eventually, all of this (Einfamilienhduser



in Grubenacker), would become like, maybe restaurant. But that’s maybe irrealistic fantasy. But the
idea was that this would become informal and more active. That it could start to respond to that.
But they don’t have to. But the idea of this informal backyard, | thought it could have been a nice
meeting space.

The fact that Grubenacker residents formed a Genossenschaft might also be a potential for the pla-
ce. Their recourse against the masterplan shows that the Gestaltungsplan might not be the solution
for the plot.

They did? Well, that’s great (laughs). But they’re a bit late, aren’t they?

Well one provocation that you could make is, if all of this is empty (Thurgauerstrasse West), why
don’t we turn this into housing first, before you start building the other one?

Would you see a potential in the horizontal connection (through cooperatives as actors)? Like buil-
ding the main housing on the west side and the secondary rooms on the east side, such as guest
rooms or student rooms?

Yes absolutely. | think this is something that, at first sight, this site suffers from. That ever-
ything on this side is treated longitudinally in the street direction; then the street is treated totally
differently and on the other side of the street there’s another thing, a sub-divided one. | think if you
would start changing the in-between, like creating relationships, | think then you start changing the
neighborhood. But anyway the advantage of the strategy that you propose, is that you can still leave
the ownerships of the plots - this makes it less complicate.

Anyway, if you start to think from what is common, you also produce a certain freedom in
the other things. So for example you design this galleria, and the rest around i quite a bricolage. But
bricolage is also, to certain extent, life.

So that’s also something that you can show. If you take one building and start defining all that is
common then maybe other things can become much more messy.

Do you see this in the planning of one building or also in the planning of the whole?

Of course you could see this within one building or in the planning of the whole.
We tried to do drawings like this, in an urban project, To represent what is there in a good way,
or in a specific way, is also a project, | think. Because often, the way how you draw something
prevents you also from seeing something. You could make a careful drawing of all the in between
spaces, and every fence and so on, and you could make very small interventions. And this would be
also very powerful.
Often when people have to go through something small, there you have the opportunity for so-
mething collective. | have the feeling that the space is now quite vast. | was here recently (Hagen-
holzstrasse 80-100) it’s huge, it’s really a vast space.
One could read that it was planned in a very big scale.

The type of drawings you make can also help to zoom in on very small things and make them mea-
ningful. You might also not have any architectural design, but an architectural sensibility.



Bodily sensation and muscle movement are closely rela-
ted to visual perception (photos by Eadweard Muybridge,
188T7)



Psychogeographical Mapping hodological space
(drawing by Hans Dieter Schaal, 1978)
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It was well into the detailed design of the project that, at an alco-
hol-inspired brain-storming
session off Times Square in 1962, we decided on the name Fun Pala-
ce for our short-life
conglomerate of disparate, free-choice, free-time, voluntary activi-
ties, planned as a public
launching-pad rather than a Mecca for East London.

CEDRIC PRICE
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Cedric Price

Fun Palace for Joan Littlewood
Project, Stratford East, London,
England
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During a drive up to Cambridge in October 1961, the internatio-
nally renowned British theatre director Joan Littlewood tells her
new friend Cedric Price about her life-long dream. She envisages
an alternative kind of social space, an experimental space where
the public can freely interact in new ways, endlessly stimulating
their creativity and broadening their knowledge. As if in passing,
she wonders whether architecture might play a role. Price, a 26
year old architect, doesn’t answer. But soon he quietly starts to
design a space that radically challenges most traditional assump-
tions about architecture. Lacking floors, walls, or a roof, this huge
“antibuilding” is a vast mechanism that allows arrays of different
kinds of space to be suspended in any position and continuously
adjusted, moved or removed according to the changing needs of
up to 55,000 simultaneous visitors. The only fixed element is a
grid of 75 steel towers that rises high up from a vast horizontal
plinth and is straddled by a giant gantry crane passing overhead.
After 10 years, even this framework will go. Fun Palace is to be
a celebration of the temporary, a huge machine dedicated to the
transformative power of the ephemeral and unpredictable flow
of creative forces. Price and Littlewood work on the project for
over 5 years in a relentless yet unsuccessful campaign to get it
built. The dream remains a dream, but so radical that
architecture has yet to recover.

Mark Wigley
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»Now we’ve reached the mo-
ment where the life expectan-
cy of a building is shorter than
the life expectancy of the inha-
bitants. [...] It means that the
building rests shorter than your
own life.You will never transmit
your building to the next gene-
ration, so why should you then
invest all the other non econo-
mic aspects of value?«

Guillaume Habert, Professor for Sustainable Construction
ETH Ziirich, Interview 14. Oktober 2019







The German term «Schwelle» refers to the basic beam that carries the structure of a
wall. In the first instance, then, it is the place that fixes the boundary between inside and
outside, private and public, pure and impure, warm and cold, cosy and uncanny. In archi-
tecture, «Schwelle» also designates the strip of wood, stone or metal forming the bottom
of a doorway - the threshold where one crosses between realms, where the closure of
the four walls is dissolved. The threshold thus articulates the idea of the open house, of a
total connectivity between the space and the environment. At the same time, over the past
150 years, the threshold has been the locus of technological development, as people have
continually sought new ways to organise, demarcate and control this space that is open on
all sides. A reflection on these changes can be observed in the visual arts, in the destabili-
sation of the “aesthetic border” that mediates between pictorial space and reality.

The current Threshold Atlas is - in its contentual and ironic differentiation from the usual
genre of structural engineering compendia - at last a comprehensive manual for practical
but culturally and historically reflected design of entry-, passage- and throughways. In
design decisions has it ever been considered how an automatic door closer disciplines its
users, how biometric access control fragments the body or what mirror glass says about
late capitalism? An analysis of the background of concrete architectural elements and
technical objects says much about the conventions and conditions of present-day building.
Starting with specific elements and technical apparatus of the threshold, the authors take
a conceptual look at the diverse fields of discourse concerning thresholds and the relati-
onship between the inside and outside, and which at the same time determine architectural
practice. What changes are the design and significance of physical thresholds undergoing
and how are they modifying conventional ideas of space?

Architecture, in a historical deterministic perspective, can be viewed as a technological
system that is expressed in ‘objective’ parameters such as construction, material or functi-
onal operations. Correspondingly, the history of architecture can be understood as a his-
tory of its technological development, which is focusing on innovations. Yet, architecture is
not only technology but also belongs to the field of commodities. Accordingly, the techno-
logical developments not only lead to the change of the built environment but also to a ch-
ange of their experience and their use. Biometric controls, motion detectors and different
media of telecommunication such as the Intercom lead to an extension and change of the
perception of the human environment. Nevertheless, the origin and the significance of the-
se technological developments can only be understood within a wider cultural context, as
an expression of new, real or imagined needs, or as their representation. This article uses
the architecture of the threshold as an example to examine these questions. The threshold
separates the public and private sphere, private and common property and self-determined
and over-directed action. As an architectural element or spatial configuration, it highlights
historically specific, culturally determined zones of transition, in which certain gestures
and activities are performed.

LAURENT STALDER



Von Absperrgitter bis Zeitmaschine

Editorial

Der vorliegende ,Schwellenatlas” ist — nach zohlreichen boutechnischen
Kompendien wie dem Fassaden-, Dach- oder Holzbauatlos — endlich das
umfassende Hondbuch zur gebrouchsorientierten, kulturell und geschichtlich
reflektierten Gestaltung von baulichen Ein-, Aus-, Durch- und Uberggngen.
Wann wird bei Entwurfsentscheidungen schon je in Betracht gezogen, wie ein
automatischer TirschlieBer seine Mutzer diszipliniert, wie biometrische Zu-
gangskontrolle den Korper fragmentiert oder was Spiegelglos iber den Spat-
kapitalismus aussogt? Dabei verrét eine Auseinondersetzung mit den Hinter-
griinden konkreter architektonischer Bauteile und technischer Gegenstéinde
einiges Uber die Konventionen und Bedingungen gegenwiirtigen Bauvens.

Ausgangspunkt dieser Ausgabe ist eine Reihe von Forschungsseminaren
iiber Mikroorchitekiuren des Offnens und Schlieflens, die an der Assistenz-
professur fiir Architekturtheorie am Institut fir Geschichte und Theorie der
Architektur (gta) der ETH Zirich stattfanden. Mit sinem interdisziplingren An-
satz, der okiuelle Untersuchungen zur anonymen Architekiur mit Frogestellun-
gen der Technik- und Kulturgeschichte verbindet, richieten die Seminare sinen
differenzierten Blick auf die Objekte der gebouten Umwelt und ihre Ent-
stehungsgeschichte. Im vorliegenden Heft wird diese Recherche weiterentwi-
ckelt und zugespitzt: Ausgehend von spezifischen Bauteilen und technischen
Apparaturen der Schwelle nehmen die Autorinnen und Autoren unterschied-
liche Diskursfelder des Ubergangs in den Blick, die das Verhalinis zwischen
Innen und AuBen gedanklich fossen und gleichzeitig die architektonische
Praxis mitbestimmen. Das Heft widmet sich der Froge, welchem Wandel die
Konstrukfion und Bedeutung baulicher Schwellen unferiegen und wie sich
Raumautfassungen domit verGindern.

Die Beitriige sind alphabetisch geordnet. Ein Glossor erzahlt Episoden der
Technik- und Kulturgeschichte von 45 Schwellenelementen, die auf ihre Rele-
vanz fiir die aktuelle architektonische und riumliche Praxis befrogt werden. Fir
zehn Elemente rugen Autorinnen und Autoren verschiedener Disziplinen ver-
tiefende Essays bei. Diese spannen den Bogen vom automatischen Tirschlie-
Ber iiber Drehtiir, Fahrstuhl, Fenster, Jalousie, Kérper-Scanner, Millschlucker,
Spiegelglas, Strichcode bis hin zum Telefon. Sie reflekfieren die Zusommen-
héinge zwischen Architektur, Technik, sozialen und kulturellen Bedingungen und
fragen damit nach dem Stellenwert von Diskursen Uber Privatheit, Hygiene oder
Sicherheit fir die Architektur. Interviews zeigen auf, wie unterschiedlich die
Schwelle in den Kulturwissenschaften und in der architektonischen Praxis
gedacht wird. Die Bildiofeln des Glossars dokumentieren an Schwellen gene-
rierte visuelle Informationen, Amweisungen fiir den Gebrauch, sowie bauliche
Abwandlungen und Umndeutungen von Offnungen.

Unser besonderer Dank gilt Georges Teyssot, auf dessen grundlegenden
Arbeiten zur Schwelle in der Architekiur dieses Heft aufbaut.

Efke Beyer, Kim Forster, Anke Hagemann, Laurent Stolder

Dank

Wir danken der Gostredaktion fir die hervorrogende Aulbereitung des
Forschungsmaterials sowie fiir die gute und unermiidliche Zusammenarbeit
wihrend der letzten onderthalb Johre.

die Publikation der umfongreichen
Nikolous Kuhnert, Anh-Linh Ngo
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Einleituni

Préa_liminarien

Laurent Stalder

Etymologisch, nach Grimms Worterbuch, meint die * Schwells den Grundbal-
ken, der einen Aufbau tréigt. Schwelle kommt also nicht von schwellen, son-
dern von griinden (germ.: ,svelo”). In der Architektur bezeichnet die Schwelle
jedoch nicht nur den unteren Querbalken einer Konstruktion, sondern guch
den des Tirrahmens. lhre Bedeutung ist also eine doppelte, widerspriichliche.
Sie ist auf der einen Seite der Ort der Griindung eines Bauwerks, on dem dis
Grenze zwischen innen und aullen, privat und &ffentlich, rein und unrein,
warm und kalt, heimlich und unheimlich fixiert wird. Auf der anderen Seite
ist die Schwelle aber auch der Ort, wo diese Grenze iibertreten werden kann,
wao die Geschlossenheit der vier Wiande aufgelost wird und die Beschrankt-
heit abgesonderten Fiirsichseins” mit der Unbegrenztheit aller Wegerichtun-
gen” verbunden wird, wie Georg Simmel treffend in ,Briicke und Tir” [1909)
Uber den Eingang notierte.

Diese doppelte Eigenschaft der Schwelle umschrieb der Anthropologe
Arnold van Gennep bereits 1907 in Les Rifes de Possage mit den Begriffen
der ,Grenze" und der Randzone”. Bei der Grenze werde ein  bestimmier
Raum” durch die rituelle Setzung ven ,Grenzsteinen oder Grenzlinien” ous-
gesondert und Fir Fremde unzugtinglich gemacht. Im Gegensatz zur Grenze
sei die Zone ein neutrales, rwischen den Grenzen liegendes Gebiet, das sich
sowoh| auf der Ebene des Territoriums wie auch in seiner stadfischen Ent-
sprechung in Dorf, Stadl, Quartier, Tempel eder Haus wiederfinde. Dobei, mit
abnehmendem Mafistab und Grad an Offentlichkeit, reduziere sich die Zone
von einem landschafflichen Roum, wie Wiste, Sumpf oder Urwald, iber das
einzelne Bauelement, wie das Tor in der Mauer, die Plorte zum Quartier oder
die Haustiir bis hin zum einzelnen tekionischen Bauglied, wie dem einfachen
Stein, dem Balken oder der Schwelle. Nach van Gennep ist also die Schwelle
durch ihre Doppeldeutigkeit zugleich Grenzlinie und Verbindungsraum.

Auf von Gennep berief sich einer der grafiten Schwellenkundler des 20.
Jahrhunderts, Walter Benjamin, in den 1930er Jahren. In ihrer konkreten
Materialitat erkannte er die Schwelle nicht nur an Tir oder Tor, sondern ouch

4

an der Klingsl, om Aulomoten oder Glickspielopporat, um gleichzeitig |
dieser modernen Entwicklung eine Vedlichfigung der immer unkenntlich
und unerlebter werdenden Ubergiinge festzustellen: Das Einschlafen, so nofie
er im Passagenwerk, sei vielleicht neben dem Erwachen die letzie Schwelle
erfohrung, die geblieben sei. Domit stellie bereits Benjomin jene zunehmenc
Absirohierung des Schwellenbegriffs fest, die sich im heutigen Sprachgebraw
durchgesetzt hat. Zwor findet sich die Idee der Grenzisberschreitung in de
Wendungen Reiz-, Hemm- oder Aggressionsschwelle, des Schwellenlands od
der Epochenschwelle, doch sind die mit dem physischen Ubergang verbui
denen Sprachwendungen wie , Uberschreiten der Schwelle® oder  Schwelle di
Todes”®, wie der Kulturwissenschaftler Thomas Macho notiert hat, kaum nox
gebriuchlich. Von seiner trodierfen riumiichen oder zeitlichen Funkfion g
trennt, wird der Terminus heute vormehmlich metaphorisch gebroucht. §
offensichiich sich im Sprochgebrauch eine zunehmende Absirahierung di
Begriffs nachweisen lasst, die Mocho mit dem Bedeutungsverlust von Rituole
in der Modemne gedeutet hat, so offensichilich ist aber ouch, dass die Schwel
in der Architekiur diesen Wande! nicht nur Gberdovert hat, sondern dass s
durch eine Reihe von neven Apporaten oder Moschinen erg@nzt worden it
Die festigessellte Mentalisierung des Begriffs weist somit weniger auf eine
Verlust als auf einen umfossenden Wande! in der materiellen Entwicklung ur
im Gebrouch der Schwelle hin — mit entsprachenden Konsequenzen fir d
Architektur. Diesen Frogen ist dos vorliegende Heft gewidmet.

Das neve VersiGndnis von Roum, dos Benjamin in den anonymen Arch
fekiuren des spaten 19. Johrhunderts entdeckie und insbesondere am Beispi
der Passoge beschrieh, ist zu seines Zeit ouch durch die kinstlerische un
architekionische Avantgarde mit Nachdruck thematisiert worden. Um befre
zu sein, so Sigfried Giedion in Befreites Whhnen (1929), misse man &
.gedifnetes Hous” finden. Es durfe _kein Gelfithl von EINGESPERRTSEIN" oy
kommen lassen, misse _leicht, lichidurchlossend, beweglich” sein. Zwei Jahi
zwvor hatte Le Corbusier in seinen 5 Punkien zu einer Neven Architektur” d



architekiurtheoretischen Grundlogen zu dieser Auffassung geliefert und mit der
Auflsung der Mauer in eine klimatische Membran und tragende Pilotis die
Befreiung des Plans” auch konstruktiv untermauert. In der Folge solbe dos
uffene Haus zu einem zentralen Thema der Architektur des 20. Johrhunderts
cvancieren, sei es unter dsthefischen Prémissen mit dem Begriff der Trans-
parenz” (Laszlé Mohely-Nagy, Colin Rowe), unter sozialen mit dem Konzept
des ,pychogeographischen Raums” [Guy Debord), unter technologischen mit
der Idee des ,environment” (Reyner Banham) oder unter medialen mit den
Begriffen der ,Schnittstelle” oder des ,Warteraums® (Peter Sloterdijk).

Diese Entwicklungen sind jedoch nur die eine Seite, wurden doch die tra-
ditionellen Eingangsarchitekiuren wie Tiir, Tor oder Portikus in den letzten 150
Johren durch eine Reihe von Techniken ergtinzt, welche die unterschiedlichen,
den tektonischen Aufbou der Architektur durchbohrenden Stréme von Per-
sonen, Dingen, Flissigkeiten oder Informationen regulieren: zum Beispiel
Apporaturen, wie * Drehkreuze, * Schisbetiiren und * Air Curkain, technische
Gerdite wie Klingeln, * Tirsprechanlogen und Kartenleser, oder Infrastruktur-
einrichtungen wie * Miillschlucker, * Fahrstuhl und Wasserleitungen * ®esrh=he_
In der Tat stoflen an der Schwelle zwei gegensitzliche Krife der zeilgenss-
sischen Architektur aufeinander, deren Hierarchie sich im Laufe des 20. Jahr-
hunderts nach und nach umgekehrt hat, Auf der einen Seite steht die immer
wieder theoretisch untermauerte Vorstellung vom offenen Hous und schwellen-
losen Raum, die die vellsténdige Vernetzung mit der Umwelt anstreben, auf
der anderen Seite, von der Geschichtsschreibung weitgehend ignoriert, eine
Reihe von Techniken, die sich in den letzten 150 Jahren entwickelt haben,
um diesen allseits ofenen Roum immer wieder neu zu organisieren, zu be-
grenzen und zu kontrollieren. Auf der Schwelle finden diese widerspriichlichen  werden
Bedingungen ihren Ausdruck, in ihrer konkreten Materialitet, wie auch in
ihrer Auswirkung ouf den alltdglichen Gebrauch und die Wohmehmung von
Architektur.

Aus einem technischen Blickwinkel kann die Geschichte der Eingangs-
architekturen seit der Milte des 19. Johrhunderts als eine scheinbor fortlou-
fende Auseinandersetzung mit den beiden Anforderungen des Schlieflens und
des Offnens verstanden werden. Entsprechend kann man die Entwicklung ven
der Tir zum Luftvorhang bis hin zum Netzwerk als kontinuierliche Verbesse-
rung eines technischen” Gegenstandes lesen, in dessen Verlouf sich die
inhérenten Widerspriiche (Durchlass und Verbol] und Widersttnde [Gewichi
oder Material] in scheinbar immer kohérentere Strukturen ouflssen. Nicht
zufdllig wird gleichzeitig mit dem Beginn einer umfassenden Mechanisierung
der Architektur in der Mitte des 19. Jahrhunderts auch die Wohnung dls eine
Machine & habiter bezeichnet. Wie Georges Teyssot aufgezeigt haot, wird
diese Ingenieursdefinition der Architektur von zwei Genealogien geprogt, die
um 1840 konvergieren: zum einen von einer sonitdren, welche auf die Lex-
okte Quantifizierung des Fluidums® ausgerichtet ist, zum anderen von einer
technalogischen, welche neben der maximalen Ausnutzung der R&ume auch
ihre ,vollsttindige Programmierung” erstrebt. In einem umfossenderen Sinn
wird also in der Machine & habiter — folgt man Peter Sloterdijk — das , Wohnen
explizit gemacht”, indem ,die Existenz als Aufenthalt architekionisch, asthe-
tisch, juristisch” entfoltet wird - mit entsprechenden Konseguenzen fior dos
riumliche Versténdnis von Architektur und ihren Grenzen.

In seiner Studie The Archifecture of the Well Tempered Environment (1949,
deutsch Die Architektur der wohl-temperierfen Umwelt, in: ARCH+ 93, 1988)
hat Reyner Banham am Beispiel der Architektur Le Corbusiers aufgezeigt, dass
die technischen Errungenschaften der Machine & habiter die Maglichkeit der
Auflasung der traditionellen tragenden, schiitzenden, isolierenden Wand in
einzelne eigenstindige funkfioncle Bestandteile eraubt haben: Die Glaswand
gegen den Regen, der brise-soleil gegen die Sonnenstrahlen, der mur neutro-
lisant gegen Kilte oder Hitze und die schallisclierte Wand gegen den Larm.
Diese grundsatzlichen Veréinderungen in der architektonischen Praxis spiegeln
sich on und auf der Schwelle wider. Durch die Stoffelung der Raumbegren-
zungen sind auch die Ubergénge von einer klaren tektonischen Grenzlinie in
eine Ablolge kontinuierlicher Schwellenrume berfithrt worden: von einer
einheitlichen, klaren Grenze zu einem Grenzraum, von einer einzelnen Grenz-
marke zu einer Abfolge von Grenzmarken, von der Grenze ols Trennendem
zum Grenzbereich als Verbindendem, von der Schwelle zum Schwellenraum.
Garontierte die Tiir eine klare Trennung zwischen Aulen und Innen, so hoben
die Differenzierung der Eingangsarchitekturen und der Einsatz von techni-

schen Apporoten eine Aubpliterung der Schwelle in eine Ablolge von
einzelnen Schwellenelementen mit ihren sigenen Grenzziehungen mitgebracht,
eine unzihlige Reihe eigensttindiger olfokiorischer, sicherheitstechnischer,
hygienischer oder kimatischer, zum Teil koum voneinander unterscheidbarer
Spharen .
Aus dieser ive, die bewusst auf die Schwelle fokussiert und die
zunehmende Performanz der Architektur in den Vordergrund riickt, kénnen
die Architekturen des Uberganges ols Apporate gelesen werden, welche die
einzelnen Funkfionen der Schwelle, wie Licht- und Luftfithrung, Blickverbindung
oder die Erschlieflung von Réumen regulieren. Apparate sind aber, wie Bruno
Lertour om Beispiel des * sutomafischen Tinchlisliers oulzeigt, anthropomorph,
nicht nur weil sie vom Menschen gestaliet sind und seine Handlungen edeich-
tern oder gonz ersetzen, sondern weil sie diesen auch Gesiolt geben, indem
sie den Durchgong reglementieren und entsprechend dem Benutzer und
seinem Kérper Hondlungsvorschrifien vorgeben. In der Entwicklung der Ein-
gangsarchitekturen spiegelt sich somit nicht nur die Tendenz zur Differenzie-
rung der unterschiedlichen Funktionen der Schwelle wider, sondern auch eine
der Grenzerfohrungen — etwa Erkennung, Durchgang und Reinigung durch
einen lris-Scanner, eine automatische * Dretiiir oder eine * mobile Desinfek
tionsschleswse — wird nicht nur der Ubergang zeiflich und réumlich frogmentiert,
sondern ouch die Wohrnehmung des Karpers: Kérperteile, die den Sensor der
Lichtschranke animieren, Karperhiillen, die durch den *K&mper-Sconner
ubgﬂn#ﬂwuﬂen Orgone, die in der biometrischen Kontrolle erkannt
* mtemtiectn Sevicktehes==3  |denfitdten, die durch einen Zaohlencode
oderamlhﬂeudmﬁleslgunlhwarﬂm Dieser dividierte Korper, der in
seiner Gonzheit erst durch die Passoge der einzelnen Grenzen erfchrbar ist,
kernt kein Innen und Auflen mehr, sondermn nur noch ein douerhaftes Mitter-
drin, keine Grenze mehr, sondern nur noch mégliche Margen, keinen
Ubergang, sondem nur noch einen doverhoflen Durchgang. Dabei ist, wie
Gillion Fuller oufgezeigt hat, die Wohmehmung dieses Grenzen iber-
schreifenden Karpers nicht mehr nur réumlich differenziert, sondern auch zeit-
lich, hinterlassen doch die unterschiedlichen Grenzpassogen unterschiedlich
dauerhahaﬁpurmmmnﬂmdngmm
verbundene Innovationen sind somit nicht ledig-
hcﬁiadwsd'um Sie spiegeln nicht nur die RotionalifGt eines immer weiter
verfeinerten technologischen Systems wider, sondemn spannen ouch ein dis-
kursives Feld auf zwischen den widersprischlichen Vorstellungen von Komlort,
Sicherheit oder Hygiene auf der einen und Disziplinierung und Konirolle ouf
der anderen Seite. In der Multiplizierung dieser ononymen Apparaturen im
Loufe des 20. Johrhunderts scheint jenes von Michel de Certeou beschriebene
Jverstreute”,  verkleinede” und _polyvalente” Feld der sozialen Praxis letzt-
endiich seine materielle Entsprechung gefunden zu haben. Auf der Schwelle
werden die unterschiedlichen Erzghlungen gefesfigt: in der * Drehtir die Ein-
und Ausschlussmechanismen der modernen Groflstadt, im * Fahraiuh! die
Verhandlung zwischen Innen- und AuBlenroum im mehrstackigen Haus, in der
* Jolousi= der wechselnde Umgang mit der Froge der Repriisentalion, im
* Karper-sconner die zunehmende Karfierung des Karpers mit elekironischen
Daten, im * Millschlucker die unterschiedliche Handhabung von Abkall im und
ouer Haus, im * Spisgeigios die Vorstellungen von &ffentlichem Roum, im
* Sirichcode Konsumverhalten und Kontrolle und im * Telsfon die mediale
Vernetzung des Individuums. Diese Erzghlungen, die den Raum ousbilden und
gliedern, hoben in den zohlreichen, die troditionelle Tir erganzenden tech-
nischen Erfindungen ihre moterielle Verlestigung gefunden. Dovon zeugt die
Schwelle. Sie ist somit ouch im Gberfrogenen Sinn eine Stondortbest
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Drehtiir Permanente Umwalzungen

James Buzard

Die meisten Architekturhistoriker haben der Dreh- tiir keine Beachtung geschenkt, ebenso wenig
die Philosophen der modernen Stadt und die Historiker des Kaufhauses1. Nur wenige Kiinstler,
Schriftsteller und Filmemacher haben erkannt, welche symboli- sche Kraft der Drehtiir innewohnt
und welche kul- turelle Leistung sie darstellt. Dabei handelt sich es sich doch um eine allgegen-
wértige - vielleicht darf man sagen: zentrale - Technologie des modernen Lebens. Die Drehtiir,
die in der Regel aus drei oder vier Glasfliigeln innerhalb eines kreisrunden Wind- fanggehéuses
besteht, erweitert die Wirkungs- moéglichkeiten ihrer ,,inhdrent vieldeutigen® Glas- scheiben,
indem diese die Raumlichkeit und die Erfahrung der Schwelle neu konfigurieren. Material und Ort,
Glas und Schwelle - jedes fiir sich ,,ein Bereich, in dem ein Austausch zwischen Innen und Auf3en
stattfindet, ein Bereich, der die Verletzung des Raums ebenso wie das UmschlieBende und Be-
schiitzende deutlich macht“ - gehen durch die spezifische Aufteilung von Raum und Bewegung in
diesem architektonischen Wunder eine intensive Beziehung ein. Die Drehtiir ist die einzige Art von
Tiir, die zugleich ein Raum ist, sodass man sagen kann, man befinde sich ,,in der Tiir".

Charlie Chaplin, The Cure



» 1 he Flaneur ... actually discovers and invents passages even when he recognizes them as points

of rupture in the city’s fabric. The flaneur disturbs the continuum of habit as well as the fabricated
coherence of the urbanistic ratio. Walking thus assumes the status of a paradigmatic act which rein-
vents discontinuity at the heart of uniformity, an act that therefore discovers otherness at the heart

of homogeneity.*

Stavros Starvides in Towards the City of Thresholds



Fenster
Zwischen Intimitdt und Extimitat Georges Teyssot

Es definiert viele gegensatzliche Rdume: die AuBenwelt und das Inte- rieur, was von Licht beleuch-
tet wird und was im Schatten bleibt, das Sichtbare und das Unsichtbare, das Offentliche und das
Private.

Erkennt man den aktuellen Verlust traditioneller 6ffentlicher Rdume an, wird eine Neubestimmung
der Grenze zwischen 6ffentlicher und privater Sphare unumganglich. Daraus erwéachst die Frage,

ob wir uns einen 6ffentlichen Raum vorstellen kénnen, der auf Pluralitat basiert, der nicht in seiner
Einzigartigkeit und Besonderheit, sondern als Teil einer Vielfalt von Orten wahrgenommen wird.
Durch die Neuen Medien haben sich die Grenzen zwischen Intimitat und Offentlichkeit verschoben
und so einen digitalen Flaneur und ein weltweites Dérive (Umherschweifen) entstehen lassen. Diese
neuartigen Grenzziehungen lassen bislang unbekannte Lebensbereiche entstehen, die zwischen
Individua- litat und Kollektivitédt changieren. Themen wie der Blick, Aufstieg und Verfall der Pri-
vatheit und das Konzept eines Zwischenzustands stehen dabei zur Diskussion. Zudem kdnnten die
Verdnderungen im Verstédndnis der Elemente Fenster, Tiir, Rahmen und Bildschirm Aufschluss darii-
ber geben, wie diese im neuen Gewand zur Entstehung eines virtuellen Terrains oder einer digitalen
Topographie beigetragen haben.

,»Die eigenen vier Wande*

Das viktorianische Konzept von Privatheit und Offentlichkeit griindet auf der rdumlichen und juris-
tischen Konstellation der Wohnung. In diesem Sinne wur- de in Frankreich 1791 eine erste gesetzli-
che Verfiigung zur Unverletzlichkeit der Wohnung verabschiedet. Tiirschwellen, von diversen Wéach-
tern und Haus- meistern gehiitet Pfdrtnerloge, werden zu komplexen Filtern zwischen Innen- und
AuBenwelt. In der ersten Hélfte des 19. Jahrhunderts gewinnt der Ausdruck von den ,eigenen vier
Wianden® als Schutzzone fiir das private Leben seine recht- liche und soziale Bedeutung. Der fran-
zOsische Begriff intérieur bezeichnet nun nicht mehr die Innerlichkeit des Herzens und der Seele,
sondern die rdumlichen Voraussetzungen fiir Gliick und Behaglichkeit. Von der Grenze zur Schnitt-
stelle

Die Idee der Grenze an sich ist zu hinterfragen. Nach Paul Virilio werden Grenzen heute durch
Schnittstellen von Mensch und Maschine markiert, nicht mehr durch Hauserfassaden oder Parzel-
len.22 An die Stelle der Unterscheidung zwischen privat und &ffentlich, zwischen Haus und StrafBe
tritt fiir ihn eine neue ,elektronische Topologie®, in der die scharfe Trennung zwischen N&ahe und
Distanz aufgehoben ist. Die Erforschung der Schnittstelle von Mensch und Maschine hat die Kyber-
netik als grundlegendes Prinzip der Entwicklung eta- bliert: Von der Steuerung der Maschinen iiber
selbstregulierende Systeme bis hin zur Vorstellung des Korpers als einem Informationssystem sind
wir in- zwischen bei der Simulation von Sinnesreaktionen fiir virtuelle Umgebungen angelangt.



Unter dem Gesichtspunkt der Leistung als Paradigma der Architektur der Moderne kann die umfas-
sende Transformation des Verhaltnisses zwischen innen und aufBen, privat und 6ffentlich, und Kérper
und Umwelt aufgezeigt werden.

Technische Objekte, reproduzierbare Mikroarchitekturen, fungieren dabei als Dispositive zur Opti-
mierung der Leistung von Architektur, um gewiinschte materielle und soziale Interaktionen hervorzu-
bringen.

Die konkrete Rolle von Dingen in der Architektur der Moderne l&sst auf die Verdnderung in der
Betrachtung und der damit einhergehenden Gestaltung der Umwelt schlieBen, die charakteristisch ist
fiir die Umwalzungen der Moderne. Anhand der Luft, des Teppichs, des Glases und der Leitung zeigt
sich wie die Kontrolle von Fliissen und Milieus aus Energie, Materie, Information und Menschen zum
definierenden Moment der Gestaltung sozialer Raume wurde.

Luft — Seit der Moderne kann Architektur erstmals als die gezielte Konzeption von Umwelten durch
technische Hilfsmittel gesehen werden. Peter Sloterdijk sieht den Ursprung der Schaffung von
»Atmosphédren” fiir die Konsumgesellschaft in den Innenrdumen der glasiiberdachten Passagen des
19. Jahrhunderts, in denen durch die Kontrolle von Luft artifizielle Milieus geschaffen wurden, um
Waren zu verkaufen. Die Kontrolle von Luft, nicht mehr als reine Metapher oder gar nur als Materi-
al, sondern als Substanz und Ding, ermdglicht die Auflésung fester Grenzen zwischen innen aufB3en
und zur Schaffung von angepassten Umwelten fiir den menschlichen Kdrper. Dies geht einher mit der
Verschiebung von einem mechanischen Versténdnis des Kérpers hin zu seiner Reduktion auf biologi-
sche Funktionen, die im Verlauf der Moderne zu einem dominierenden Parameter raumlicher Gestal-
tung werden.

Luftvorhang: Ein Dispositif, der eine immer geschlossene und immer offene Schwelle zwischen innen
und auBen gewahrleistet — Trennung zw. innen und auBen wird minimiert — doppelte Krafteinwir-
kung der Sogwirkung und Windkraft — in den spaten 50er Jahren Entwicklung eines einfach re-
produzierbaren Moduls fiir Eingédnge mit Luftvorhang in der Nachkriegszeit Veranderung von me-
chanisch betriebenen Drehtiiren zu energiebetriebenen Luftvorhédngen — Luft wird immer mehr als
Material oder Ding in sich genutzt

Walther Prokosch / Emanuel Turano, Pan AM Terminal, 1960: ,,Luft als Wande®“ — vollautomatisier-
te Maschinerie, die zum Komfort der Gaste beitragt — Gewahrleistung eines Klimas entsprechend
Komfortvorstellungen wird zur Aufgabe von Architekten

Allison & Peter Smithson, House of the Future, 1956: ,vertical tube of unbreathed private air”, wel-
ches liber jeder Einheit steht — Privatheit als Hoheit liber saubere Luft

Warren Chalk, Cushicle, 1965; Hans Hollein, Mobiles Biiro, 1969: das auf der Welt sein griindet sich
hier nicht mehr wie bei Heidegger auf der , Lichtung®, sondern allein auf das ,,in der Luft sein“ (ohne
Bauen als priméare Kategorie der Existenz — Vgl. Heidegger: buan (sein) — bauen)

Teppich — Der Teppich wird in der Gestaltung von Arbeitsrdumen im 20. Jahrhundert als Garant

fiir Komfort die Art, wie Menschen arbeiten, nachhaltig verandern. Am Beispiel der Biirolandschaft
zeigt sich eine direkte Korrelation zwischen der Leistung des Teppichs fiir den Komfort und der Op-
timierung der Arbeitsleistung von Biiroangestellten.

akustische Qualitat des Teppichs zur Schallddmpfung ist die Bedingung fiir die Verbreitung der Biiro-
landschaft als Typologie

Entwicklung Perlon velour Teppich: artificial, flexible, strong, durable, resistant material and much
easier to clean than wool high sound absorption capacity and positive effect on noise

Norman Foster, IBM Offices, Cosham, Portsmouth, 1971: carpet overcomes noise problems of the
open plan, integration of cable network for computer terminals into the floor

the carpet tile developed in the 1960s in order to synchronize carpet with overall organization of
buildings — improves maintenance — carpet tile used to cover technical installments and allows for
easy access for maintenance — flexibility in layout of workstations through rearrangement of carpet
tiles

So kann man nach der Mechanisierung der Biiroarbeit am Anfang des 20. Jahrhunderts die Riickkehr
von Biiroarbeit als kreative Tatigkeit nach Hannah Arendts Vita Activa beobachten. Der Teppich als
Ding schafft durch seine akustische und taktile Leistung die Bedingung fiir diese Neuauslegung der



Arbeitswelt. Die Férderung von Austausch und Informationsfliissen, zeugt vom organischen Ver-
stédndnis von Raum in der Idee der Biirolandschaft. Der groe Raum definiert sich nurmehr durch die
sozialen Konstellationen, die in ihm Platz finden. Die Metapher der Landschaft steht fiir die Schaf-
fung eines schwellenlosen, topographischen Raumes, einer ewigen inneren, domestizierten Umwelt,
die sich beliebig ausbreiten ldsst. Somit verschwimmt die Unterscheidbarkeit von innen und auf3en,
Arbeit und Freizeit, Wohnzimmer und Arbeitsplatz.

Glas — Neben der seit dem 19. Jh. paradigmatischen Rolle des Glases in seiner metaphorischen
Funktion (als Symbol fiir Transparenz und die Abschaffung rdumlicher Schwellen z.B. in Glasbau,
Walter Gropius, 1926 — Verbindung von Innenraum mit dem Allraum, Glasarchitektur, Ludwig Hil-
berseimer, 1929 — Leichtigkeit und Durchsichtigkeit, Le Corbusier) entsteht in der Nachkriegszeit
ein neues Interesse an der operativen Dimension des Glases — Durch die technische Erforschung
der materiellen Eigenschaften von Glas wird das Material fortan zur klimatischen und atmosphari-
schen Optimierung von Rdumen genutzt. Das Material wird als materielles Medium, das mit Lichf,
Klang, Warme interagiert, zu einem Mittel, das die Verhandlung zwischen innen und aufBen erlaubt.
St. Georges School Wallasey, Emslie A. Morgan, 1961

Zusammenspiel von Glas und anderen Bauteilen — Glas als Teil eines klimatische Denkens

AuBen- und Innenfassade mit verstellbaren Fliigeln, die Lichteinfall kontrollieren

Faculty of History Library Cambridge, James Stirling, 1964-67

Fassade nicht als isoliertes Bauteil, sondern als Teil eines umfassenden Umweltdenkens, in der
klimatische Eigenschaften von Glas aufgrund seiner Lichtbrechung ins Gesamtsystem integriert und
zu einem technischen Ensemble werden: durch aufsteigende Hitze wird ein Kamineffekt geschaffen,
der das Geb&ude kiihlt

Pimlico Comprehensive School, LCC / John Bancroft, 1967-70

Glas in seiner physikalischen und dsthetischen als Teil eines 6kologischen Haushalts, in dem durch
Technik auf Umweltbedingungen reagiert wird Versténdnis des Geb&udes als technisches Ensembles
(Leitung) — von Struktur zu Infrastruktur, von Statik zu Medien —7 Entwicklung lasst sich anhand
der Zunahme von Pfeilen als Repréasentationstechnik fiir immaterielle Stréme in Geb&duden nachvoll-
ziehen (Sterling)

Die Anwendung dieser spezifischen Dinge zeigt die Entwicklung des wissenschaftlichen Verstéand-
nisses physischer Prozesse und Materialien und dessen Anwendung zur Neudefinition des Ver-
héltnisses von menschlichem Kérper und Umwelt in immer effizienteren und den gesellschaftlichen
Bediirfnissen angepassteren sozialen Konstellationen. Anhand der Betrachtung von Luft, Teppich
und Glas als Dinge, die fiir den Raum etwas konkretes leisten, lasst sich ein Wandel in der Idee von
Architektur von dem einer besténdigen, festen Konstruktion hin zu dem eines technologisch gestal-
teten Milieus aus fliichtigen Strémen und Umweltbedingungen nachvollziehen.

Joshua Guiness zu Stalder



Schwelle (1)
Christina von Braun im Gespréach mit Elke Beyer und Laurent Stalder

In der Anthropologie betrachtet man die Schwelle am Beginn des 20. Jahr- hunderts in engem Be-
zug zu den Ritualen des Ubergangs, so zum Beispiel Arnold Van Gennep in seinem Buch Les rites
de passage (1909).

CvB: Das erweitert den Schwellenbegriff noch um eine zusétzliche, biogra- fische Dimension. Die
Schwelle ist der Moment oder der Ritus, durch den ein Individuum entweder in die Gemeinschaft
integriert oder aus ihr ausge- schlossen wird. Die Schwelle spielt also in der Beziehung von Indivi-
duum und Gesellschaft oder Gemeinschaft eine wichtige Rolle. Sie ist dabei nicht un- bedingt rdum-
lich, sondern vor allem psychologisch zu sehen. Ein junger Mann oder eine junge Frau werden hinii-
bergefiihrt in ein neues Lebenszeitalter, in eine andere Form der Integration in die Gemeinschaft.
Diese Schwellen und die damit verbundenen Rituale werden ja materialisiert, sei es in Form von
Prozessionen oder konkreten Bauelementen. Gibt es einen Moment, an dem diese Handlung ...
CvB: ... geografisch festgemacht wird? Nicht unbedingt. Es gibt durchaus kulturelle und soziale
Schwellenphdnomene, die nicht an einen bestimmten Ort oder einen geografischen Raum gebunden
sind. Das Verhéltnis zwischen Materialisierung und Handlung oder Ritual ist wechselseitig und kann
sich in einer historischen oder kulturellen Situation auch sehr stark veréndern

Aus einer architektonischen Perspektive interessiert uns die Differenzierung auch auf der Mik-
roebene. Hier stellt sich zum Beispiel die Frage der Unter- scheidung zwischen &ffentlichen und
privaten Rdumen.

CvB: Die westliche Gesellschaft, die die Trennung zwischen privat und &ffent- lich so stark in Frage
gestellt hat, ist meiner Ansicht nach die Ausnahme. Ich sehe darin eines der Symptome dafiir, dass
die Gesellschaft so stark in unsere einzelnen Kérper eingegriffen hat, sie domestiziert hat

Wie wird man von einem Raum oder einer Umgebung in die andere iiber- geleitet? Wird die Schwel-
le aufgelost oder so weit wie moglich versteckt? CvB: Es bedarf zunachst einer hohen Bereitschaft,
hinliberzuwandern in den anderen Raum, dhnlich wie bei der Hypnose, wo es bei manchen Men-
schen einen hohen Grad an Suggestibilitdt gibt und bei anderen einen niedrigen. Je weniger ich die
Schwelle wahrnehme und je starker ich sie wegdenken kann, desto besser kann ich mich hiniiberbe-
geben. Insofern wird jedes gute immersive environment oder jede gute architektonische Konstrukti-
on, die ein immersive environment herstellen méchte, dazu beitragen, dass mir nicht bewusst wird,
wie ich mich in den anderen Raum hiniiberbewege.

Interessant ist, dass der Begriff des environment in der Architekturdebatte in den 1960er Jahren
auftaucht, als iiber den architektonischen ,,flieBenden Raum® hinaus die Technik eingebunden und
wirklich auch ausgenutzt wird, um eine mdglichst frei gestaltbare Umgebung zu schaffen. In der
Konsequenz 16st sich die Grenze des Gebaudes in eine Abfolge von Zonen oder Schwellenrdumen
auf. Man kann nicht mehr von einer Grenze zwischen Innen und Auf3en sprechen, sondern nur noch
von Zwischenbereichen - zwischen kalt und warm, sicher und unsicher, privat und 6ffentlich. Man
befindet sich eigentlich immer zwischen unterschiedlichen Sphéren, von denen jede spezialisiert und
funk- tionalisiert ist. Entspricht dies nicht einem immersive environment?

CvB: Sie beschreiben, wie dieser Schwellenraum immer groBer geworden ist, immer mehr Platz
einnimmt. Dazu gibt es auch kulturelle Parallelen. Nach dem Ersten Weltkrieg etwa entstand zu-
nehmend eine Kultur des Dazwischen-Seins. Intellektuelle in Berlin zum Beispiel schatzten es hoch,
nicht einer bestimmten Kategorie zugeordnet werden zu kénnen, sondern gerade das Dazwischen
auszuleben.
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Urban Window, Installation von Elizabeth Diller und Ricardo Scofidio in der Ausstellung
Il Progetto Domestico, Triennale Mailand 1986, Fotografie: Luigi Ghirri



Erste kameragestiitzte Uberwach- ungsversuche dffentlicher Platze und StraBen fanden in den
spaten 1960er Jahren statt. Bis heute entwickelte sich die Videoiiberwachung insbesondere in
GroBbritannien zu einer eigenstan- digen urbanen Infrastruktur, vergleich- bar mit den bestehenden
Gas-, Elek- trizitdts-, Wasser- und Telekommuni- kationsnetzwerken. Hier filmen heute geschatzte
vier bis flinf Millionen Ka- meras die 6ffentlichen Rdume.

lhrer englischen Bezeichnung clo- sed circuit television (CCTV) entspre- chend bildet die Video-
tiberwachung ein geschlossenes Netzwerk des Flusses visueller Information.

ae =@ [ ]
*9 P&
* 40 L N |
am % [ ]
S % B =9
24 9 9= , — T
A hke | A0 T 0 A O MR L G100
" s & @ | T AN B S0 ERA /T |
" R Suqy AT O DA I 0T

UKD A, MGG A A B
R R e T T

L

PZN -095619

‘ A 1 E 0 ERAD MGG LA A




¥
1 .
i
I ke
statita i talit v@ww M S A D AN AR H .
N o i B e e \x\ S ‘-*'.'5"-,‘_\;.*{\
== | = ]

S .-.mv—TTT Y YrYyYry e tmes et




34

Sarah Oppenheimer




35

Sarah Oppenheimer



Sarah Oppenheimer




Sarah Oppenheimer

e Luw

Bgoo w

T




;Wv) i AV — EYW«MEC Trechwre
ot gy - 1o eddsd e
WOy ML grerve L

o fme WG ,

5 thowasenrol Grlc

\AMPWV

wetawy) W A Wt

i A DI G AL T poaer Wikl crends

T

ML O W gr 19 ofte T peofe. + MOTOR, oy



LLLLLLLLLLLLLL




Y0 00

e

Avaw y\/w)stcu scl eI

Sy sk’
e

MOL O > YMAROTE - Yemany

Qo) - bt owunsd tod,
g’ e vre o eyl ;
WMo duelgps e nt - akond —

@O\/\J\L e camp] oo C 0 WMOA

Ne wta/\z/\/ij ,mféf_
gmygly o |

DAL - Yot By MO
' & LO OMQ’
MR doas
> cOlL oA






O olopeade > wiare prure A

. W ol wel_
ey Yoy W)

qour WM
fov W?
S m\;a\/@\(ﬁ {

uon Wrel came o omk

MNAUIN T

| F\JJ\AC Spoe
W FAL Yo.‘m\\"w\?w‘tj @‘% Ni\/\c it
YA

oy







A5 - Mol

S w0
ooy 4\ |
o LS,
ANV L



















/N , 08 v 8V .1ISUVNW

NOISH3A-NZLN3ANLS mmogv V )Z.L _j_ v N 3 ..1 ..I






VIO =) CW\W}\/\;'\S\/\)\/\/ %Y@U\/’Dec Srvchwre .

sy

W Soddwin  duolat™

P - (ULt Al s

et AA DI GAATY Py Wikl olprente

P

VOMA O Wake Yo/ e 1o otbe T ‘ng’?)ﬂ\’e-fﬂ%%mu%



6C

2013G299p (g g0u paspnl aq 07 yiom Sty $24159p 0YM IUO ST Y—IPIS PUE UOTEAS[ UIe3 Jo adeys
PUE Jus)Xa 9} S[eaAdl ‘sopSue ony oy Sururejurewr £q pue sour] oy} SuLId)[e INOYHIM
*+  9yyore 9y ‘sofSue pue sour Surysturwip © * * ym sSunured ur s)09(qo jo jorfar oy
aziseydws 03 sured soye) I9ULIO] A} 1S} ST I)IYDIE B} JO sy pue 1jured atp jo sSur
-MRBID 9} USdM]IS] SIUIIIYIP S I,,, Sy00g UL Ul Sutpjing fo 14 ay3 u() SSIEI} [ITUOUED
sty ur 31 ynd 9y sy ST A[[e)O. T Se PIIOM 3} )IM SIA[OSWY) UIIDUOD ISNU S}IAIYITE
‘wroas Loty se sSury) juasard 0) SALIS PINOYS SISTIE AIYAN "UOISIAIP Areurdiosip [enuasso
ue pajoa[ja1 sanbrurde) euoneiussaidar om) asat)) U9OMIIQ UOTIUNSIP ) ‘NIdQ[Y I0]
“UONORISE Uk OJUI JT ULIOJSURI}
Ko “ooeds Surquosap pue Surlyriuenb ur :iqeyur o) ayI[ ST 1 yeyMm jo uoissaxdur ou
19Jj0 1nq ‘Surp[mg ® jo 9oeds a1y Jo Sununodoe ajeIdde ue 9AIS 11paS0) ‘ojdurexs 1oy
‘uonyeasd ue pue uefd y (g ‘1) ‘own ® e sueld suo A[uo ur nq ‘parroisipun adeds
MOTUS Jer]} SUONejuasardal [eUOISUSWIP-0Mm) A[[BIIUSSSD JO UONBUIPIOOD 3y} YSnoIy
pajuasaxdor—Apoaxpur paydeoidde skemfe st yydop ‘oxof] “Jurod Surysiuea e premo)
SurSroauod uer royjer ‘Suimerp oy ut [o[fered urewar adeds fenyoe ur [oypered sour|
uraroym ‘uondafoxd osryderSoyyio se umous| mou anbrutyde) a1y 03 YoNSs pnoys ‘paysaSSns
IOV ‘S199IIYIIY I 19919 0) SULIOABIPUS I9P[ING S} PUE SIMINIS € JO SUOISUIWIP
oy 1o Kef A[premode 0y Sundweyne 109yydre oY) Yjoq 10§ ‘Sursnjuod JYSLIuMop jou I
‘[eonoerduwr wat) s1opual sy, Josit adeds 1103s1p Loty ‘yrdap jo uorsnr oy Suneard
Ul :90UR)SIP JO SOINSBIWI S J[QEI[DIUN dIe A1) ‘[edl jsowe A[Surwaas OnsifeInjeu jng
91qrSay 3snl10u 9oeds jJo uotssadal oY) Sunyew 1oj eI axe Lo ySnoy)y ‘Suimelp [ean
-0ads1ad azireyoereyo jery) sour| [euoSerp o) punore saA[0Ad1 xopered juaredde sy,
1'PI°Y S
UI SSI[9STL S J1 PAsSIWISIP 1Iaq[y ‘@deds Jo uonejuasarda oy 10§ S[qe[leA’ UIY) [00) [Nf
-1omod jsowr oty sem aanoadsiad yey 1oey a1y aidsap 19X (T “Stf) ‘parepronys oy wa)sAs
ot Sunuaaur ym ‘rypsaqeunig oddiy] ‘rouSisop aouessreuay 1ea18 I9TPOUE PAYIPIId A
PUE “09)IdTe Uk SB UMOUY [[9M SBM JOSWIY NIdq[y -onbruypa) a1y asn 03 Jou s309)ydIe
pourem Apidxe ‘GgF ur aandadsiod reaur] jo uondurosep isayg oy paysiqnd A[snourey
oYM ‘BISQ[Y eIsHIeq U0 ey} AI0ISIY [BINIIIYIIE JO SAIUOIL 18IS 9} JO JUO SI I]

asoy uern|

HAILOAdSHId NI SIINTHHNAIddO HVIVS



1€

u0aq aaey e Jo uonduwmnsuod pue uondnpoid ay) Yoq
se ‘o[eds 108Ie[-10A9 Ue Je §109JJ0 [EnSIA Ie[noe}dads jo
ymsind oy 10§ suonuaaisyul [ereds pauopueqe A[pSre
aAeY ‘00) ‘s)sn1y “odeds (1enSrp) Tearx ur Aoarp uSisap
ued Aot} yeyy uorsny[t aY) Lofus peajsur pue siseq A[rep
® UO uoNe[suen pue uondensqe reneds ym odders oy
poaau 198uo] ou spaydre ‘snoymbign swrosaq Surrepuax
pue Surjepour [eySip sy ‘uonejussaidal [ermodayoIe ur
yrys wSipered SuroSuo ue £q peyeqraoexa st pusy SIY)
jqnop oN ‘siredxa Aousmie pue sjuBINSUOD 0} JNOLE]
Ioudur 9} Suraed ‘Surp[mng e Jo 99BJINS IOLIIXS puUE
1oy 9y AJuo SuruSisop $)09)1ydIe)s pa[[ed-o0s Jo onderd
uowrwod ayy Aq payrduwexa se )1 9znouow pue dzrueSIo
3s9q ued oyMm sjsiferdads atpy 03 syt adeds Suraeay ‘soeuur
pue suod1 jo stokoaind ayy Appuenbaij sxow pue srow
a1k $)I9)IYDIY 9JeWd[e)s ATULL)S © PIYILIT AEY 0) UIIIS
soeds jo axmyeu 9y 1940 s1FU0d Areurdiosip ‘Aepoy,
‘pa[qnopai A[eo191
arom—Ajpear pue souereadde 9andalqo ayy pue aandal
-gns YY) “9IMDIAIYDIE PUE JIE UIIMISq—TIdq[Y Aq pauIjino
A[reurSuio suonisoddo o1y ‘Aem SIY) U] “TOMIIA PIIPOqUID
ue pue quaurosow ‘owrn Sursseduroous ‘[ensia ueyy) [ed
-13ojouswouatyd a1our a1om yey) adeds jo sSurpuejsiopun
03 Surumn ‘9ousradxa jo axmyeu aand3lqns pue juaSunuod
A[reyuswrepuny oy paziseyduo sysnre Auewr ‘9deds [erm
-09)IyoIE JO UOTENSqe pue uonezieuoner-1dLy ayy se
pamara Loy yeym o3 asuodsar uf ‘suonemSyuod reneds
9jo10u0d ur ramod [euonmnsut pue ayerodrod Sunsojruew
10§ 9[qIsuodsal pauraap sem It yer)) UaAIS ‘003 ‘9IMyONIYIIE

G161 Sumwac prouvyapy
UISUDAG ] [18)) PUE YIUDL]
SEWOY ], Wolj ‘s1re)s jo Suimerp

uonpafoxd sryderSoyi

[t

SF9T ‘sunapadsiag so
‘9ssog weyrIqy wWoyj [rejp
18y

0€

jsureSe winy o3 pey A[qeyasur Lot ‘ooeds jo sSurpuejsiop
-un aaneurdfe dn uodo 0y pary sisnIE s NG YIOMYIEd
a1 03 uonereisut ay) woiy SurSuer sardorens reneds mou
Jo uonerayrjoxd a3 ur paduras ‘Apjda1rp 9oeds ur ouUSAIUI
0} a1159p Aq pazie)deIeyd ua)jo sem jre remisod ‘ooeds
jo uonejuasaxdar feandadsiad oy jo uonosfor e £q jred
ur paugep uaaq pey e urepour J ‘suondo 1oyjo Surnyoas
Apeaife sem sjsnre jo uonerauad Surdioure ue ‘s(/61-prux
oy ur onbno Suryyeos sty pansst a1AqaJe T swn oY) Ag
¢ uononpouid jo apowr
jueurwiop Yy jo adeds oy ‘Ajduts aymb ‘st 1 ¢sorSorens
pue sonoe) renonred o) stomsue J1 1 Jnoqe Jusdouur Jur
-yjou,, SuIABY Se POUWOPUOD AIAQRJYT LIUI] Yeyy aoeds
9I—3[P0[q Sursnoy oy pue ‘9[IGND IO Y} “I00[j A1030€]
a1 Jo—pud Suruurerd a1 Jo armpd9IE 9AN03[q0 A[SUTA]LI
-19) 91} SEM ST, "SPUo 359} 0) pajms A[3o09j1ad pouross
‘[rem urepmd oy pue uepd 2915 oy} Jo uonuUIAUL A} £q
Pa[qeuS ‘9ImPa)IdIE UISpou Jo sasuedxs palequmousun
‘uado oy ‘uorsoard Jo [9A9] mou B Yym ddeds [onu0d
pue azruaSowoy 03 pasu 3y} 3 Yim jySnoiq wsireydes
[ELISNPU] "BI0 UISPOW 9} UI 9ATD3[qNs o10w pue [euomner
a1ow yjoq ‘A[pesrxopered ‘ourodaq sey adeds se Suruopim
9uosaxd a1y ojur pajsisiad sey jds eyuswepUNy STY T,
“Kyirear aanalqo
pue aouereadde aanoalqns woamiaq 1 Suipuvysispun pue
ooeds Suwpuariagxs usamyaq 1Fuod punojoid e Sunisod
nq sxoyured pue $)09)IydIEe 10§ S3sE) JudIAYIp Sururno
A[uo jou sem nIaqy ‘uondedap pue Yny Jo SLI0YYI SIY}
U 4 SPADPUDIS PIIDINIIDI UIDI2) 0 SUIPL0IID INq S2IUDIDIGGD



€€

& ur juowrdo[oaap mau moy ‘ordurexs 1oy ‘Surpuejsiopun
ur [njasn A[pwranxa st 1deduod YT, ‘J[9SI ISIAOSI ) JO
19)uad a1 Je Surnis ‘9fewrr oy ur S[qIsiA surewal jurod
-MIIA 1B} ‘ToAamOY ‘Summerp aandadsiad e ur ayrun
urod waarS Aue woiy aqrsia adeds Surpunorims jo pay
91[) SOCLIDSIP UYOTYM 9512087 Uk PAULId) Aa1]) weiderp jo
pury & asn 0} ueSaq s1ouSisop adedspue| pue srouuefd
ueqIn ‘sgz, pue s09g] 9y uj ‘warqoid siyy Apasard
ssoIppe 03 (00} mau & pakordep sey rouwreyuadd
“Apoa1Ipur A[UO PIUTUIEXa 9q Ued AIMIINYITE
pue a0 ueamiaq diysuonerar oy os pue ‘9oeds ySnoiyy
payoen aq jouued Jiasi jurodmara ) ‘mara aandadsiod
® Jo aandadsiad ayy odedsa 0y a[qissodwr uonruyep £q
ST 31 Ye)) ST YIIYM ‘0andadsiad Jo uone)rur| [ejustuepuny
o) woy 1oyns [[us suoneuasardar yons jng Jurodmara
srrqowr & Suronpoxnur £q wa[qoid siy) 9)erad|[e 0) woas
pmom suoneurrue [e3Sip jo Ayrendod Sursearour oy J,
Jods remnonred Aue woiy aoeds ey Sureas jo Apqrssod
a1 seyeurwI]d Jng aoeds € ySnoayy suorssorSoid ayqrssod
JO 9Suel & JO UOHEZI[ENSIA A1) SI[QBUD ‘PULY ISYJO dY) UO
‘Suimerp ueld v *(suonornsax sures oy A[renuassa 0y 109[
-qns st 1o1€] 9y} ‘Surtepuai onsipear-ojoyd o Aq pajueld
-dns usaq A[aSre] mou sey aandadsiad a1 ySnoye) sum
190 syurodmara Sunyrys jo 9ouanbas e s[rejue YoM Juow
-oAOW SsAIppE Jouued J1 yurodmara o[Surs e ur paroypue
ST 91 9sNedaq Inq “9ousLradxa [ensia Sunenuis 10§ 910D
jo poypewr a3 Suof sem Suimerp aandadsiad oy ‘orm
-09)IYOIe UI}IAL "BWWS[IP [EUOTIE)UISAIdaI SNOLIOJOU ©
sosod syuawale 991y} 9say} usamiaq drysuone[or oy,

d[qeLrea SUOISUWI(]
$105 ‘q-¢¢ ‘wreiderp
ﬁcﬂuo—wmk uwTwOmH

¢ Sig

Ge-¥g sofeq

(43

*9IMINIS WIALS © UM JSTXD JeT]) SIMIONIYITe pue
‘Apoq ‘oo Suoure seSueydrayur pmyj o1} a10[dxa 03 ST ‘UL
909foxd Aue SuruurSoq ur deys Is1yy 197 "UOISIA pue JUSW
-oaow 10§ sanI[iqissod jo aSuer e 9je1ouas jey) suozLoy jo
195 papunoq A[91o10u0d & ng ‘@dustiadxa jo wmrpaw ojqed
-Tedwr ue xou osuedxe paropIo [eapl ue ISYHLU ST ddeds
‘sprom 1a0 ur ‘rewreyuadd(y 104 -uondeored sourery axm
-D9)IYTe YOIYM UT sAem 91 Jo (uonemdruew [njis)sewt pue)
uoneSo1rajur sno1odir oy se paure[dxoe 9q p[nod snooj 1oy
‘A[osmaid axoyy -eonoeid s rewreyuadd() jo 103(qns oy se
‘as 12d ‘aoeds aqLsap 0} ayerndde aq mb jou pnom 13K

‘Temdoouod
pue [eured yjoq ‘9veds jo a8paymouy 1o sardnnur A[res
-Ipel 9ys—s1opuaSun 31 sadusLIadXa 9} 0} UOTJEILIGE] S} 0)
uS1sop )1 woIj—3Iom 1oy Ul 9Se)s L1949 Je puy -aur[diosip
oy spuedxa pue sedrIqUIS 9YS “DININIYDIE PIEMO] AI[D)
-SOY[ DNIST)IE JO SOPEIIP IdYe ‘SND0J OJul ydeq 31 sSULIq OYs
‘ooeds Suruopueqe 9q 0} WodS AININIYDIE PUE }IE YIOq
UOYM W €}y 'suone}dadxa spunojuod A[renunuod yey)
9IANIO UE JO XNIJ 9} & Surpuejsiopun pue ddusrrodxo
U99M}a( PI[JUOD P[O-SILIMIUD d) padeld sey ayg ueyrod
-wir ApuaSim os yiom s sewreyuadd() yereg sayewr yeym
s1 90eds Jo wayqoid oy Jo Anpiqeroenur Surwess oy,

“9[qe[u0vaLr pasoxd
aAey sat10)da(en yuaSIoatp syt asnesaq sdeyrad ‘sourdiosip
)oq uI mata wolj Surpey aq 0) Swaas J[asjt adeds os puy
*a1mnd Arerodurajuod jo AwI0U099 91} 0} [ENUID WISLINOY
[eqo[S pue sasmoIoxa Surpuelq ayy ojur umeIp AfSursearout



35

34



LE

Arenreds aymb uayo axe s3p10m ) YSNOYI[Y "9AS[S WNUI
-npe yoe[q apew & Aq payeaurap A[dreys yoes ‘(paonpoxur
sey oys suonnred ojur sowmAWOs pue ‘s[rem Sunsixo ojur
Pa}IaSUT SAWINAWIOS) $IMIadE JO SLIAS © PUNOIE PAININYS
9001d OBD YIIM ‘SIOLISYUI OJUI SUOTJUSAISIUI S[IGNS SIA[OA
-UI 9PEISP 1SB[ 9} I9A0 UMOUY dUI0II] SBY 9YS [IIYM
10§ YI0M YT, ‘P[Iom [ed1sAyd 9y} JO SONI[EAI [ELIOJEU oY)
pue 92eds jo suonero[dxe 10 UIaMIa] A[}O91Ip SYeIPIW
rourreyuadd( djoy osye sjooy [euonendwod woisny)

*SOAJOSTAY)
saoard 19y Aq paonpoid spape emdesiad projruew oy
10§ uoryepunoj 9y} Surke] ‘Jiom 1oy jo 103[qns urewr oy}
are yey suonderdur SqrSuejur A[Surwoss o Surdpms
Apoaa1p jo poyrowr 9AT)I959 A[SUnins & punoj sey ays
‘SPIOM IS0 U] "SUOTBUIqUIOD SSI[PUS UI—SUONIPUOD [BLI
-9JBUI JUSISJIP JUSUISAOUI JO SILI0303fen) JUSISHIp ‘suorjer
-nSyuod [ereds JUSISJJIP—SUONUSAISUI JO AJOLTBA AJTULUL
JSOWI[E UE JO S}09JJ0 oY} 159} A[ISEd 0} IS SMO[[e ST} [EdX
ur istaost o) arepdn A[snonunuod o3 Aiqeded s endurod
o puy -odo[eaus [ernjoaydre ue pue yurodmara parpoq
-wd ‘oqiqour e usamiaq Aerdisyur SuroSuo a1 jo onpoid
orwreuAp 9y SI 31 jey) Sunensuowop—j[as) dduarradxa
reneds spopowr rowroyuadd() ‘eousrrodxa [ereds jo suorn
“e[nuirs SUIDUIAUOI-2IOW-IIAD UIYIIM TIMIIA I} SIOUILIT
03 Aqrrewnnid sorSojouyo9y [e3Sip mou Sursn oxe s309)IYdIE
Auew uaym swn e 3y Apmy [enuatedxa pue uondensqe
[eonAeue Jo uoneUIqUIOd [nfIamod )T ST ‘TOAIMOY (00}
istaost s owreyuadd() moqe aarssaxdur jsow st yey A

S[qeLIeA SUOISUWII(]
#107 ‘Apros 1S1A0S]

¥ 8iq

Lg-9¢ d

9¢€

-uondadrad 197 10 sty jo 9fuer oy pued
X3 10 W] JYSTW MIIA JO P[Y 1Y IO SIY OJUI JOLIUI B JO
UOTIONPOIUL 3} 10 “premspeq 10 premiof dojs e ‘peay s 10
-MIIA 9} JO LI & YOIYM UT sAem oty Surzipensia Apasroard
‘S9JBJINS JATIIS[JOI PUE JUIWISAOUI [EUOTIIIIP SE SI[BLIEA
ons uoneIapIsuod ojut Junye) £q systaost xa[dwod srouw
9onpoid a1em)JOs SIY) JO SUOISIOA JUIDAT JSOUL Y], ‘[[EM
10 uwn[od e jo 3oy oy ur Sureanar Apdnige 10 ‘1oUI0d
e jsed Surqpids ‘eoeds jusoelpe ue ojur Lemioop e ySnoyy
o Surexds L[usppns ‘A[[edonyeureIp SULIOJSURI) JSIAOST 3]}
‘syrys yurodmara ot se puy (4 S1y) Jurod pajoafas oy woy
premino Surureaxns sAex padeys-aSpam jo ejs paSSel e ojur
Js1a0st o) Sururmy ‘A[qeIepIsuod s1epeur 9jedrdurod smop
-UIM IO ‘SAEMIOOP ‘SIOUIOD ‘SUWN]OD SB [INS SUOTINLIISGO
g ‘payrys st jutodmara oy se one)s surewal pue ‘odofoa
-9 [eINO2YOIE AT} TPIM OTYdIOTOST ST 3s1A0ST O1]3 ‘syurod
Iao [[e wolj J[qisia axe spurod [[e yorym ur woor Aydure
ue ur—A[isea A[Irej pazifensia aq ued Iotwyur afduwis € jo
ISTAOST 9T[ ], "9[[ES[IBUIAI ST 9IEM]JOS SITJ} ‘UOIOE UT UG
(¢ "81j) -ooeds a1 punore
JurodmaIA 31} SOAOUI AYS S SUIT) [BII UI JSIAOST Y} SIJEP
-dn aremyjos oy ‘A[reroniy “A[euorsuswrp-a2a1y) jurod
JEY) JO ISTAOSI 9]} SZI[ENSIA UL} pue ddeds © Jo [opow
[euoIsuaWIpP-9211) & ur Jutodmara e 9oe[d 0) 197 smofre
ey} aremyos Surpopour [e3iSip 1oy 10§ ur-3nyd wojsno e
padofeasp rowreyuadd() ‘rowurerSord reyndwod e yrm
Suneroqejo) (‘ureirs) syt uryym jods remonred e woiy
ur uesfey aq ued yred & jo yonw moy 10 ‘Surpymq yrewr
-pue[ Sunsixo ue Jo AI[IQISIA 9} 199JJE IYSTUW UMOJUMOP



6¢

m pajusuntiadxa sey euneyuadd () Tejour 100ys ur spjoy
asma1d 9B 0} PIsn [00) B ‘I9PUIQ-}LII] B UO PIULIO) 3
pInod wmurwmye aty ‘Ayeuray “ssavoxd Surprom ayy £q
jurol oy ur paysodap [BLIGYEUI [RUOHIPPE ) UIALS IOUIOD
dsto e aasrye 03 9[qussodwur Ajreau aq prnom i pue ‘Sur
-ystuy puey pue Surpuri§ sarsuaixe Surrmbai ‘Garsusjur
-I0qE[ 9 P[NOM SIY} Inq ‘sa[Sue Je 10325801 Pop[om pue
sovard ur 100 M 9q PInod wmurume 3y J, ‘uondeduod aeyy
UM SPPO Je SUIdSS Jey) UOISUIWIP JIU03dd) & Suronpox
-UI “90BJINS [E}OW Y} JO AJLre]d [ensia ay) paydisip aary
PINOM SMIIDS 10 §393dBIq AUR N ‘UOHISUUOD [BITUBYISW
® 9)BAID 0} dIBMPIRY PIsn dABY P[nod ayg ‘spurol asoyy
10§ suondo [e12aas pey jsnre oy, Jrede Surey woij way)
doay 03 uonpauuod TesisAyd e Surrmbar ‘roro yoes ojur
Sumng reyowr jo sqefs Your-reirenb omy Jo Lyear Assow oy
m paoey st reuneyuadd() ‘ourf e ur Sunesow soued ssaf
IYSrom om} uey) J9YeI ‘DI9]] “Surul] 1Y) U Sp[of ANoLn
pue s1ou10d dreys soyeyssedou AnowoaS ayedrnur a1oym
N YO JO SIOUIOD oY) Je $9291d wmnurum(e o) usamiaq
syurol o) ur 9ynoe ysowr st wafqoad oy, “urroy [edrsAyd ur
I9pUDI 0} J[qISSOdWI WIS P[NOM SSIUIIEXD YOS INg
-yurod e ur seur| om) ‘oury afSurs e ur
pas1aur souefd om) :jooid orreurosas jo uorswaid J1ns
oy sey 92a1d aamuo oty ‘oyess sy uy Aynd renydesuod
amjosqe ue saadryoe owpyuadd( ‘ewrurw os [ppowr
enSip 1oy Surdeay Aq (9 % ¢ “S1]) "ssousjory) [emoe yim
[eLIdTRW JO Sqe[s sk uey) 1oyjel soue[d SunoasIau Jo soLt
-os & se :a[qssod Aem jsarduurs oy ur (A[renSip) wory spo
-pout sourroyuadd(y ‘uSisap 10y sdoaasp ays se ‘xaydurod

9[qeLIeA SUOISUIWI(]
310 ‘weiSerp Aquisssy
¢ 8y

8¢




v

(wd 9°99 X £6) Y498 X -GG
1oded uo syuy

NMON hEHm.HMﬁ_mu uonejusaLIo
UOnIpUOd J/4/A/D/4/V
981y

0¥

aremyjos 1oy sasn rewroyuadd() ‘pesssut “ropmod royurid
(-€ Jo uondensqe d1ILUIS oY) 0} PIINPAI ‘sassasorxd Ted
-1So70ou9) uryyIm paumsqns Apimus Sureq £q Loyoads
$JT SOSO[ AJI[ELISJEW SIYM ‘UOTIedLIqe] [BYISIp pajeurone
A[re101 jo Asejuey  £10)9€J-03-11,, Y3 1 ST JON ‘swa[qoid
[BLI0YRUT JO 109[39U [NJ[[IM II2T]) 0) WISIPIES-JURA®L JO USIYS
& pud| 0} s1oudisap £q pasn uayjo aseryd e ‘9Imd9)IYd
-1e 1oded pajres-os ym uowrwod ur Suryiou sey 1 ‘vay)
‘soonpouid anbruypay oy sermonns ayif-TureStio oy 9yids
-9(J "[[TWI Y} 10§ o[y JND & ojur [opowr 13y jo dueld jefy
9y} woyj uone[sueI oY) sajewoine AaSrey yeryy ur-Snyd
aremyos 1ojoue padopaap sey rowreyuadd() ‘roroato
‘uoroay1ad Il (M POULIO) 9 UEBD I9UIOD S} ‘OPISINO
)T U0 Payd}a1s Pue P[OJ S} JO IPISUI dY) UO PIYIUNID
Suraq [ejowr ssof yonwr os YPm pue urol oy ye o[ el
-9)BUI JO IDAI[S UIY} 1) sso1de A[uo ng ‘@defd saye) [[us
uonI0IsI(] “Surp[oy ayey[oey 03 so[oy padeds A[uaas S[[LIp
pue quaq 9q 0} ST }99Ys Y} YoIym SUOTe JUI[ ) WOIJ
[BLIS)EW JO [oUUEYD UMY} & soAowal ureyuaddQ ‘uryd
“ewr Surprur QN © Surs) -our| payeroyrod e Suore roded
Surpjog 0y snoSofeue st ‘s10YedLICR] IOY Y)IM UOHBIOE[[0D
asopd ur ‘padofaaadp sey rewreyuadd(y enbruyoey oy,
*apISINO a1 uo [errajewr Ity Surpuedxoe pue p[oj oy Jo
apisur a1y uo Tersjeur 9 Suissaxduiod £q wonIoIsIp aqn
-deoraduur Ajresu e Suneorn ‘A[@Imurua suorsUIWIp S) SI)E
1o0ys e Surpuaq ‘sesodind 1oy 10§ asrarduur 00y oq 03 )1
punoj ays ‘suonesrdde uSisop [eInsnpur pue [eIN}ONIYIIE
JO K)joLIEA 9pIM B I10] J[qEIINS 9q 0} snIpel ydnous Jysn &
)M SPUS( $91eaId 003 a1 YSnowpe nq ‘uondo jsef sy



544

‘Sumerp aandadsiad e
ur se jsnf—yydap jo uSts e se pear are aS10AU00 03 4V
yey sour Aue ‘a10jo1ay |, ‘[o[rered (yonpp axe sour| asayy
JO [I& 1Y) MOUY oM ‘SoX0(q SAeM[e JSOWe dIe SOLIO[[es
ey 9duaLrodxa payeador woay mouy| om asnedaq -Sur[red
0} [[eM IO ‘IOOJj O} [[EM ‘[[EM O} [[EM—)IIUL WOOI Y} JO
SOLIBPUNOQ 91} 9IOYM PIULIOJ dTe SIUI[, ISy, "ooeds
UI SOUI| JO UOISSIIDI 3} SI aND [ensia Sururewrax AJuo oy,
“POYRUII[d 9Ie SMOPEYS [BUONIDIIP SUOXS Jey[} UIAD OS
sty oy pue ‘paproae A[ereusd st soue[d Surddeproso
Jo uorsn[d20 oy ‘Aefd ojur awrod 03 aandadsiad orroyds
-owje 10§ [[ews 00} Iey ore AId[[eS & UIYIIM SOOUEISIp Y}
‘sordrounid [eroass 03 Surprodoe syrom uondadiad ydop
aryM “pdep Surareorad jo wspqord oy wroxy sjqeredosur
st ooeds Surpuejsiopun ‘A[1es[d os sajensuourap dAndads
-1od reaur] se puy "paonouun jsourfe oS 03 se o[qr3o[ A[sno
-IAQO OS 9(] JSTIU JI—SUTBIUOD I JIE Y} WOI] JoeNSIp AeM OU
ur ppnoys 2oeds A1a71eS yey Jor[oq oy woiy paSrowrd 4re
Arezodureyuod 10j JusTUOIIAUS SUIMITA snoymbign et
X0q AIYM 9], JUSIIYOD JSOUI S)I J& 9IedS JO UOISIA © IOJJO
0 PIAJOAD IABY SIIMINIS ISAY ], "wnasnwr 10 A19[es e
JO SWIN[OA TEIUI[NIDI YUB[] ) UMM PIsnoy axe sadard
194 jo [re 3soure :ad£y oryroads e Jo aImd9NIYIIE ST I ‘SIOM
s Jourroyquadd() Jo yoes 10§ jutod Sunress oty st armOIYOIE I

-a1qrssod awr099q §)9930
JO spury mau pue ‘syrys [eneds I0 [ENSIA S[)NS ISOU I
uaAd Jo areme-10d LY owrooaq sromata ‘Ayrepd rerydasiad
UsoIj B SOYSI[QEIS? UOIsIaId ouranxa SIy [, *(S90ueIa|o)

(44

IaUY YONUW 0} PI[[IUI 10 JND 3¢ UBD YIIYM ‘(] WO}
pornnsuod A[[enioe are L3y ‘s[rem yo0199yg [ed1d4y
aq 0y readde Loty o[rym—saonponur usjjo ays suonnred
Surwmsseun A[Sururess oY) Jo anI) WA SI SIY)) A[PINUD
19pIo [eneds 1ejoue 01 sSuofaq A[[enioe 11 ‘Usy) ‘orm
-09)IYITE I SHOO[ JIOM 19T dIUE[S ISIIf T JIYA "SND0j
dreys-1ozex ojur soeds s)as ays :your ue jo puodds-Ary)
9UO UBY) SSI] JO IOUBII[O) B O} PAJINISUOD 3] 0} SHIOM I
smo[re ‘puey 1930 ) uo ‘yoeoidde s roureyuadd(y st
SunpLue axoym Apoexa [[o3 03 apqrssoduur st 31—sus| L1mq
& ySnoiy) 9oeds ye SUn OO SYI[ ISOWE SI IOUBI[0) IPIM
& ons yim Sunjiopy ‘uerd o) U0 UMEIP SeM IT YITYM JB
jurod a1 SurpunoLImMSs SUOZ YIUI SUO B UMM dIoYmAUe
Po1ed0[ 9q P[NOd [[EM 31 Jo Jusuodurod UaAIS ® JBY)
SUBQUI STY) SYOUT JTey & JO dSUeI 9] UI 9 P[NOM IOUEBII[O}
[EULIOU B—(S}IOM T[S YOIYM UI SWOOI 3} 0} SUONIPpPE
oY UI S9)B[NUIS 10) SAUSAINUI Ujjo Iouueyuadd () yorgm
ur [[em Prys IOLISIUT JO pury oY) o[durexa 10j—aImonis
Kepesjrom [ed1d£) e Jo ased Y UI “IOP[IMq I} JO [[IS AP}
PUE “409)1yoIe 9Y) JO UOHIqUIE 3} ‘SUIp[Ing JO pury 9y} uo
Surpuadop Ayeais sarrea aouesjoy apqerdedoe jo 9a13op
a1} S[IY M ‘suSISap IISY) OJUI 9OULIS[O) UOT)INISUOD SE
umouy 1039ej AduaSunuod e Surp[mq ‘premspeq yIom
pue s[eLajew SuIp[mg Iy Ul jusarayur uoisrardur
J0 99130p oy} Jnoqe uonduwinsse UB YPIM JIeIS §19IYD
-1e ‘A[reuonipely, ‘yoeoidde Termyoayydre [eordLy oy 03
pasoddo A[fesrnourerp osye ST POYOW UOTINNSUOD I9E]
;'S9ININIS [eLIdYeU
[ea1 ojut spppout [e3Sip 19y jo uoispaid ay) dje[suen 0}



gy

moy 1enew ou ‘uonerado onsmSury Ajoind e woiy poadxo
pmom am ueyy 1oedwr pue AouaSim aI0W dALY 0} UIIAS
sour| reuoSerp jo sAefd aarsour s rowreyuadd () Aym surerd
X9 ST, o, 'sSurrds 31 yorym woiy sousnradxa Terprouwrtrd
1]} ISAODSIPAI PUE PIOM 3T} JO UOTIOU PaATeduodaxd atpy
199[01 0 sn o105 Ydop “9oeds jo suosULWIP IOYIO )
ueyj) APOSIIP SIOUL, 3SNEII] SUOISUSWIIP [[€ JO [EeNUSISIXD,
jsowr 3y, se yjdop 0) par1ajor AJUOJ-NES[IDJA ILINEIA]
U013G2243J Jo (Sojousuousyg sty uy 1 ur 9AI] am se ypdop
‘armdes A[mny jouued jnq ‘seyeurxordde aandedsiad 9no
pajurod 9ABY SI0JE)USWIUIOD SSIFUNOD Se G -dandadsrod
jo suSs a1y Surpear,, Aq Aprewtrd yydop aaredrad om
‘ooeds eorsAyd ur uaas ‘uoneordisjur onewalsAs jo joe
ue 0} sjunowre A[[enuassa Jjas) souatadxo ‘(aanoadsiad
Jo 1algns Arewid o) ypdop Ajremonred pue ‘9oeds oy
SOWI02 J1 UAYM I0,] "puryaq doeds Sunuasardar jo wapqoxd
o oaea[ A[[ea1 jou pip Aoy ‘uonuaarsjul feneds fenjoe jo
1oaej ur 9oeds jo uonordop o1y pue aandadsiad payosfor
s)sIe AINJULD-YI9NUIM) JO SUOTIRIDUDS JAISSIIINS [EIIAIS
uayMm ‘paapu] ¢-9991d Aq 9991d 91 Sunonnsuod9ap s1 WY
-uodd(h—ponSre A[snourey Aysjoue ] UIMIY s ‘WLI0} O1[0q
-wiks e—oSenSuey [ensia e paspul st oandadsiod yer) 2a150p
o of, “pdep jo suSis asrey jo yonpoid o st syl jo [V
‘Anowoad jstuorssardxa
‘pewr dwos 0) SUIPIOIIE YIMNQaI U] pey AII[[ES o) JI se
‘premur asde[[0d 0) UsYEaIY) 10 A[IZBID UBS[ O} UI9AS NG
9ySuadn ureurar 198U0[ OU S[EM ‘IOMIIA 3T} I0] "WIOOI
31]) JO SIUAIXA 1)) Jo sSuIpeaI Pasnjuod 1o pajeraddexs
A[p[im st jnsazx oy [, “SuI[Ied pue I00[f Y3 YIIM S[[em )

9[qeLIRA SUOISUSWI(]
IMPIAIYIIR "mm.m_m ,EzEEE<
g10% ‘c6-a

L8

L4

Jo suonoun( oty Suore Suruuns sour| (renorpuadiad Are
-moe q) [euoderp Apuaredde oy uey) oyer JusISJIp €
ye os op Aew Loy 10 You Lewr £o1) nq aoeds ur 9padar
0y readde saury asay T, “ypdep jo suSs A[uressadou jou ore
Jet]) Saul| [BUOSEIP $9)8aI0 JI 9SNEIA] ‘DAOUIL JAISIIAQNS A]
-doap e st siy T, “100[ pue sjrem oy 0) uonera ur Apnbrqo
UNI SOA[OSWAY]) SINO B} ‘SIS0 JSOUL PUE ‘SIOM SIY[} U]
‘pdop agrumyur
§)s935NS 19WI0D 9)IUYOP B JO 9OUISCE I} SIAYM ‘BUIRIO
-ued e 10 doapspeq ojoyd paamd e £q pajeroua$ jey)
0} Te[TWIIS ST }09JJ9 9} ‘suds © UI-SNONJIqUIE SIUI0Idq
soeds ‘rorpjo yoes ised difs s[em usym puy ‘SoA[ISWAY)
SISUIOD 9} PAINISCO IO PIAOWAI A[OAII9}D UOTIUIAIDIUL
s souneyuadd( ‘Apueyroduur 2107 *SUI001 pajosuUodIBIUL
Auappns a1y ySnoayy smara anbrjqo jo sorres e Surdofus
pue doeds o) souyep ISIMISIO Yeyy PLiS oy Jo Anowoas
a1y SurssorSsuen ‘A[reuoSerp sooeds oYy ySnoxyy sarow
Pmod auo ‘ySnoxy ssed o3 ySnouo a8re[ arom sSuruado
a1y asnedag ‘uone[naId jo yred pue Aousdelpe jo osuss
§I0)ISIA 91} S[JNYsaI 0) sem uonerado sy Jo 199Jj9 diseq
jsouwr oy [, (£, *S1) "UONIISIAUI S[[EM 9]} YSNOIY) SUOTSIOUT
JO $9LIaS B INO PaLLIEd Uay) pue ([[em Ienorpuadiad swres
o £q payaasiq y1oq s[em [o[rered omy jo juswaSuerre
ue Sursn) sarenbs juateamba A[ySnox x1s ojur L1a[1es ot
popiatpqns rowreyuadd() 919 YI0X MaN ul AI1a[[en)
M O'd'd Ut pa[[eIsur ‘co-7 1om 107 1oy A[qeqod st
ayep 0y ASarens siyp jo opdurexa 3saq oy, A1o[es oy jo
SISULIOD 9]} UI—3[([ISIA JSOUI dIk SAUI] 33} aIaym jutod a1}
ye A[eswoa1d uonuaALur 10y surSaq usyo rewreyuadd(



Ly

anbrjqo ue woxy pamara uaypy ‘readdestp [[im sapa sit
puE ‘Ourelj s)1 JO IO 31 9xe) g "9010U A[oIeI pue YSnoIyy
j[00] oM SUTY)oWIOS SI T (SIOOP PUE SMOPUIM JSOUI UI SE)
uoisia Jo sue[d mo o) [a[ered jos pue ‘ourery e UM
poaurejuod £[ojeg I} 91edTISIUWOP 0} PUI) S)OANIYIIE JNq
‘s3oop50 remdoorad xayduroo Aqureurproenxs sonpoid ued
SSE[D) "PUB[[oseY SNEYISUNY] Y} Je PI[[EISUL FI0F ‘T-£€
yim Apoarssardur 3sowr ‘saoord 19y jo Auewr ojur 1995
-} [ENSIA JO IoA®[ I9YJOUE 2ONPONUI 0} SSB[S pasn os[e
sey rowrreyuadd( ‘ySnous jou a1om sIY) JO [[e JI SY
*2180] 19130UE 0} SUIPI0IDE pazA[eue SI )T
S WOOS SB PA[EdAII dIE JBT]) SANTXa[dUI0d JUa e[ SUreuod
aoeds a)—saa18op Ayouru A[poexa Je s1ouI0d pue 4ySrens
A[Surmssear sjem ‘9dueisip a1y ojur urpadar Apeau saur|
—mara jo juiod renonred mo woij o[qissod se o[qidof se
st 9okds Jer]) 9INSUI 0} PAINNSUOD U SBY W00 [ed1dL)
81]) JT WAAS Jer]) sn spurwal snyy ewreyuadd( 1euIod
9913op-Ajauru e Jo A130U1098 19GOS B} UIYILM PIUTEIUOD
u9aq aAeY 01 )1 10§ s[qrssoduur suraas J1 xo[durod os adeys
B ‘S{ POIOLIIUI OM) UM} uoIsi[od Surtrel e jo ymsax
a1} aY[I[ Surylowos syoo[ 18y ISy JLUII9 Uk 9ONP
-oxd A[uappns ued sjrem Sunoasioyur ‘renotpuadiad omy
ySnoyy ao1fs anbrpqo ue ‘Aem siyy uy ‘puey jo no 398
Appomb 100 a1) jo 9oejINS [RUOISUIWIP-0M] dY) OjuT 9oeds
[euOIsUSWIP-331Y) Jo uorssardurod oy ‘Surmara jo suerd
o 03 [orexed jou st Sumnd jo suerd oY) USYM g ‘SIAIS
-way s[rem oy pue auefd Suimara o yjoq oy [o[rered
aIe Jer]) S9[0Y] 9)eaId A1) asnedaq ‘Sururre[e JOO[ 3 .UOP
SI00p pue smopum se yons s[iem A1a[[ed ur sarmound

9¥

sunnoy ‘sea1Sop Ajouru ye A[orenbs 31 joowr 03 ozeS 1oy
10 STy SuroaIIp ‘[fem & ye APO2IIp SYOO[ I0}ISIA B JIYM
‘A197[eS © UI JIOM [EUOISUSWIP-0M) SUIMITA JO SpOUI [ED
-1d£y oy £q pareorjdar ‘esuas e ur ‘st 9180[ SIY T, MO UON
-09s 9} pue dovJINS S SUIMEIP Y} YIOq SAIMSUOD Jey}
mopuim AreurSewrr a3 ySnoay jySrens Suryooy axe nok
yey) os pazrueSIio st SUIMeIp UOIIIS € ‘SPIOM IOYI0 U]
*0zeS S, JOMIIA 9} JO uonIAIIp Y} 0} repnorpuadiod osye st
mo sty jo aueld oty ‘A[peronxy) “Surpymng e jo s[rem 9y} 03
[o1rexed sixe ue Suofe UOISIOUT UL SUIYeW JO UOUSAUOD
a1} uo A[1aeay sorfor SUImMeIp UOTIIs Y “99I[s a1} Jo aueld
[eUOISUSWIP-0M] 3} 0} uonernSyuod [eneds uaAlS e jo
suorsuawp 221y} ay3 Surdnpar Apdniqe £q Aynxapdwod
Surd[1opun asea[or 0) ABM JUS[[9IXd U OS[E ST IT ‘I9PIO
Surf[zopun s Surpng e [eaadr jeyy sSuImeIp 91e9Id 0}
pasn ‘arnodrydre ur uonduny Surjured pue L1oyeuerd
-x9 ue pey Suo[ sey  uordas e Surnd, jo sonoeid oy
afiym Ing ‘saure[d remorpuadrad om) Jo uondasIayuI O}
ySnoxyy Surares Adus £q parerous§ uoaq aaey pmod
Ko ey oqrssoduur suraas J1 ey payedr[durod os surd)
-red o1muasde soyeard Ayfenb yerrojord jsowre ‘oryderd
STy T, "uorsta jo auerd s,9u0 jo juoiy ur A[[edniaA Surroaoy
are Aot} JI s JSOUI[e YN0 Ud)E[j 0} PUd) SPUR( [BIOW
a1} Y1 S109ja1 URY) Ioyyel JYSI[ SqIOSqe ey YIr[q eI
‘doop ® st Surur] wWnurwNe 2y} ISNEIIY "SSAUIR[ Y)M
sAerd Suneurdsey oxeIIOPUN OSTE SYIOM SUIES ISAY) JOX
*TojoRIRYD OTyRWISIUS
‘mer s 90eds Jo owos 19A00SIPAI £qa1aty pue 1 ised joo[
01 sn afemodua Lo ‘oanpadsiad Sundnisip ur ‘esrper



67

S[qeLIeA SUOISUWII(]
Q1mdIyoTe ‘ssefd ‘wnurunyy
Y10G ‘q-£€ "Smala om],

8 S

87




19

ApImua 1eyrau st 9dustadxa jery pue ‘seonpoid i1 suors
-soxdwr a1y ySnoIy) Isejrurtr SpEUI 10B] UL ST P[IOM 1)
Jo 19pI10 SUI[TopUN B[} SIWNIWIOS JBY) ST SPUTUIAI SSE[T
aandafpar s rowreyuadd( Aq pareard [rem parsoys oy
Jng ‘PaINSLIUr 3¢ P[NOTS IMDIAIYDIE YITYM Aq SPIEPUE)S
9A1195[q0 91} WO} PIDIOAIP SB WIS} MES Y ISNEIA] AT
-daoap,, se s109)J0 [ensia passtwstp ‘ojdurexa 10j ‘nIaqry
‘jrosut Aydosoriyd se pjo se pue L1091 [eINOa)IYdIE pUE
}Ie 0) DIWIAPUD )Oq SI Jey) o1k sJUry) em 9Y) pue s
sSury) Lem o) ueamiaq uonsoddo pawmnsse Ajuowrrod
a1} uonsanb OJUT S[[eI JUSWIAOUI S IOMIIA 3} JO IEJ oY)
UI U9AD UOISI[I STY} JO 90ud)sisiad 9], "UIOOI Y} UIYHIM
S[OARI) IOMITA I} SIOYM I9}JBUI OU SUIBS I} UTBUIAI [[IM
199j0 o) ‘A[Surpi0doe pue—uordasiajur remorpuadiad
PUE UOT)EJUSLIO [EDIIOA PAIEYS JO—[[EM 1) pPue sse[S oy
u0am1aq dIsUOTye[aI ST} JO JNSAI oY) A[S[OS SI I ISNEIA]
qurodmata paxy & uo juepuadaop 70u ST UOTIAAI AY) JO
Surgqnop oy {7-¢¢ urng ,"SUIOUIATOD JSOW SEM UOISI[T
a1 yotym woajy jutod a1y woij A[Uo wass aq pnod I yeyy
9INSUD 0} I9PIO UI—J[ISH JIOM ST} J& U} ISUJeI—IOLIIUI
e ur sSunured s1y jo duo jo uondapar 9y ye ofoydoad
ySnoyy Joo[ 03 STOMd1A PadI0] oY ureIayMm ‘Onbruypay
PausAUL A[MAU SIY JO UOIEN)SUOUIIP SNOUIR] JSOUI STY
ur paziseyduro jeswry rysafounig se ‘ouerd jef e uo
Po1NISU0d Mata dandadsiod e Jo onxy AJurerad st sIyy,
“Tomara Suraor a1y 03 pasodxa A[yornb are os pue ‘mora
jo jurod a7Suls © punore pa)dINISUOD I8 SUOISN[[I [BN)
-deo1ad jsopy ‘suonuaaisjur 197 jo Sursjosoid yySnory
jsowr o)) sdeyzad os[e s3] ‘Ul 0Iq 9q PNOoM AINUNUOD

S[qeLIBA SUOISUSWI(]
armpaIyIe ‘ssefd ‘wnurwmy
G10G ‘€6~ "smata omy,

6 S

£6-¢¢ so8ed

0¢

JO 109JJ9 oy pue umop 10 dn Suims pnom aurf pajdd[aI
oy YuawruSIfe JO INO YOUI UE JO UONIRI] B USAD dIOM [[em
a1} pue SSB[S oY) JI-PajONNSUOD Ik SYIOM § Jowtoyuad
-dO yorym yym uorswaxd o[qesrewar oy uo juspuadop
Apanyua st puey jo 1ySiors Tensia opduirs A[Surwoas sy,
*9I91[} JOU ST SSB[S o) PUE SONUNUOD J[9SIT [[eM 3} JI S
‘IOO[] 9} S199UI [[EM I} SI9YM JUI] Y} JO UOJENUNUOD
109j10d © 995 auo ‘sse[S oy} e Sur|oo[ ‘spIom IaY)o UT
1 9[qnop A[aswaid 01 se Aem e yons ul [[em JBY) S1I9[
-91 31 e} SUBSW YDIYM ‘S)D9SIDNUT JI [[EM O} SE UONIE)
-UQLIO [EONIDA JWIES Y} UI ‘I00]f 9y} 0} re[norpuadrad
A[10BX9 ST 199Y[S YOBa—[[& JE 57 }I 9IOYM ‘PISpUI-S}Ie)S pue
sdoys sse[§ a1y a19YyM JnoOqe uOISNJUOD 3} 0) SUIPPY
‘wool urpunoims oy} jo
JEY) OJUI SIOM 3]} JO 9dkds oY) SPUS[q AJBUTULIA}OPUI ST}
“MOTJIP A[9UWIOIIXd SIUI0DC UOISUSWIP IO UOT)RIUILIO
31 SurpuejsIopun Io 399Ys 9y} jo a8pa ay3 Suneso] yey
os S ySy rensia Suons e Suneard uey) Ioyjer Ire Ay
oyur Sunew adeyms A[ruu ‘[mp sy ‘paysijodun 309ys sse[S
a1y} Jo a8pa o Yoy A[nyesodiand sey reuwrreyuadd(y *oprs
19310 Uo woo1 Yy ojul sapnrjoid j1 yeyy os ‘ornyrade oy
ySnoxy sessed pue [em a1 woy sea13op Ljouru pajejor
st sse[3 oy, (6 7 § "S1) "9091d oy eymysu0d Jey) (sIEaL
JUSIII WOIJ SYIOM ISYI0 IST] JO JSOW Pue ¢ -(7 UI dSOY}
0) Te[IWIS ‘WNUIWIN{E JOB[q UI PAUI[ S[[em YM YSnoiyy
$1n2) sSuruado urewr om) o) Jo yoea ojur sse[S Jo 199Ys ©
poytasur sey rowpyuadd() (7-g¢ uf ‘suondspjer Surziiq
-eysop Suronpoid ‘sAem pajopadxaun ur aze§ s,ouo sounoq
I[IM 31 “[rem e Jo aueld ayy 03 uonye[a1 ur payn 10 ‘O[Sue



53

52



gg

1861 Ut

2011225424 v) ap awrao.T se paystqnd
1y -g6-88 dd Aqreradse (3661
‘ssa1d LIIN :98pHquie))) wewpoosn)
uyo[ suen) 2aagsiag Jo wisiig [
‘yosture(] Haqnyy :99s ‘Kroysndeg
sunualol] ayy pajrdep Apuaredde
PIYM 9s0] mou ‘[oured ST HIm
jusurtrodxa s ryasaf[ounIq Jo
UOISSNOSIP JAISU)XD UR I0]  /

‘Gy6l W

u0wga24aq ] ap asojouswousyg

se paystqnd 1111 "865 (3005
‘98papmoy uopuoT) yrwug uro)
‘suex) ‘uougasusd Jo (Sopouauouay g
‘Ayuog-nesIopy oLMe g

LT61 W

uLi0,] ysyoquils, spp 201y2G5iag N
se paysiqnd AewsuQ “(£661
‘syj00¢] dU07 :aSpLIqUIE])) POOM
toydoisty)) ‘suen Lo ajoquilg
D da1p00qsiag ‘Kysjoueq uImIy G

spIom s ourreyquadd

Jo 1adse sty jo Surpueisropun Aur
Surdeys ur ajqenfeaur uoaq aAey
OIYM ‘UOTIONIISUOD [RINJIINIYIIE UL
swa[qoid [ersyewr 03 s]00) [eUONE)
-nduwoo jo uoneordde oy SurpreSax
syySrsur sty Surreys 10§ AU 09T
109)IPIe 9y 0) [yojerS we | §

FLGT UL29Dgsa,] ap uoronpod vy

se paysiqnd L[rewiduo 09¢
‘(T661 ‘TPMORI] :PIOFXQ) YIS
-UOS[OYPIN P[euo(] ‘suexn 9w fo
u0IINPOLT Y[ ‘9IAQRJOT LUSYH €

“G8YI ur

v0pafipay 7 a7 e paystqnd
18t “oupw siseydury y¢ (8861
‘ssa1d LN :oSplLqure))) I0UIdAL],
1190y “Yoea [N “YamyAy ydesof’
‘suex) ‘syoog uaf w1 Surppng fo 14y

Y uQ ‘DI EISTIRY U] T

“mo[aq passnosip ‘Furpping Jo

2 Y7 U() “OIMINTYDIE UO ISHEIT)
sty ur paysiyqnd sem a1mdd)IYdIe U
uonesridde s)1 jsureSe Sururem srpy
‘GepT ut nanjorg a7 se paysiqnd
ArewtSLiQ (9961 ‘ssa1 Asioatun)
9Tex uaArH MaN]) 10ouadg  uyo[’
‘suen) Funuing u() ‘DIQLY eIsmregq
uoa] :Sunured uo asnean siy ur
N SIMINIYDIL UO STUNLIM ST UT
jou aandadsiad jo uondrosop siy
paystqnd niaqpy ‘uonesrdde sy uo
smata st uaAIS ‘Apprerdorddy 1

@

14

*Ayeure)[nuILs JO 90BIQUIS PajeIqI[ed AJ[NJaIed & JO J0AR)
ur 9oeds jo Surpuejsropun mo parnyonns Suo[ os aAey
JeT]) SONOS[RIP pUE SaLIeulq a1} suopueqe IouneyuaddQ
‘IOUTEIUOD [BIN)INIYDIE J[SUIS B 0JUI—LI0)IIPLIIUOD SUWIOS
‘Areyuowro[duros awros—aoeds jo suonemonre sidnmu Sur
-104® "9[qeA[OsaIUN A[9jewin[n Se WY} s9ZIuS0Ia1 00)
ays asnedaq AJesaid yiom s rewrreyuadd( srewrue o3
9NUNUO0D [[IM SUOTIIIPBIIUOD 3} g “AN[IGN[OSUT IO}
03 Surropuarms Jr se “9oeds jo sonmiSuodour yusIayUI A
woIy pafj sey yIom yons ‘osuds e uy ‘uondedrad jo sy
o ssoxSsuen ApueSeaenixa jey) s1o9j9 Teroads Surroaey
WNIPaW dAT)ISJJE 10 UORIPUOD dLraydsoune ue ‘O[qemous]
-un AJ[enuosss pue dAISIdWIWI 1poq st adeds sysod ‘9ouarr
-adxa jo uonerordxe ue jo asmS a1 UI JeY]) SOPEISP JUIIAI
UI SI0M JO POOJ} 91} WOIf SUONNGLIUOD 197 ysmIunsip o3
s[rej os[e aaneLreu jey J, ‘uosuayaiduwoour remydaoiad se
s[qisuayardurod A[isea os Suryjou nNoqe ST YOIryMm sjrom
19 0} 921AISSSIP ® ST Surpear sIy) ing "SUnuaLIOSIp se
sada1d 107 Jo uondrrsap a1y st 9onoeld s sowreyuadd(y
punore SurSiowe asinodsip ayy ur ador uowWwod y

‘Aypeas pue aouereadde
uaam)aq a8priq e st 1 :aAT)I3[qo A[re101 10U 9ATII0[qNS



door

how your body navigates through space

enter from space

from another space allows horizontal and vertical
primary orientation physical

how the piece personal in space
appropriation
arranging and establishing meaning

project spatial illusion

SARAH OPPENHEIMER
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Public Performance

George Baird’s new book
argues for the enduring
importance of public space.

Words Freek Lomme

Lanadian architeel, eritic, educator and
1 |'i;__w"i worge Baird attempls o close reading
people as they negoliate public spaces,
wewly released ook, Prliic Spoce, offers
sinterpretation of urban choreography
ting back almost a decade and seems to be
spired and informed by the human energy
leseribes,

Aecording to Baivids empirical readings,
thlie spaee’ manifests as a theatre of
ciability, Here, sociabilily becomes epie
fimareative) through its choreography and

is & call to engage inan nnderlving public
seriphand Lo practise it polities,

Baivd hases his speculations on g rnge
ol sourees, lrom his readings of streel
choreography, as represented in photographs,
to urhban architecture and philosophy.

Is the urban epic people-specific or
site-specific?
Greorge Babrd: Dwould say that il is somewlial
man- oF weman-spect e and ool particalarly
site-specilic. There are some local cullure
rformative alftermiath, and performance specific issues, such as degrees of the socially
cames political, Whereas arehitecture often  acceptable proximity of hodies in public space,
glects Lo ackpowledge the dynamies of bl - assuming asupportive architectural
ban movement, Baivd builds upon traces ol Frame - the orban epic is possible in mam
blie movement, as recorded in photogeaphy, — different places,
i presents his unassuming speculations,
Instead of stimply commenting on the
ban results of top-down desisn, Baird
alugtes and rather favours a public
rmeipation of Lhe private, s this enables
riher Hberation of ‘the puldic’, His approach
geperously user-cenbeed, and his latest book

Is the performance of the epic the key
to the user-centred accountability of
urban architecture?

I my opindon, it s certainly one keyv. [ am
trying, through the use of both Arendt and
Benjamin i my theovetical argument,

b show inowhal modes)
payehological
inerements of sell
awareness in public the
“epic asvou call i, can
gradually take shape.

‘Europeans are
over-anxious
about diversity’

You describe the
pressnce of the plural
and seem to
acknowledge the
presence of conflict.
Is public space
inevitably a stage for political drama,
and, if so, what does this say about

[

~WiF’uinc
Space:

-

\ Cultural*Political
Theory;
' yStreet Phalo_?raphsr

Al

e

VAN Interpratation by
& Gedrae Baird
"

current political views on the urban that
try to narrow the scope of the practice of
liberty to diversity?

Yes, Twould sav that 1 is such s slage, alheit
one that can enact such drama — even
potentially high drama - from a very modestly
quotidian point of departoree, As forf narrowing
Lhe scope of the practice of liberty to diversily,
[or me this would be guile inappropriate,
However, as 1 iom a Torontonian - we believe
we live in the most diverse eity in the world

| have to say that like many of my Toronto
friends, | find Europeans over-ansious ahoul
diversity, We would argue that vou should just
celax and fry to ael magnanimously.

Are your Interpretations meant as a
manual to bring about sociability in public
space or as a guide to understanding it?
What do you want of your readers?

Vi, D would say bothe 1 am particularh
interested inencowraging architecks and
urhian designers to reaflirm their confidenee
in the vast potential of public urban space in
our time. But, like everyone else in the world,
we designers are also citizens.

What does your reading of the area
offstage - of social performance - say
about the morality of the actors?
Notmuch, I would venture to say, As Hannah
Arendt so tendentiously observed, political
aelion is nol so nmueh aboul doing good as il is
about seeking glory. _

Peliite Space: CelturalPalin
By Ghorge Baird

Publishod by Sun Architectus
158N STH-B-45105-1T4%-5
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The installation is modeled on Michel Serres’ three definitions of parasite: just as the biologi-
cal parasite is physically opportunistic and feeds off its host organism, the installation steals
its structural and electrical sustenance from its host site; just as the social parasite entertains
its host to earn welcome at the dinner table, the installation offers the entertainment value of
voyeurism to a public unwittingly drawn into an interrogation of vision; just as the technologi-
cal parasite creates interference in an information network, the installation interrupts the sys-
tems of the museum to interrogate it. The installation electronically links the Projects Room
with three remote sites of circulation in the museum, linking self-conscious and unsuspecting
viewers in a reflection about looking—the primary activity in the museum.

DILLER SCOFIDIO
MUSEUM OF MODERN ART

1989 PARASITE




The Museum of Modern Art

For Immediate Release
June 1989

PROJECTS: ELIZABETH DILLER/RICARDO SCOFIDIO
July 1 - August 15, 1989

The Museum of Modern Art continues its PROJECTS series with a site-
specific installation by Elizabeth Diller and Ricardo Scofidio, on view from
July 1 to August 15, 1989. Organized by Matilda McQuaid, curatorial assistant
in the Department of Architecture and Design, the exhibition, titled para-site,
uses video in combination with Museum architecture to alter the viewer’s
experience of the gallery space.

Diller and Scofidio, both teachers at The Cooper Union for the Advancement
of Science and Art, have collaborated since 1979 on numerous architectural
projects. Their temporary installations go beyond conventional architecture
and recall performance art of the seventies. The human body as active
participant or as viewer is central to their work.

In para-site, seven surveillance cameras are mounted on metal rods
and attached "like parasites" above the Museum’s entranceways and escalators.
They transmit fragmented images of Museum visitors to monitors in the Garden
Hall Gallery, recording their movements from various angles and vantage points.
Some of the cameras are mounted directly above the revolving doors, flattening
them into an architectural plan; others focus on a specific point on the
escalators, scanning visitors in elevation as they ascend or descend.

Within the gallery, convex mirrors and dissected chairs are suspended by
structural elements that seem to defy gravity. Dotted lines halve the room

vertically and provide a point of reference for the viewer. The effect is
= more -
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perplexing: video cameras and monitors orient the viewer within the context of
the Museum, while mirrors and upside-down chairs disorient.

Diller and Scofidio emphasize the structural nature of the materials they
use in the installation. Video cameras are mounted on finely crafted metal
~ pieces that resemble the legs of an arthropod or jut outward aggressively on
attenuated cantilevers. Ms. McQuaid writes in the brochure accompanying the
exhibition, "The structural supports for the video machinery complement this
scientific scrutiny of the body and create a highly technical and disturbing
environment, one that is measured by the machine and not by the human body."

Born in 1935 in New York City, Ricardo Scofidio graduated from Cooper
Union in 1955 and received a bachelor of architecture from Columbia University
in 1960. Elizabeth Diller was born in 1954 in Lodz, Poland, and received her
bachelor of architecture from Cooper Union in 1979. Previous collaborations
include installations for Galleri Rom, O0slo, and the Institute of Contemporary
Art, Philadelphia (1988); the Storefront for Art and Architecture, New York,
and the Capp Street Project, San Francisco (1987); and Art on the Beach, New
York (1985), as well as group exhibitions in Frankfurt, Milan, and New York.

PROJECTS is made possible by a generous grant from the Lannan Foundation.
Additional support for this exhibition has been provided by the Graham

Foundation for Advanced Studies in the Fine Arts, the New York State Council on

the Arts, the National Endowment for the Arts, and The Lyda Ebert Family

Foundation. Video equipment has been provided by Sony Corporation of America.
PROJECTS: MATT MULLICAN, the next exhibition in the series, is on view from
August 24 - October 24, 1989.

* * *

No. 69

For further information or photographs, contact the Department of Public
Information, 212/708-9750.













ENVELOPE

Envelope is a general term that covers objects that form a
space by creating a fat and complete or extensive boundary
between inside and outside. For example, the atmosphere
forms a shell around the earth or the skin forms a shell
around the human body. Examples of envelopes are
containers, clothing, architecture, packaging, membranes.
An envelope can be completely seperated from the content
it surrounds. It chooses to either refect or camoufage its
interior. The design of an envelope afects the worth of the
content.






WORMS EYE PERSPECTIVE
JAMES STIRLING

It can be used to look up to something to make an object
look tall, strong, and mighty while the viewer feels childlike
or powerless. A worm's eye view commonly uses three-point
perspective, with one vanishing point on top, one on the left,
and one on the right.
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James Sterling




In approaching the vast site of Thurgauerstrasse | performed a series of walks through the
area as an entry point (Zugang) in order to grasp its heterogenous qualities. Beginning
with superficiadx@%%, through courtyards, through streets, through suburban places with
defined programms, like refusal stations, to more precise places, more private spaces like
gardens and small scale housing. the heterogeneity of the coexisting different spheres
fascinated me, and | tried to capture this at the heart of homogeneity *

through my nearly daily walks.

By walking | invented passages through an otherwise fragmented urban fabric discovering
the introverted public interiors of the postmodern headquarters. | learnt a new way of
reading,thisl place, through wal(l;s throygh buildings, through eras.

Theﬁv mé%%i%@%%gﬁéﬁchmo véﬁrﬁnc ﬁie urban fabric. These buildings being in
the postmodern era have perverted the use of architectural language of the classic age »
with elements that represented the merely public realm. However in Postmodern Era the
institution was frowned upon, and the these over dimensional spaces were
commercialized for the capitalistic era, As these s(ip;bacgs m %igarly%%éﬁg purpose, |
want to indulge into these spaces, and understand its potential qualities within a
heterogeneous area, to give a new layer. |

While Mapping these public spaces inheriting architectural language of the public realm,
but privately owned, | discovered that the thresholds, being the only or multiple gateway
was a form of expression onto the street, and paradigm of publicness. In detail | want to
study the thresholds, being the barrier, between the public and private spaces, analyzing
the intimacy and its gradient. Physical Thresholds being a door, an entrancé, a corridor,
contrasting architectural elements that enable fluidity in a heterogeneous fabric within
autonomous buildings. ,

Durihg a persbhal approach of these spaces, with the body being the most intimate mean
of understanding the space, | tried to recreate the heterogeneity inside a building testing
the social thresholds, the etiquette, how one should act in these spaces. Where Intimacy is
considered an essential, secret and even occult quality of the mapped space.

Using the tool of worms eye perspective, also a language of the postmodern era, where
the medium was used to make an object look tall, strong, and mighty while the viewer feels
childlike or powerless, is an attempt, to understand and see this with irony, and further

invent a new fiction.



How can these introverted architectural elements being a language of the public realm
regain value of the society in this place? This street needs a new identity within the
perverted language of the postmodern public private domain. How can these be changed,
and how does the occupation of the space change the value given to these elements?

| want to give these a new reason, bring back the language for new public spaces, always
having Pierre Hyhughes use of framework in mind, without reprogramming everything.

worms eye
things looking mighty
of these perverted spaces

WORMS EYE PERSPECTIVE
JAMES STIRLING
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View of “Klara Lidén: Grounding,” 2018. Klara Lidén

Klara Lidén’s primary mode is the disruption and detournement of urban space. The artist’s recent
video works follow in the wake of a series of experiments at this gallery. In 2008, Lidén transfor-
med Reena Spaulings into a pigeon coop. Four years later, she filled it with a forest of discarded
Christmas trees. With this exhibition, Lidén upholds her fervent disregard for rules.

Using Massive Attack’s 1991 music video for “Unfinished Sympathy” as a point of departure (whe-
re vocalist Shara Nelson walks Los Angeles’s Pico Boulevard while singing), Grounding (all works
2018) captures Lidén as she traverses the streets of Lower Manhattan. The camera follows her
walking with apparent poise, until she performatively —and repeatedly—falls. While Nelson is digni-
fied as she struts down a rugged stretch of LA neighborhood, Lidén fumbles in a tony setting reple-
te with markers of capital: the

New York Stock Exchange, Chase Manhattan Plaza, and the monumental Dubuffet sculpture origi-
nally commissioned by David Rockefeller. This landscape stands in stark contrast to the pamphle-
teers, street musicians, and motorcyclists that populate “Unfinished Sympathy.”

But Grounding is more than its video component; Lidén emphasizes the importance of the built en-
vironment, going so far as to reconstruct it. The video is projected onto a plywood ramp that divides
the gallery in half. Inset with a trapdoor, it resembles the metal sidewalk entrances outside many
New York storefronts. The other side of the ramp reveals its armature, shoring jacks traditionally
used in scaffolding, as well as a video displayed on a monitor. This short, GTG TTYL, was made

as a preliminary sketch for the show. In it, Lidén climbs onto a sofa and a temporary wall, located
precisely where the monitor is now mounted. What is consistent about Lidén’s Grounding and “Un-
finished Sympathy” is their unmoving rhythm, the determination of the single-shot camera take, the
authoritative stride of their protagonists. Shara Nelson sings about heartbreak. Where, then, does
Lidén’s wordless music video lead?



Previously, Lidén’s installations have pointed outwards beyond the conventional display mode of
the gallery, or otherwise attempted to invert the relationship between private space and the street,
through sculptural and architectural means. Upon entering this exhibition, the viewer encounters a
video projected, at nearly full scale, onto a plywood surface set back at an angle of approximately
60 degrees. The looped film begins with Lidén clambering up the stairs from the Wall Street subway
station and traces her steady pacing - set to an uneasy, percussive soundtrack by Askar Brick-
man - in a single continuous take. Loitering construction workers, a stroller-toting father and deli-
very men briefly share the frame with Lidén as she encounters them on her circuit, a choreography
interrupted only by her regular, unprovoked tripping and falling to the ground. Somewhat comically
- if not for the unsettling sonic tempo - these missteps do little to slow or inhibit her progress as
she crosses a few blocks into an empty square on Liberty Street, a privately owned public space
below a 60-story landmarked skyscraper that is only eerily implied in the low camera angle tracking
her modest movement at ground level. Here temporary scaffolding, plastic site barriers and safety
netting - evidence of ongoing urban development and the increasing entanglement of finance and
real estate - rigorously intervene into, trap or almost contain the walkway, ironically undermining
the name of the artist’s designated route. Emerging onto Broadway, just steps away from Zuccotti
Park (once the staging ground for Occupy Wall Street), the camera stops as Lidén continues down
the street and finally around the corner, out of the frame. A doorway cut into the plywood pro-
jection surface at the gallery allows viewers the possibility o cross through (or into) Lidén’s film,
behind which its construction - propped up on those ubiquitous scaffolding pipes and tubes - can
be observed. GTG TTYL plays on a small wall-mounted monitor in this intimate background area,
allowing some relief from the public exposure of Grounding. Having implied a relationship between
the space of the gallery, or art world, and one of Manhattan’s more fabled emblems of power, the
structure of Lidén’s show invites, yet again, a question of embodied action in relation to broader
social and economic systems. Furthermore, her frequent contact with the pavement in Grounding
- including a faceplant in the vicinity of Jean Dubuffet’s overblown Group of Four Trees (1969-72)
- suggests that art’s historical capacity to camouflage predatory financial practices may now be
exhausted. But as long as free passage in the New York City streets is still possible (for privileged
subjects, at least), there may yet be a necessary politics or even pleasure - that is, another kind of
value - left in the unmediated practice of the dérive.



HUMAN PHENOMENOLOGY OF THE CITY

Baird believes that architecture is highly capable of manipulating affects on human experience at a
subconscious level.

“Architecture’s power comes not from the iconographical charge it can carry, but instead from the
fact that it structures our consciousness and our way of being in the world in ways which we our-
selves are not fully conscious of”

“these striking images, none the less, bear powerful witness to the scope of the contemporary pho-
tographic image and to its capacity of both to portray and to shape the contemporary political forms
of publicness, generally, and of public space, specifically”

In relationship to architecture and urban design, each of these conditions work within the physical
and psychological networks of bodily proximity and become present to those who exist within sha-
red public space. Baird insists that the way we work on, interpret, and project the city relies heavily
on the phenomenological aspects of architecture.[T] He emphasizes that experiential journeys of
bodies through physical spaces are crucial in understanding the cityscape; however, postmodern
city centres have grown too large and complex to fully understand its entirety in this way. Similar-
ly, to his syntheses presented through street photography, the city must therefore be understood
through the approximations, representations, and other intermediate means of publicness

GEORGE BAIRD
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In a different context, Kevin Robins criticizes as “conservative
and nostalgic” descriptions of the Internet that deploy the meta-
phor of “agera.” According 1o them “the Net is seen as rekindling a
sense of family—'a family of invisible friends." They thus present
the Net as an “electronic variant of the Rousseauist dream of a
transparent society” (1996, 98).

What the two examples above indicate is that metaphors do
not only help us to approach the unknown as analogous o whar
is already known, transporting—as the etymology of the word in-
dicates—characteristics and meanings from familiar areas of expe-
rience to unfamiliar ones. Metaphors, in a way, contaminate the
experiences they mediate through an image-centered comparison,

Not that everyone on the Ner imagines herself surfing the
waves of a California beach. The metaphor creates a kind of un-
derstanding that constructs a whole ideology or a set of value-in-
vested cognitive schemas. A metaphor effectively molds the way
we grasp an experience as socially meaningful and therefore pos-
sessing a certain social value, Lakoff and Johnson propose, "hu-
man conceptual systems are metaphorical in nature and involve
an imaginarive understanding of one kind of thing in terms of
another” (Lakoff and Johnson 1980, 194). Through metaphors,
the Internet experience is molded. D

Understood in this way, experience is actually lived differently,
depending on the different meanings and values attributed to it
through metaphoric descriptions. Metaphors sometimes become
so powerful and so effectively integrared into an experience thar
they end up being considered as literal descriptions. Just think
what it means 1o describe the mode of doing something as a kind of
route: we say, forgetting the meraphor we use, “1 will do it my way.”

The image of a sailor riding over the waves, finding ways 10
discover new lands, the image of a cybernaut cruising the seas of
information, is surely powerful enough to instill in the act of Net

o4 TOWARDS THE CITY OF THRESHOLDS

browsing the positive values of an advenrurous and heroic navi pat-
ing experience that promises pleasure and, most probably; profit.

Can we possibly discover a different, latent porential in the
metaphor of navigation? Can we transport this potential from the
virtual space of the Net to the actual urban environment, and can
we imagine ourselves navigating the material world instead of the
immaterial one? Is it certain that a buried collective memory of an
actual sea navigation cannot be revived with new meaning in the
metaphoric appreciation of the modern experience of rraversing
metropolitan space?

The ancient Greeks seemed to place a lot of value on the abili-
ties of a skillful sailor to depict the general characteristics of 4 pe-
culiar and distinctive wisdom, which they called “mesis.” Different
from the wisdom of philosophers, metis is an inventive compe-
tence immersed in the universe of social practices and molded
though practice. Metis must guide decisions on the spot, within
limired time, exactly as in the case of a sailor facing situations that
mostly require fast and accurare decisions,

This intelligence must also be multifaceted, resourceful, and
cunning; because situations to be confronted are multiform, ver-
satile, and open 1o unexpected events, however typical their form
-.-.-Hu__. Hmu.muﬂ.—.n

there is no doubt thar mets s a wpe of intelligence and™
thoughr . . . it implies a complex but very coherent body of mental
attitudes and intelleciual behavior which combine flair, wisdom,
forethought, subdery of mind, deceprion, resourcefulness, vigi-
kance, opportunism, various skills, and experience. acquired over
the years, It is applied o situations which are ransient, shifting,
disconcerting and ambiguous, situarions which do nor lend them-
selves to precise measurement, exact calculation, or rigorous logic
{Mernant and Dricnne 1978, 3).

Navjgating the mesropolizan space: walbing a1 a firnt ol negoriasion with atberies 45
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S0, somebody equipped with metis possesses the ability to be as
inventive as the circumstances demand.

‘The navigation metaphor instills in the pracrical intelligence
of metis one crucial image. To be able to take advantage of an un-
expected, strange situation is to be able to find a way through and
perhaps our of it. Navigating thus means being able to discover the
signs to guide you (as in the case of the archerypical sailor warch-
ing the stars), being able ro seize the opportunity in order to profit
from a situation {like the archerypical sailor swiftly rearranging the
ship's sails}, being able therefore to invent a passage, to establish a
route in what appears as a hostile unknown environmen (like the
archetypical sailor governing the ship in open sea).

For the ancient Greeks, the image of an unknown sea with no
recagnizable points of reference, with no seashore in view, was an
image of absolute alterity. Thar is why it used ro metaphorically
describe passage to the Nether World. To cross the sea, the sailor
must actually invent a passage, a poros. Sea navigation becomes
an activiry that may metaphorically represent the experience of
confronting an unknown otherness. Thus, it can be employed to
provide a meaningful representation of habitual acrivities thar are
meant to deal in inventive ways with the unknown or the unex-
pected. Knowing how to behave ar work, in public space, during
war, in the market, at court, or in the athletic games and exercises
meant for the Greeks knowing how to behave in a variety of cir-
cumstances that escape prediction.

Nat only were there different persons wha developed different
strategies in different social dircumstances bur also the gods always
intervened, often involving moreals in their quarrels. Navigaring
through the circumstances could mean creating passages of escape or
approach, rthus regulating a potential relationship with the surround-
ing otherness, And this otherness equally encompassed both the un-
predicrable whims of the gods and the multiform interests of morals.

9 TOWARDS THE CITY OF THRESHOLDS

One crucial characteristic of this ancienr arr of navigation is
that it is constandy on the move. It is a kind of mobile arr. And
to be mobile is being always inventively different from one’s self.
This is the art of changing in order ro cope with change. It has
nothing to do with the ability of the chameleon to adapr 1o the
surrounding environment. Metis is a form of taking hold of the
siruation not because someone is powerful enough, yer equally not
because someone is so hopeless as to only try 1o give up whatever
distinguishes him or her from the surrounding social environment
in order to face the alterity of others.

The ancient navigator uses the ruses of metis in order to nego-
tiate with otherness, to create passages, often aiming to propitiate
the gods and the sea alike. The ancient navigaror thus provides an
archerypal image of the everyday politics of social interaction. And
their practical intelligence is indicative of an ancient wisdom: the
wisdom that develops ways to negotiate with otherness whether it
stems from human acrions or from the actions of narure and those
of transcendental beings,

Crossing passages to otherness

Does this mean that the navigarion metaphor could lead us 1o a,
new way of understanding how to deal with the experience of oth-.
i lanket
of globalization? If every modern social encounter means not only
confronting everyone as a potential enemy but also being able 1o
negotiare, judge and estimate otherness, then metis offers a model
of action rich in nuances.

“Navigaring the material world” constitures not only a con-
venient metaphor, with the air of heroic colonialism filling its sails
but, essentially, a metaphor instilling in social interaction a new or
equally quirte old form and value. Is it then possible for us to can-

Nawigating the merropofizem space: wsalbing ai @ farm of wepariation with stheraes Lnd




ceive of navigaring the metropolitan space as actively constructing
a relationship to otherness? And if this acrivity is actually a pas-
sage-creating activity, is it perhaps ar the same rime an activity that
is based on the ability to inventively become other in arder to cope
with otherness?

In ancient Greek, the word for passage is poros. A ship that
crosses the unknown sea is called pontas. For example, the ship
of the Argonauts is a pentoperes ship (a ship literally creating her
own route as a Heeting passage). If one cannor find his or her
way, one stands in front of whar appears to be unknown or “oth-
er.” being in doubr. The Greek word for doubt is aporia, literally
“lack of passage.”

Otherness therefore takes the form of a seemingly unapproach-
able land. Passages to otherness, however, do not tame or eliminare
otherness. They may only create, with the help of a resourceful
incelligence, intermediary spaces in order to approach otherness:
spaces of negotiation (we must not forger thar the Greeks were
actually negoriating with their gods, they were not simply afraid
of them).

In English, “aporia” may be described as an arritude character-
ized by “an awareness of opposing or incompatible views on the
same matter” {Gove 1981), Can't we then perhaps say that aporia
is actually a form of heterogenecity awareness? And couldnt we
consider the discovery of a :nrr.ﬂm:? tempotary solution o the
problems pased by rnaamﬂﬁq as the di iscovery of a precirious

passage, an ..:Enmn_“. poros? The art of navigation is the art of

transporting aporia, not the are of eliminating it. As the passage
closes behind the ship, so does the passage to otherness. It's always
temporary, Social artificis are creared on the move.

"There is another meaning for the Greek word poros. Poros also

refers ro the small holes on the surface of ﬂ_.:w m_ﬂ_: _WEE are the

.......... rca

passages that connect our r....,&, to the mEE_.En_Em. environment:

k- TONCARDS THE CITY OF THRESHOLDS
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A grai of Sumdigy is hiddden i each weekday "A social howsing terntce in Athens.

When we describe something as porous, we consider that it is
communicating EHF its environment. A body in Jlm—.m_,.n.,m would ~
thiis be a body hermerically sealed.

" In one of his famous “city poreraits,” Benjamin uses porosity
to describe everyday life in Naples: .

As porous as this stone [the stone of the shore by the sea] is the
“architecrure. Building and action interpenetrate in the court-
yards, arcadet, and stirways. In everything they preserve the
scape to become a theatre of new unforescen constelladions.
The stamp of the definitive is avoided (Benjamin 1985h, 169).

] TOWARDS THE CITY OF THRESHOLDS

And:

Porasity results not only from the indolence of the southern arsi-
san, bur also abve all, from the passion for improvisation, which
demands that space and opportuniry be ar any price preserved.
m:m__n_...._m are wsed as a pa far stage (Benjamin 1985b, 170},

S

Inn the above passages, porosity appears 1o describe those circum-

stances that bear the distinctive marks of an occasion. That is why

porosity results from the "passion of improvisation,” this everyday

_theatricality, this art of coping with ever differing situations, be-
coming w:,qmm..ﬂ?n_w, other withour losing oneself.

In such a city as Naples, where “a grain of Sunday is hidden in
each weekday” as Benjamin observes (ibid., 172), social interaction
Becomes more than a series of prefixed and schemarized procedures.
Social interaction is characterized by porosity. As in the navigator's
art, porosity is the creation of passages, poroi, and “pores” through
which every social body breathes the air of inventive interaction. [n
the generalized maobilicy of Neapolitan life as Benjamin sees it in the
twenties, a metaphor of the bodily mediated experience of the mod-
ern city emerges. Porosity is the key to this meraphor, as the qualiry
of both material and immaterial elements of this experience. The
buildings and people’s habits are porous, The streets and everyday
ENoOUNters arc mzu_-n_._._h.. Mv.n-ﬂ.u.._.uh are n—.—ﬁ ﬂg_um%u_..rphﬂq: hﬂumﬁ%. n—.—ﬂ
families, and the relarionships in open-air markets.

Negotiating choreagraphies

When we recall that Benjamin was a theoretician of the art of wan-

dering, we can understand why poresityand navigation coincide in

a metaphor for modernity’s hidden liberating potential. As a met-
ropolitan wanderer, an Y estriafi, the Mineur loses

..{..__.p_._m,____._.ah the metrapolitan ypatce; ,__.E._H.H.a.w v form of negotiation urich otherness 1
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himself in the city only to discover, hidden behind the metropolitan
phantasmagoric fagade, the false promises that have propelled mod-
emn civilization. The flaneur in “rhe chorus of [his] idle footsteps™
{de Certeau 1984, 97) has a feel for passages, a feel for thresholds
(Benjamin 1999, 416). He discovers and invents passages even
when he recognizes them as points of rupture in the ciry'’s fabric.

The flaneur has a feel for passages because he has a fecl for het-
erogeneity, Trie, he may fall victim o the deceptive heterogeneity

e

of appearances thar imitate pluralism in the modern metropolis.
But while navigating the metropolis without following obligatery
itineraries, one can porentially discover ruptuzes in ﬂmvnlﬁmﬂlw

B e

" uniformity of modern urban phantasmagoria. The flineur dis=

“turbs the continuum of habit as well as the fabricated coherence of
the urbanistic ratio. Walking assumes the starus of a paradigmatic
act that reinvents discontinuiry at the heart of uniformity 5

‘discovers otherness at the heart of iomogeneity.
It is not enough to acknowledge the power of every individ-
ual spatial practice to concretize individual though anonymous
“ways of use” or “styles of use” as de Certeau (1984, 100) does. We
have ta se¢ in every walking act not only an idiosyneratic chetotic
but also the power to move towards otherness. To walk in the
modern city, no mateer how strict the rules delimiting pedestri-
an movement are, always contains a grain of unpredicrability, a
mark of individuality. The predominance of chance encounters
and the complexity of contemporary city life makes it necessary.
for city dwellers to develop an inventive navigarional intelligence.
Walking—nor only wandering—opens often-unnaticed potential
passages rowards undefined destinacions that are nevertheless ex-
plicitly felr. This revealing and exploratory encounter with other-
riess gives to walking gestures an expressive power.

Dance theory can help us locate the modalities of such a walk-
ing expressivity. Tracing the history of modern dance’s interpre-

L] TORWARDS THE CITY OF THRESHOLDS

ration of pedestrian acts, Susan Leigh Foster distinguishes three
different forms of theatricaliry:

The first is characrerized by modern choreographies based
on the “blending of pedestrian and dancerly clements” (Foster
2002, 128). This is a theatricality in which the effects of thearer
are transported into everyday pedestrian acts (ibid., 131). We
could say in this case, walking is seen in 4 new way: it is appre-
ciated as theatrical.

The second, according to Foster, is an alternative theatrical-
ity constructed together with an alternarive viewing pracrice.
Pedestrian movement in this context refers not only trivial quorid-
ian walking gestures but also the low of movement. It makes this
How the guiding principle for dance improvisations. “Letting the
dance happen” (ibid., 132) thus exrracts from walking a seructural
principle rather than a repertoire of formal elements,

In the third kind of theatricality, an emphasis is put on the dis-
continuity of movement: “choreography conducts an anaromical
investigarion, not of the body, but of its movemenr” (ibid., 140).
Recognizable pedestrian gestures are reflexively presented (ibid.,
142): movements are connected both with the bodies that per-
form them and with their own steuctueal characteristics.

What Foster’s inventive research can perhaps show is that walk-
ing, this acr of artful connection of places, can be understood and
employed as a form of individual presentation that goes beyond
the expression of individual moods, sentiments, and orientarions,
Walking is a form of bodily practiced negoriation with orherness;
it is a form of addressing others.

In this kind of gestural theatricality, the actor-walker not only
presents him or herself bur also creates a temporary stage on which
the ather is implicitly invited. “Acting-out” a walk can thus be-
come a negotiating gesture towards the otherness of those who
pass by.

Navigasing the mietropelican spare sivilbing ar a forns of megariasion toith sthersen 103
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Baudelaire, the poer-flineur. describes une passante in her eror-
ic, implicitly theatrical walking;

Tall, slender, in deep mourning, with majesty,
A woman passed, rising, with digniry

In her poised hand, the flounces of her gown;
Graceful, noble, with a statue’s form.

A pedestrian spatial practice is taken to be expressive not sim-
ply because somebody chooses to address somebody else bur be-
cause every gesture, no martter how trivial or functional, can be
taken as demonstrative, as revealing hidden intentions, as orches-
trating its own meaning. Ambiguous and elusive or powerful and
demanding, this kind of meaning can only emerge in an urban
setting. First, it is assumed strangers are likely to meet. Second, it
is assumed or deliberately transmirted that people in such 2 setting
do not simply walk, they navigate.

Benjamin’s navigation is both similar and ac the same time
symmetrically opposed to the ancient Greek navigating intel-
ligence, metis. It is similar because it creates a negotiarting and
inventive relationship with otherness mobilizing a multilayered
time-awareness. And it is its symmetrical inverse because whereas
mietis navigates through otherness creating passages, Benjamin's
navigation seeks ro discover the otherness hidden bencath the
uniformity of modern urban phantasmagoria, Benjamin secks 1o
open modern social life, rrapped in the myth of human progress,
to the otherness of human emancipation.

Navigating the metropolis may W.&EEE“ of a
distincrive experience, but may also provide us with a meaphior
EEE;&mERE@JJ an experience, The navigating

image may thus constitute a mewaphor describing the crearion
of passages towards, in the dircction of, otherness. Navigating

(1] TOWARDS THE CITY OF THRESHOLDS

essentially means negotiating. Or perhaps, as in the thearricaliry
of Neapolitan life or in the resourceful ruses of an inventive sail.
Or, navigaring means attempting to approach, to discover, to face
otherness. Whar makes walking a practice which may condense
navigating act’s metaphoric potential is the fact that negotiation
with otherness is not the resulr of a carefully constructed plan.
This negotiation happens as people walk, whether they improvise
to face unexpected encounters, whether they decide to express an
interest in somebody as they pass or whether they ler their moves
be expressive, purposefully or nor, addressing everybody or no-
body. Walking, understood as navigating, epitomizes a particular
embodied wisdom, the wisdom thar understands social identities
and behaviors as constandy in negotiation, crearing out of differ-
ences and similarities the fabric of human interaction.

Nrigating the merrapalita spoce: welling ier i form of megwiiserion with stberme 105
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Theatricality:
the art of creating thresholds

Approaching the other

Thresholds mediate a relationship with otherness by marking pas-
_sages in rime.and space, In the muﬁ#nfﬁ?ﬂ?.
acterizing life in Naples berween the two World Wars, thresholds
appear to function as—often temporary—urban stages where en-
countering otherness is practiced. Is perhaps this encounter with
otherness an act based on the socially acquired ability to become
other; the ability to assume, check, express or even deny identities?
And is it perhaps thar thresholds, because of their inherently com-
parative and relational character, provide the ground for these ges-
tures and acts of becoming other? Are thresholds the spaces such
4 negotiaring encounter creates? Are thresholds those precarious
stages upon which a thearricality of encounters develops?
Thearricality is connected to the temporal dimension of hu-
man interaction. Ir emanates its time of unfolding and, as all
practice, it is defined by its thythm. Theatricality is not ascribed
to a homogeneous time; it intervenes in its flow, accelerating or
decelerating it, even suspending it (at the moment of the “strike,”
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Anwohner weitgehend davon leben, dass sie die unsin-
nigen Planungen der Planer ausfiihren; wo die vielen
Bauarbeiter arbeiten sollen, wenn der Wiederaufbau
vollendet ist, und wer dann die von ihnen verlassenen
Stiidte bewohnt, bleibt ein Riitsel.

Der Gedanke des kleinsten Eingriffs ist eng verbun-
den mit der Ablehnung aller modellhaften Erfahrungen.
Erfahrung ist nicht die Art und Weise, wie man einmal
einen Eingriff erfolgreich durchgeboxt hat; vielmehr
‘miisste die Vermittlung von Erfahrung darin bestehen.
zu zeigen. wie man sich in einem besonderen Fall Infor-
malion verschalft, die es einem ermdglicht. sich genau
dieser Situation angemessen zu verhalten,
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Die Idee vom kleinstmdglichen Eingriff durchzieht sein gesamtes Werk, von der Urbanismuskritik
bis zur Spaziergangswissenschaft. Der kleinstmdgliche Eingriff steht fiir ein Stiick neue Planungs-
theorie, die auf der Ebene der Landschaftsgestaltung davon ausgeht, dass es zwei ¢ Landschafteny,
gibt, die real sichtbare, und die in unseren Képfen. Die Theorie des kleinsten Eingriffs bedeutet,
nicht mit gewaltigen Mitteln in die bestehende Umgebung einzugreifen, sondern diejenigen Eingriffe
sind nach Lucius Burckhardt die wirkungsvollsten, die auf das Landschaftsbild in unseren Képfen
einwirken und ein &sthetisches Verstédndnis der Umwelt erzeugen.
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Bernhard Lassus, la vie en rose
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This architecture is a substitution for the meeting’s interface, it is a prerequisite for reinventing
man’s manipulated environment and becomes an ante-chamber of the wild and hostile state of na-
ture. True protected area, this shelter allows us to rediscover this fusion with the other and to learn
again to dialogue by and with the body. It establishes a time to reveal oneself, to love oneself, to
reach this inner rest.

A micro-architecture adaptable to urban space. This nomadic capsule opens a new dimension. It
questions the boundaries between public and private space by proposing an intimate meeting pla-
ce incorporated into urban and landscape passageways. Its roaming rethinks the way in which the
territory is occupied and encourages the development of an unconstrained nature. In contrast to
this substainable and fixed quest marked by the human footprint, this ephemeral conception brings
a sincere correlation between architecture and landscape. Urbanity is in search of a return to its
roots, to Eden. This module provides a stepping stone to this new paradigm. A connection place
away from the screens for Adam and Eve 2.0.

A particular escape to abandon one’s thoughtful mind and achieve an instinctive body.

Didier Filza Faustino is an architect and artist working on the relationship between body and space.
He started his own practice at the crossroad of art and architecture just after graduating in archi-
tecture in 1995.

He has been developing since then a multi-faceted approach, ranging from installation o experimen-
tation, from visual art to the creation of multi-sensorial spaces, mobile architecture and buildings.



« An animal may be ferocious and cunning enough, but it takes a real man to tell a lie »
Excerpt from the book of H.G Wells, The Island of Dr. Moreau, 1896.

The city will not become the Jurassik park of tomorrow

Our world has been altered over the years. We are moving towards an increasingly artificial nature.
Today, our human relationships are deteriorated, wrong due to the extent of new technologie to our
reality. Informations are only exchanged through interfaces. Everything is filtered up to the physical
encounter, our way of communicating is undeniably lacking.

In a world where everything is fake and negotiable, how to find a form of animality, fo immerse one-
self in a primitive landscape ? How can we move away from the educated and domesticated being
we have become to grasp a form of wilderness state ?

Tender Room, one volume, two identical hulls, one bedroom.



“Future Will Be a Remake” is a game that invites people to appropriate architecture through the act
of play. Drawn on the floor, an endless hopscotch board creates a new trajectory enabling the body
to occupy the space in a temporary and unusual way.

In this game of hopscotch, life is seen as a simple ascension from the earth to the sky, from hell to
paradise. It is a game where life ends in the rest frame, a simplification made in fake innocence.
Once the visitor takes a step in this new version of the hopscotch, his body is taken into the infinity
of roving. Life is fast and asks for infinite mobilization. Through repetition of an hypnotic movement,
the visitor lets himself to enter a mental world, a new space with infinite dimensions. No more
earth, no more sky, no more up and down. Only a virtual area physically traced.



= = -
+ - NS = -
- T = -

N
0 100 500 1000 @

Trying to question our perception of space. Through architecture projects, art installations, sceno-
graphy and other media, he investigates the ambiguous relationship between the public domain and
the intimacy of our contemporary society. Each time, architecture and our relation to space are
being interrogated, re-articulated and reinvented.



With Biiro fiir Umtriebe people can particularly create an enclosed dark space within which they

can meet and exchange freely and intimately, whereas the outside fagade offers a lightened open
public space. It is a means to favour freedom of opinion and expression.



More than other projects,
“Home Palace” defines
living space as an endless
negotiation between public
and private, between functi-
on and representation. Mir-
rors are used not to reflect
but to indicate an infinite
number of combinations. By
creating a suspended time
in this infinite mirror space,
“Home Palace” suggests
-prescribed uses.
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The Generic City
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Architecturally, the office plan offers a generic building layout. Typically organized as unobstructed
space with a minimum number of vertical supports and vertical circulation and clustered services,
the office plan can easily be adapted to any use and occupation. In his essay “Typical Plan,” Rem
Koolhaas celebrated the conventional office plan as zero-degree architecture “stripped of all traces
of uniqueness and specificity.”8 With its radical abstraction, the “typical plan” approximates and
gives spatial form to what Marx understood as the most generic faculty of the human being: the po-
tential to produce. Marx did not distinguish work from labor. For Marx, labor coincided with the en-
tirety of human subjectivity: labor as the aggregate of mental and physical capabilities to produce.9
For this reason, to transform office into housing is not only an act of recycling an increasingly unde-
rused typology, but a possibility of giving tangible and spatial form to the contemporary condition of
labor in which work, domestic labor, socialization, rest, and exchange are understood no longer as
separate spheres but as part of the same productive stream.

Everyday is like Sunday
DOGMA - Pier Vittorio Aureli



Brussels 1

Yet by establishing a more open spatial framework that makes imaginable and possible living to-
gether beyond the nuclear family frame, our projects aim to repoliticize domestic space as a truly
public sphere where different forms of life are no longer enclosed by the individual home but can be
openly confronted, discussed and reorganized.

Everyday is like Sunday
DOGMA - Pier Vittorio Aureli



While the office park was considered an attractive workplace in postwar suburban America, its im-
port to Europe, beginning in the late 1970s, has been less successful. Rather than being developed
by corporations, office parks in Europe are often initiated by developers as rentable spaces. Fre-
quent turnover of tenants has made European office parks the utmost generic workplace. Often
located on the outskirts of cities, they are always strategically connected to major infrastructures. It
is precisely the generic character of these workplaces that makes them transformable.

Everyday is like Sunday
DOGMA - Pier Vittorio Aureli



In The Human Condition, Hannah Arendt distinguishes labor from work.1 While she identifies work
as the production of lasting objects (a table, a chair, but also a poem or a painting), labor is defined
as the sheer, unending business of reproduction: eating, sleeping, preparing meals, giving birth,
raising Kids, cleaning, etc. If work leaves behind things that may outlive human existence, labor is
destined to immediate dissipation for the sake of reproduction. Following Aristotle and the reality
of the ancient Greek polis, Arendt locates the archetypal place of labor in the house. Unlike public
space, which is the space of politics, the house is the place of oikonomia, or the management of the
household.2

Beyond simply offering refuge, the goal of the house has always been to create the possibility of
frictionless cohabitation in which people can reproduce themselves. This is why the subject of the
house becomes the family. The term “family” comes from the Latin familia, which means servile.
The house is thus a congregation of famuli, of servile persons whose lives are dedicated to repro-
duction. If in the ancient oikos these persons were women and slaves, in modern times the servile
subjectivity of the house survives in the many forms of domestic labor that are still needed in order
to maintain the household. Unlike the medieval house where domestic space and the workplace
were often combined within the same building, modern housing is conceived as a space disconnec-
ted from the world of production and completely focused on reproduction.

Everyday is like Sunday
DOGMA - Pier Vittorio Aureli
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. In a short essay deallng with the repetitive homogenel’ry of the Manhattan’s offlce layotts,-Rem
Koolhaas defined the term Typical Plan as one-of the pufest Anierican architectural archetypes. A
plan stripped of all its qualities and reduced to a calculated relation between discreet standardised
elements: an empty surface able to host whatever program and on which life could be simply per-
formed. Nevertheless, more than a technical achievement in electric lighting, air-conditioning and
fire-safety protocols, the alleged-“spetific indeterminacy” of the typical plan was the outcome of
violent political andreconomical passages, epitomised by that historical convergence between the
modern industrial revolution, the scientific management of production and the financial imperialism
which marked-the first three decades of the 20th-century. Through the analysis of coeval case-stu-
dies in United-States, Germany, Soviet| Union and Italy, this thesis conjectures the typical plan as
the creaﬂon of the working- class whose s’rruggle always forced capitalism tg constantly extend.its
infrastructural apparatus and'to-further |mprove its archrTeeTureofproducTron in order fo ultimately
reduce the genericness of Iabor—power -as Iymph for progress_Only by réconstructing its spatial ge-
nealogy Through the instruments of poldlcal economy ang-the dialectic of ctass conflict, the typical
plan could be evenTuaIIy reconsidered in its twofold frémmg character, both-as managerlal dispositi-.
ve - to maximise explor’rahon and profl’r - but also as a platform of organisation.- 1o articulate the

workers opposr’rlon and resistance agamsT any form of slavery, wr’rhm and beyond fhe facTory wallsi
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Sebastiano Serlio, Scena Tragica, from the Second Book of Architecture (1545)



Temperature GVZ







paradigm intention of an intimate theatre of commodity
the typical plan imlies repetition, it is relentlessly enabling, ennobling background

insertion of a new layer, a spine, infrastructural insertion.
| don‘t believe in small gestures

architecture can solve urbanism, new layer
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3.25 OSRAM GmbH Administration. (Munich, 1962) The building has 6 floors and a basement. There are 134
work stations, 26 typists, 1 rest room area with 15 seats, 76 planters, 53 screen (31 low, 22 high). The useable
space is 1960 sqm and an average of 14.6 sqgm per work station on a 2 x 2m electric grid.

An office is what it does. It is a praxis that coincides with its own effectuality, an operation that
defines itself and its agents only by being performed: it resembles a behaviour more than a thing. It
does not refer to specific subjects or end-products; rather, it depends upon the conditions in which
it is placed. In other words, its “content” coincides with its “context”.

The more the “office” fulfilled its own effectuality, the more its plan became empty, abstract and
reproducible in order to prevent the limitation of its subjects’ ability to act. This “typical plan”,
which not only abolished any programmatic differentiation of its interior spaces but also rhythmically
framed the adjacent contextual conditions, proposed the possibility of creating an entirely homo-
geneous, continuous, flexible layout that was capable of making any human material or immaterial
potentiality productive.

The Office and the Loggia.
Giorgio Vasari’s Architecture for Bureaucracy.

Published in San Rocco Magazine, #4 Fuck Concepts! Context! (pp. 135-144, 2012).
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Physical Culture Sector with Swimming Pool and Winter Garden

The Office and the Loggia.
Giorgio Vasari’s Architecture for Bureaucracy.

Published in San Rocco Magazine, #4 Fuck Concepts! Context! (pp. 135-144, 2012).




Colorado mall theatre killings and
the Clackamas Town Centre
killings) the shooters wore cos-
tumes, masks or other regalia, as if
to role-play within the fantastical
scenography of the mall spaces.
Or perhaps, as Walter Benjamin
presages in Ona-Way Street,
they were atlempting te mimic the
inanimate world of folly architecture
around them. The most recent
mimetic phenomenon of “clown
sightings," several at shopping
malls, have highlighted the use of
costumes and masks to incite fears
of violence in public spaces.
Reinforcing the simulated atmos-
phere of malls, many witnesses to
these shootings remarked that they
misidentified, or initially perceived,
the perpetrators to be part of a film
production. To exacerbate confu-
sion, thie malls’ predominant
architectural typology of veiling or
recessing exit doors may have
prevented quick egress for some
of the unfortunate shoppers,
while their labyrinthine floor plans
allowed shooters a greater advan-
tage for eluding capture. Under
such conditions the same disorien-
tating spaces that encourage
leisure through a funhouse idyll can
quickly transpose themselves into
asnareor "haunted house” for
those desperately seeking escape.
The motif of “haunting” has
taken on a recurring significance
in the retail industry’s lexicon of
mall terminologies following the
building busts of /11 and the 2008
global financial crisis. Retail indus-
try terms like “dead malls’,
“grayfields” and "ghostboxes’,
indicate the decline in both mall
renovation and new activity.
They also suggest the suburban
shopping centre is in jeopardy of
becoming a relic of the twentieth
century. According to a Bloomberg
report, the year 2007 saw no new
mall opanings in the US, for the
first time in more than forty years
-a period that witnessed persistent

building and development.
The next mall opening occurred
only five years later.

Awidespread news story in
mid-2016 quoted retail analyst
Jan Kniffen's prediction that one-
third (approximately 400 of indoor
malls would be shuttered in the
coming years. The widening gap
between the wealthy and the under-
classes is evidenced in the
highest percentage of closures
being those of lower-end shopping
centres (so-called Class Band C
malls). Meanwhile, the popular
website deadmalls.com has
archived and photographed hun-
dreds upon hundreds of defunct
shopping complexes, their once
flamboyant interiors-turned-
erypts fetishised as examples of
post-capital ruinology.

In some instances, the skeletons
of these retail giants have been
resuscitated and re-purposed at the
local level-their new identities
include multi-use churches, commu-
nity centres and technical schools.
Gutted of their decorative and incen-
tivising scenography, the building's
interior wells are partitioned into
spartan classrooms or meelting halls,

Other malls have been success-
fully converted into hospitals,
libraries and county fair spaces.
Ashuttered Cleyeland, Ohio mall was
recently repurposed as Gardens
Under Glass, a hydroponic project
that utilised the building's vaulted
glass atria as a greenhouse,
an accidental testament of sorts
to Paxton's eriginal template for the
Crystal Palace. |n its meribund
state, the repurposed mall may
have come nearer to Gruen's vision
foracivicurbanism indebted to
market forces, but characterised
by education and community,

In spite of his paradigmatic inven-
tion of an immersive theatre of
commodity, Gruen's legacy

will remain immured in this magical
and blighted monument ta the
American consumer landscape.

103
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3.23 Vorschlag zur Citybebauung (Proposal for a City Building) Ludwig Hilberseimer. (Berlin, 1928)
Typical plans redrawn by the author.

TYPICAL PLAN
the architecture of labor and the space of production
Francesco Marullo
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TYPICAL PLAN
the architecture of labor and the space of production
Francesco Marullo
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BRUSSELS-WEST STATION

Brussels-West Station is a competition masterplan for the area surrounding the station in
Sint-Jans-Molenbeek. The masterplan includes a 3 ha park, 45000 sq.m of housing, 27000 sg.m

of offices, 18000 sq.m of equipments, shops and activities. The project is based on the idea that
the West Station area is a potential Metropolitan Landscape, underlining three existing metropoli-
tan criteria: accessibility, systemic value and vicinity of programmes. The project is built around the
new Maelbeek park. The park crosses the site from South-West to North Est, on either side of the
railway line, and forms the heart of the future neighbourhood.
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..Because there is no project end, the project can
develop - it allows for hesitation, for research,
for coming back to propositions in order to
verify or prove them. It is a work in progress
which can accept changes.”

— Freed Time Association, Pierre Huvghe
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INTERIORITY AND THE CONDITIONS OF INTERIOR
MARK PIMLOTT, 2018

Interiority pertains to the individual’s inner life, rich and set in opposition to the pressures of the
world. (...) Public interiors have the obligation to realise this, and exemplars have o ered places for
gathering and interaction, promoted freedoms of movement, association and action, and advoca-
ted consciousness of the self and others. (..) In the English language, the word ‘interiority’ denotes
‘inner character’2, and infers a condition of inwardness and individual contemplation. (..) when di
erentiated rooms appeared whose natures were distinct from public space. The interior as an in-
creasingly specialised realm at once o ered a retreat from the world for the self, and a place in
which subjectivity could ourish. The company of one’s intfimates would allow the individual to feel
free to express oneself. (...) Familial and spatial intfimacy, and other structures and strictures of the
domestic interior construct a condition of interior through prescribed codes of behaviour to which
an individual is subject. (...) | used-interiority—as inaccurate: rather, the processes and means of
colonisation produced a condition of interior. These processes may be seen to be continuous, in that
the devices through which laissez-faire capitalism operated, and which were represented in the dis-
persed urban environment, were extensions of those processes of colonisation that preceded them;
(...) The writer and Immaker Patrick Keiller, who, through his protagonist ‘Robinson’, also cont-
emplated “the problem of London” (1994), calls this mode of re-con guration “radical subjectivity”
(2014), a process through which the city assumes features that are meaningful for those individuals
who interpret them. In these interpretations, the city does not appear as something other than its-
elf, but as a bearer of myriad embedded narratives and histories that are signi cant, and which the
individual makes their own. (...) the term ‘city’ pertains to the dispersed and diffuse total urbanised
environment, formed by power relations and their residue, the effects of capital, and currently sha-
ped by the effects of neoliberalism. Interiority, as specific to the experience of the individual, is dif-
ficcult to accommodate as a programme for those who must think about the making of the city and
its interior; however, we must attend to its possibility because of the freedoms it enables. To do so,
we, as designers and architects of the interior, must make places- and particularly public interiors-
of specific character, materiality, atmosphere and evidence of relations, through which people may
be more conscious of themselves and others, the world and their place in it.

Hannah Arendt’s words, in the space of appearance (Arendt, 1958). Sennett is concerned with
notions of value that emerge despite the oppressive narratives of the metropolis, and with e orts
that can be made to generate situations in which awareness of people, contact between them and
their potential interaction can occur. In such situations, interiority and its associated freedoms are
produced, as is a consciousness of self among others, who appears among them and is engaged
with them. The public interior can be designed to resist its deployment as an instrument and its
reduction to a kind of sca olding for coercive spectacle. Rather, it can become-as it has been, his-
torically-a stage (Serlio, 1545) for people, upon which they can appear (Arendt, 1958; Baird, 1992),
move, act, associate, and become conscious of themselves and their place in the world as individu-
als, as selves, as others, as selves among other selves, together and distinct, in public. In such an
interior, people-as individuals, among other individuals-can be a orded pleasures of experience and
consciousness and the freedom of personal interiority and anonymity; they can read and interpret
allusions and representations through which they might occupy other imaginative realms, unbound
by power relations; they can occupy real environments that evoke ideas and themes that at once
reinforce experience of the present, reconcile the present with the past, and excite the imagination.
There, one can be oneself (and turn to one’s own thoughts) among others, in a place that repre-
sents an idea about the city-the city’s idea of what it wants to be-a place whose narrative con-
cerns relations between people rather than power, a place that is in the world and that suggests
that that world is both the possession and their responsibility of the people within; a place of real
material and spatial qualities with allusions to other places and other times, one that permits re
ection and interiority, and is at once a shelter and a home, a place of the city and within the city,
both of the present and the past, a public interior rather than a condition of interior, and so, like the
previous examples and exemplars, a model.



reading its potential

climate is different than off the street, resulting in a distinct quality

exotic forest, as the buildings facade create a canopy of a higher sheet, like in the
wild

adding humidity creating a biotop

a system which works autonomous, but also helps the adjacent buildings creating
quality of framing.

SUNKEN GARDEN

BAS SMETS

Location: London, United Kingdom
Surface: 400 m2

Photographs: Francgois Halard
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Potential multiple use
of a hvpermarket’s parking lot

Something Fantastic




Wettbewerb im offenen Verfahren fiir einen Ersatzneubau des Krematoriums Friedhof am Hdornli,
Basel

Conen Sigl Architekten
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Mark Pimlott: The Public Interior as Idea and Project

The Garden

» 1 he ,everythingness’ of the Garden represents the completeness of Creation on Earth, its perfect
state, its almost incomprehensible variety of living things.*

,» 1 he roots of of the word Paradise are from the Avestan language: pairi (around) and daeza (make,
form, build), meaning a bounded or enclosed space, a walled enclosure, wherein a wall surrounds
the garden and separates the garden within from the world without.*

»Arcady at once came to represent pastoral innocence, peace, and simplicity (paradisical), and

a dark, and mysterious realm. The fusion of pastoral and wild Arcady — and its ,everythingness’
— yielded a realm in which a place of thought, reflection and study might be found; or a place for
solitude or the contemplation of mortality, or for entertainment, or terror.”

The Palace

,» Visitors would be in wonder at the variety and spaciousness of the rooms, their proportions and
beauty, their features and appointments, and the apparent endlessness of their succession.*

,» 1 he role of the palace has been to embody and represent the power, significance, or authority of
its host ... ©

,» 1 he functions it contains are, by nature, representational or ceremonial. A palace is indeed a scaf-
fold for representation and ceremony: an empty, perfect vessel.”

»L I'he interior] tfransforms its itinerant occupants through its spatial characteristics and representa-
tional systems, either humbling or ennobling them.*
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“Some of the greatest changes of the globalizing world are
being written in the language of architecture and urbanism.
So there has to be a chance that we know something more
about it, than the 28-year-old McKinsey consultant who is
making most of the global decisions.” Keller Easterling



THE RUIN
Galleria

1807m?2

THE SEQUENCE
Fashionsquare

THE PALACE 2935me2

Ambassador \ N | —
I

THE SHED
Leonardo

THE MACHINE

gvz THE GARDEN

Imperial

THE CANOPY
Airgate

Candillis Woods



The Canopy

The sidewalk is extended upwards by
escalators leading to a public canopy. On
the first floor of the Airgate, a delicate,
reflective roof hovers above a terrace,
signaling openness and dynamism ftowards
the street below.
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The Palace

A carpet of marble tiles extends into the street-
front lobby, luring the passer-by into an interior
sequence of vast, lavish atriums. Through its sys-
tem of large-scale curtains, the interior serves as
the backdrop for a choreography of movement and
event, an enobling scaffold for representation and
ceremony.












The Ruin

By opening the building’s representative hall up
towards the sky, its controlled, stifling atmo-
sphere is subverted by a process of slow ma-
terial decay. The ruin is historically grown and
incomplete at once: a skeletal relic of a recent
past open for future appropriation.
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The Machine

At the foot of a dense housing machine, the
entrance is reimagined as a performative col-
lective space on the threshold of public and
private. A battery of shared storage space is
wrapped in a metal curtain that forms a me-
diating layer towards the street. The theater
of everyday activity merges with a space for
public spectacle on the sidewalk.
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The Shed

A large public ramp slopes from the main
street into a transparent, homogenous in-
terior, ready for appropriation. A plethora
of possible activities and interaction over-
lap between the continuous floor surface
and the vast ceiling that extend from one
side of the urban fabric to the other.
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The Garden

By making use of the office building’s
controlled climatic environment, the pub-
lic entrance hall is re-imagined as a lush
tropical garden. A slim, vertical volume of
conditioned air yields a serene atmosphere
for thought, reflection, and study.
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AMBASSADOR, the palsce




LEONARDO, the shed
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IMPERIAL, the garden

AIRGATE, the caopy
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In approaching the vast site of Thurgauerstrasse | performed a series of walks through the area as an entry
point (Zugang) in order to grasp its heterogenous qualities.
By walking | invented passages through an otherwise fragmented urban fabric discovering the introverted
public interiors of the postmodern headquarters. | learnt a new way of reading this place, through walks,
through buildings, through eras, fascinated by the heterogeneity of the coexisting different spheres.

4 rwmu“nmm" alwe

Theyprake of ag someWhal erchibefig wifindhe @rbdh fabic. These buildings being in the postmodem era

have perverted the use of architectural language of the classic age with elements that reprasented the 3‘1@*}_

merely public realm. However in PostmodermEra the institution wa & these over

dimensional spaces-were commercialized for the capitalistic era. As these spaces now clearly defsat its

purpose,l-want-to.indulge into these spaces, and understand its potential qualities within-a-heteregeneeus
area, TR W Ia;éf\ el AP wg QWM
t‘i\ 7 ﬁiﬁ [N

-

During a personal approach of these spaces, with the body being the most intimate mean of understanding
the space, | tried to recreate the heterogeneity inside a building testing the social thresholds, the stiquette,
how one should act in these spaces. Where Intimacy is considered an essential, secret and even occult
quality of the mapped space.

How can these introverted architectural elements being a language of the public realm regain value of the

society in this p!aca’? This street needs ||:!narr'||t|t3‘.r within the perverted language of the postmodern public
la

private domain. How ‘)Ee Eh ang and how does the occupation of the space change the value

given to these elements, without reprogramming evergififg 7 tN'E}J-L{LM;,] - guue. SrvetT

The present condition of Thurgauerstrasse is characterised by the spatial consequences of market demands
and privatisation. Lined up along the busy street, empty, oversized corporate headquarters and commercial
parks wait silently for their demolition as profits dwindle and business stagnates. Within this sea of
introverted, generic office buildings organized by typical plans lies an archipelago of representative interior
halls and atriums. The hollow remnants of the corporate megalomania that produced them, their post-modern
architecture suggests publicness while merely obliging consumption and respect for private property,
suffocating any kind of freedom of use. In its sheer volume, this multitude of distinct, generous interiors has
the potential to become the resilient backbone of an area on the verge of rapid transformation. As a network
of public islands connected by a continuous pathway, the interiors are re-interpreted to act as an interface
between the exisiting urban fabric, new housing developments, and the changing commercial landscape. In
discovering and inventing new passages through the highly dispersed and fragmented area around
Thurgauerstrasse, the human body engages in a new relation with its diverse, heterogeneous surroundings.
The existing spaces are linked in order to form an urban sequence of distinct spatial qualities and atmospheres
based on archetypal public interiors, to breathe new life into these spaces and constituting a framework open
to appropriation by the public.



The Ruin

By opening the building's representative hall up towards the sky, its controlled, stifling atmosphere is
subverted by a process of slow material decay. The ruin is historically grown and incomplete at once: a
skeletal relic of a recent Past open for future appropriation.

The Shed

A large public ramp slopes from the main street into a transparent, homogenous interior, ready for
appropriation. A plethora of possible activities and interaction overlap between the continuous floor surface
and the vast ceiling that extend from one side of the urban fabric to the other,

The Machine

At the foot of a dense housing machine, the entrance is reimagined as a performative collective space on the
threshold of public and private. A battery of shared storage space is wrapped In a metal curtain that forms a
mediating layer towards the street. The theater of everyday activity merges with a space for public spectacle
on the sidewallk,

The Garden

By making use of the office building's controlled climatic environment, the public entrance hall is re-imagined
as a lush tropical garden. A slim, vertical volume of conditioned air yields a serans atmosphere for thought,
reflection, and study:.

The Canopy
The sidewalk is extended upwards by escalators leading to a public canopy. On the first floor of the Airgate, a
delicate, reflective roof hovers above a terrace, signaling openness and dynamism towards the street below.

The Palace

A carpet of marble tiles extends into the streetfront lobby, luring the passer-by into an interior sequence of
vast, lavish atriums. Through its system of large-scale curtains, the interior serves as the backdrop for 8
choreography of movement and event, an enobling scaffold for representation and ceremony.

The area of Thurgauerstrasse is re-envisioned as an ever-changing

passage through intense interior worlds that react individually to

their surroundings. By establishing a connection between these isolated public spaces, they perform as an
urban ensemble that sets a starting point for future development. lmgm_g,’ ?

DwoiptWiY®  retumy 4 Soug
9l Wit Al Jg (R4 -
| want to give these a new reason, bring back the language for new public spaces, always having Pierre

Hyhughes use of framework in mind, without reprogramming everything.

website, video, being a threshold
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Wolkenwerk - 300 Apartments

Glattpark - 3165 Apartments

Leutschenbach / Mehr als Wohnen - 450 Apartments

Planung Meili Peter=~£00 Apartments



last ever university critt ydifhoadhfilsdfilshdfihsdf

Precondition:

You need to frame it: this network of civic spaces is required because of the inhab-
itation of the area generally

Infragestellung des Gestaltungsplans

no development across the street, all program goes into the empty buildings e.g.
Umnutzung der Biirogebdude

Aussenrdume werden erhalten

All the buildings are like ruins that are appropriated or misappropriated

Subversiver Approach der Appropriation wird vielen zugénglich gemacht
It’s about a confidence of living in the city

Occupation of the space too generic
ground references that come from antiquity etc.

Qualitaten der Rdume beschreiben die verstarkt werden
Dadurch Link zu den Referenzen herstellen

Detailliertere Ausarbeitung einzelner Rdume, andere reduzierter darstellen, weniger
repetitiv

Shed: do less
linked to the use of the school so that the space has a ,,home population® - the
kids, and out of school hours the communitiy

Garden: do more
design more in detail, garden looks too much like the ruin

How is the project working as an instrument, is it leading or is it following
Darstellung:

How do you bring all together

One Big plan with the network

Zoom in

Nolliplan Map: percentage of different uses that you project /speculate and of the
population, just make a statement like that to show that there are 10000 of people
within 7Tmin of walk



,»| didn‘t write anything. It
was not about planning. It
involved the provision of
a kind of structure, within
which things could hap-
pen.”

»| provide a framework,
and then | let the frame-
work go and things hap-
pen within the framework
that are subject to chan-
ce, to interaction. These
things are beyond my
control.”

Pierre Hyughe
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25°000 PEO , |
existing housing

37% vacancy in
corporate office
buildings along
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a increasing vacancy (currently 37%) in corporate office buildings along Thurgauerstrasse
b increasing housing initiatives, currently housing 25°000 inhabitants around Thurgauerstrasse

C 37.000 m?- city owned reservoir of Zurich - currently used by communal urban allotments

d Gestaltungsplan foresees 700 apartments built on last remaining city owned land reservoir






mark Pimlott

INTERIORISED REALMS
heterogenous compositions of singular buildings and regular constructions built around...

the interiority of their arrangements was central to their experience, and reinforced their
environments

necessiting the appopriation

A NETWORK MAY BE A TRACE, OR A WEB OF CONNECTED Interiors; a network may be linear
or diffuse. In cities, networks have been used to resolve complex demands for the management

of complementary and incongrous components and the activity, movement and distribuition of

many individiduals within them and their interconnectivity. Networks in cities are consequences of
agreements made over time that have yielded ad hoc environments that make informal relationships
conrete; and networks in cities have been built all at once as attempts to both reconcile complex
relationships and anticipate future conditions, connections and extensions, as systems whose
forms have been defined that have been implemented in order to capture ,,freedom” of naturally
emergent patterns and phenomena. Many of the public interiors characteristic of our time (among
those which one might even consider to be either public or interiors) are networks of parts of larger
networks, legible and navigable at least as much through their network characteristics as through
those offered by their appearances. High degrees of connectivity are essential for the operation of
urban complexes, for the movement of people and goods, and for realisation of value of property
for landowners. This complex of benefits has been germane to the making of urban networks, and
has revealed itself in public interiors that have deployed a variety of inventions, that cut across and
through exisiting urban structures in order to realise complex objectives.

Within the spaces of this extensive and continous interior, a multitude of discrete environments
and experiences were encountered sequentially, yielding an effect akin to collage, splicing together
banal, infrastructural, commercial, civic and monumental episodes.

The network extended itself by expanding around newly built infrastructural projects and then
forging connections with new and established interior realms in proximity to them, gradually
creating fully linked lines of disparate interiors.

(...) network binding dispersed or atomised components (...)

The object of the public interior is to make the city a home in the world for its citizens. As the
city becomes ever more dense and yet more fragmented, harsh and inequitable in both fact and
experience, this condition becomes more acute, and the case for a true public interior becomes
more urgent.

(...) and leave the public interiors of the city barren or transformed into thoroughly inacessible,
private, secure, surveilled enclaves - and places to work and live for the resident population.

Public spaces increasingly fall into private ownership or sponsorship, tying access to behaviour
acceptable to their owners, inevitably obliging consumption; monetising all activities at the expense
of wandering or rest; suffocating flanerie.

These demands contrive to privatise space, and diminish the public interior‘s capacity to
accommodate and represent all. In such spaces, the individual - who we would rather regards as the
citizen - is meant to consume, to respect private property, to behave as instructed, to refrain from



assuming any kind of freedom of either action or association.

A far more desirable situation would be one in which one might come to depend on the public
interior - as one has throughout history of the city in modernity - and reflect on that condition of
control, and propose a new public interior that is an antidote to omnipresent control; as an idea and
as an environment that provides soccour; as a place for everyone that stimulates the eye, the body,
and the mind, and is, somehow, generous.

The public interior might place us in profound contact with our own material culture, with what we
have made in the world, with the natural world, and with each other.

The character of the network is bound to its experience; its dimensions and proportions, its
qualities under one‘s feet and hands, its accomodation of the bodies and minds and lives of many,
its ways of making those bodies and minds conscious of each other, as sensous, sentient beings,
free fo move, to associate, to act, to be together, to be alone, to be.
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