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phenomena of our life-world, and in
particular the basic properties of place.
First of all it tells us that every situation
is local as well as general. The winter
evening described is obviously a local,
nordic phenomenon, but the implied
notions of outside and inside are gener-
al, as are the meanings connected with
this distinction. The poem hence con-
cretizes basic properties of existence.
“Concretize” here means to make the
general “visible” as a concrete, local
situation. In doing this, the poem moves
in the opposite direction of scientfic
thought. Whereas science departs from
the “given”, poetry brings us back to the
concrete things, uncovering the mean-
ings inherent in the life-world®.
Furthermore Trakl’s poem distinguishes
between natural and man-made ele-
ments, whereby it suggests a point of
departure for an “environmental phe-
nomenology”.

Natural elements are evidently the
primary components of the given, and
places are in fact usually defined in
geographical terms. We must repeat
however, that “place” means something
more than location.

Various attempts at a description of
natural places are offered by current
literature on “landscape”, bur again we
find that the usual approach is too
abstract, being based on “functional” or
perhaps “visual” considerations’. Again
we must turn to philosophy for help. As
a first, fundamental distinction Heideg-
ger introduces the concepts of “earth”
and “sky”, and says: “Earth is the
serving bearer, blossoming and fruiting,
spreading out in rock and water, rising
up into plant and animal...”. “The sky
is the vaulting path of the sun, the
course of the changing moon, the glitter
of the stars, the year's seasons, the light
and dusk of day, the gloom and glow of
night, the clemency and inclemency of
the weather, the drifting clouds and
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blue depth of the ether...”"". Like many
fundamental insights, the distinction bet-
ween earth and sky might seem trivial.
Its importance however comes out when
we add Heidegger's definition of “dwel-
ling™: “The way in which you are and I
am, the way in which we humans are on
the earth, is dwelling...”. But “on the
earth” already means “under the sky™!.
He also calls what is between earth and
sky the world, and says that “the world
is the house where the mortals dwell™.
In other words, when man is capable of
dwelling the world becomes an “inside”.
In general, nature forms an extended
comprehensive totality, a “place”, which
according to local circumstances has a
particular identity. This identity, or
“spirit”, may be described by means of
the kind of concrete, “qualitative™ terms
Heidegger uses to characterize earth and
sky, and has to take this fundamental
distinction as its point of departure. In
this way we mght arrive at an ex-
istentially relevant understanding of
landscape, which ought to be preserved
as the main designation of natural
places. Within the landscape, however,
there are subordinate places, as well as
natural “things” such as Trakl's “tree”.
In these things the meaning of the
natural environment is “condensed”.

The man-made parts of the environment
are first of all “settlements” of different
scale, from houses and farms to villages
and towns, and secondly “paths” which
connect these settlements, as well as
various elements which transform nature
into a “cultural landscape”. If the
settlements are organically related to
their environment, it implies that they
serve as foci where the environmental
character 1s condensed and “explained”.
Thus Heidegger says: “The single
houses, the villages, the towns are
works of building which within and
around themselves gather the multi-
farious in-between. The buildings bring

the earth as the inhabited landscape
close to man, and at the same time place
the closeness of neighbourly dwelling
under the expanse of the sky”?. The
basic property of man-made places is
therefore concentration and enclosure.
They are “insides” in a full sense, which
means that they “gather” what is
known. To fulfill this function they have
openings which relate to the outside.
(Only an inside can in fact have
openings). Buildings are furthermore
related to their environment by resting
on the ground and rising towards the
sky. Finally the man-made environments
comprise artifacts or “things”, which
may serve as internal foci, and em-
phasize the gathering function of the
settlement. In Heidegger's words: “The
thing things world”, where “thinging” is
used in the original sense of “gathering”,
and further: “Only what conjoins itself
out of world becomes a thing™*.

Our introductory remarks give several
indications about the structure of places.
Some of these have already been worked
out by phenomenologist philosophers,
and offer a good point of departure for
a more complete phenomenology.

A first step is taken with the distinction
of natural and man-made phenomena,
or in concrete terms between “land-
scape” and “settlement”. A second step
is represented by the categories of
earth-sky (horizontal-vertical) and out-
side-inside.

These categories have spatial implica-
tions, and “space” is hence re-intro-
duced, not primarily as a marhematical
concept, but as en existential dimen-
sion'>. A final and particularly im-
portant step is taken with the concept of
“character”. Character is determined by
how things are, and gives our in-
vestigation a basis in the concrete
phenomena of our everyday life-world.
Only in this way we may fully grasp the
genius loci; the “spirit of place” which
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tural theory several attempts have been
made to define space In concrete,
qualitative terms. Giedion, thus uses
the distinction berween “outside” and
“inside” as the basis for a grand view
of architectural history?®. Kevin Lynch
penetrates deeper into the structure of
concrete space, introducing the con-
cepts of “node” (“landmark™), “path”,
“edge” and “district”, to denote those
elements which form the basis for
men’s orientation in space’’. Paolo
Portoghesi finally defines space as a
“system of places”, implying that the
concept of space has its roots in
concrete situations, although spaces
may be described by means of mathe-
matics’’. The latter view corresponds
to Heidegger's statement that “spaces
receive their being from locations and
not from “space™'. The outside-inside
relation which is a primary aspect of
concrete space, implies that spaces pos-
sess a varying degree of extemsion and
enclosure. Whereas landscapes are dis-
tinguished by a wvaried, but basically
continuous L'\If.'ﬂ‘s‘ll”‘l. ht‘ttlt'mt‘nls are
enclosed entities. Settlement and land-
scape therefore have a figure-ground
relationship. In general any enclosure
becomes manifest as a “figure” in rel-
ation to the extended ground of the
landscape. A settlement loses its ident-
ity if this relationship is corrupted, just
as much as the landscape loses its
identity as comprehensive extension. In
a wider context any enclosure becomes
a centre, which may function as a
“focus” for its surroundings. From the
centre space extends with a varying
degree of continuity (rhythm) in dif-
ferent directions. Evidently the main
directions are horizontal and vertical,
that is, the directions of earth and
sky. Centralization, direction and
rbythm are therefore other important
properties of concrete space. Finally it
has to be mentioned that natural ele-
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mosphere, and on the other the concrete
form and substance of the space-defining
elements. Any real presence is intimately
linked with a character’. A pheno-
menology of character has to comprise
a survey of manifest characters as well
as an investigation of their concrete
determinants. We have pointed out that
different actions demand places with a
different character. A dwelling has to be
“protective”, an office “practical”, a
ball-room “festive” and a church “so-
lemn”. When we visit a foreign city, we
are usually struck by its particular
character, which becomes an important
part of the experience. Landscapes also
possess character, some of which are of
a particular “natural” kind. Thus we
talk about “barren™ and “fertile”, “smil-
ing” and “threatening” landscapes. In
general we have to emphasize that all
places have character, and that character
is the basic mode in which the world is
“given”. To some extent the character of
a place 1s a function of timey it changes
with the seasons, the course of the day
and the weather, factors which above all
determine different conditions of light.
The character is determined by the
material and formal constitution of the
place. We must therefore ask: how is
the ground on which we walk, how is
the sky above our heads, or in general;
how are the boundaries which define the
place. How a boundary is depends upon
its formal articulation, which is again
related to the way it is “built”. Looking
at a building from this point of view, we
have to consider how it rests on the
ground and how it rises towards the
sky.

Particular attention has to be given to its
lateral boundaries, or walls, which also
contribute decisively to determine the
character of the urban environment.

We are indebted to Robert Venturi for
having recognized this fact, after it had
been considered for many years “im-
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1", “roof”, “ceiling”, “window” and

are hence designated by nouns.
This implies that they are considered
real “things that exist”, which is the
original meaning of the word “sub-
stantive”. Space, instead, as a system of
relations, is denoted by prepositions. In
our daily life we hardly talk about
“space”, but about things that are “over”

or “under”, “before” or “behind” each
other, or we use prepositions such as
“ar”, “in”, “within”, “on”, “upon”, “to’,

“from”, “along”, “next”. All these pre-
positions denote topological relations of
the kind mentioned before. Character,
finally, is denoted by adjectives, as was
indicated above. A character 1s a com-
plex totality, and a single adjective
evidently cannot cover more than one
aspect of this totality. Often, however, a
character is so distinct that one word
seems sufficient to grasp its essence. We
see, thus, that the very structure ot
everyday language confirms our analysis
of place.

Countries, regions, landscapes, settle-
ments, buildings (and their sub-places)
form a series with a gradually diminish-
ing scale. The steps in this series may be
called “environmental levels™". Ar the
“top” of the series we find the more
comprehensive natural places which
“contain” the man-made places on the
“lower” levels. The latter have the
“gathering” and “focusing”™ function
mentioned above. In other words, man
“receives” the environment and makes it
focus in buildings and things. The things
thereby “explain” the environment and
make its character manifest. Thereby the
things themselves become meaningful.
That is the basic function of detail in
our surroundings''. This does not imply,
however, that the different levels must
have the same structure, Architectural
history in fact shows that this is rarely
the case. Vernacular sertlements usually







processes of settling; and dwelling, in
the existential sense of the word, de-
pends on these functions. Heidegger
illustrates the problem by means of the
bridge; a “building” which visualizes,
symbolizes and gathers, and makes the
environment become a unified whole.
Thus he says: “The bridge swings over
the stream with case and power. It does
not just connect banks that are already
there, the banks emerge as banks only
as the bridge crosses the stream. The
bridge designedly causes them to lie
across from each other. One side is set
off against the other by the bridge. Nor
do the banks stretch along the stream as
indifferent border strips of the dry land.
With the banks, the bridge brings to the
stream the one and the other expanse of
the landscape lying behind them. It
brings stream and bank and land into
each other’s neighborhood. The bridge
gathers the earth as landscape around
the stream”™. Heidegger also describes
what the bridge gathers and thereby
uncovers its value as a symbol. We
cannot here enter into these details, but
want to emphasize that the landscape as
such gets its value through the bridge.
Before, the meaning of the landscape
was “hidden”, and the building of the
bridge brings it out into the open. “The
bridge gathers Being into a certain
“location” that we may call a “place”.
This “place”, however, did not exist as
an entty before the bridge (although
there were always many “sites” along
the river-bank where it could arise), but
comes-to-presence with and as the brid-
ge"". The existential purpose of build-
ing (architecture) is therefore to make a
site become a place, thart is, to uncover
the meanings potentially present in the
given environment.

The structure of a place is not a fixed,
eternal state. As a rule places change,
sometimes rapidly. This does not mean,
however, that the genius loci necessarily

changes or gets lost. Later we shall
show that taking place presupposes that
the places conserve their identity during
a certain stretch of time. Stabilitas loci is
a necessary condition for human life.
How then is this stability compatible
with the dynamics of change? First of all
we may point out that any place ought
to have the “capacity” of receiving
different “contents”, naturally within
certain limits**. A place which is only
fitted for one particular purpose would
soon  become useless. Secondly it s
evident that a place may be “inter-
preted” in different ways. To protect
and conserve the genius loct in fact
means o concretize Its €SSENce In ever
new historical contexts. We might also
say that the history of a place ought to
be its “self-realization”. What was there
as possibilities at the outset, is un-
covered through human action, illumi-
nated and “kept” in works of ar-
chitecture which are simultaneously “old
and new”’. A place therefore comprises
properties having a varying degree of
invariance.

In general we may conclude that place is
the point of departure as well as the
goal of our structural investigation; at
the outset place is presented as a given,
spontancously experienced totality, at
the end it appears as a structured world,
illuminated by the analysis of the aspects
of space and character.

3. The Spirit of Place

Genius loci 1s a Roman concept. Ac-
cording to ancient Roman belief every
“independent” being has its genius, its
guardian spirit, This spirit gives life to
people and places, accompanies them
from birth to death, and determines
their character or essence. Even the gods
had their genius, a fact which illustrates
the fundamental nature of the concept’®.
The genius thus denotes what a thing is,
or what it “wants to be”, to use a word
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of Louis Kahn. It is not necessary in our
context to go into the history of the
concept of genius and its relationship to
the daimon of the Greeks. It suffices to
point out that ancient man experienced
his environment as consisting of definite
characters. In particular he recognized
that it is of great existential importance
to come to terms with the genius of the
locality where his life takes place. In the
past survival depended on a “good”
relationship to the place in a physical as
well as a psychic sense. In ancient
Egypt, for instance, the country was not
only cultivated in accordance with the
Nile floods, but the very structure of the
landscape served as a model for the
lay-out of the “public” buildings which
should give man a sense of secutiry by
symbolizing an eternal environmental
order®.

During the course of history the genius
loci has remained a living reality, al-
though it may not have been expres-
sively named as such. Artists and writers
have found inspiration in local character
and have “explained” the phenomena of
everyday life as well as art, referring to
landscapes and wurban milieus. Thus
Goethe says: “It is evident, that the eye
is educated by the things it sees from
childhood on, and therefore Venetian
painters must see everything clearer and
with more joy than other people™.

Sull in 1960 Lawrence Durrell wrote:
“As you get to know Europe slowly,
tasting the wines, cheeses and characters
of the different countries you begin to
realize that the important determinant of
any culture is after all the spirit of
place™..

Modern turism proves that the ex-
perience of different places is a major
human interest, although also this value
today tends to get lost. In fact modern
man for a Jlong time believed that
science and technology had freed him
from a direct dependence on places*.
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ganism be oriented in its surround-
ings™¢. To be lost is evidently the
opposite of the feeling of security which
distinguishes dwelling. The environment-
al quality which protects man against
getting lost, Lynch calls “imageability™,
which means “that shape, color or
arrangement which facilitates the mak-
ing of wvividly identified, powerfully
structured, highly useful mental images
of the environment™’. Here Lynch im-
plies that the elements which constitute
the spanial structure are concrete
“things” with “character” and “mean-
ing”. He limits himself, however, to
discuss the spatial function of these
elements, and thus leaves us with a
fragmentary understanding of dwelling.
Nevertheless, the work of Lynch con-
stitutes an essential contribution to the
theory of place. lts importance also
consists in the fact that his empirical
studies of concrete urban structure con-
firm the general “principles of organiz-
ation” defined by Gestalt psychology
and by the researches into child psy-
chology of Piaget**,

Without reducing the importance of
orientation, we have to stress that
dwelling above all presupposes iden-
tification with the environment. Al-
though orientation and identification are
aspects of one total relationship, they
have a certain independence within the
totality. It is evidently possible to
orientate oneself without true identif-
ication; one gets along without feeling
“at home”. And it is possible to feel at
home without being well acquainted
with the spatial structure of the place,
that is, the place is only experienced as
a gratifying general character. True
belonging however presupposes that
both psychological functions are fully
developed. In primitive societies we find
that even the smallest environmental
details are known and meaningful, and
that they make up complex spatial
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are understood. This process may hap-
pen in different ways according to the
local environment, and it does not mean
that the world loses its concrete, live
character. Such a loss implies pure
quantification, and 1s thus linked with
the modern scientific attitude’. We may
distinguish between five basic modes of
mythical understanding, which have dif-
ferent weight in different cultures.

The first mode of natural understand-
ing takes the forces as its point ol
departure and relates them to concrete
natural elements or “things™. Most
ancient cosmogonies concentrate on this
aspect and explain how “everything” has
come into being. Usually creation is
understood as a “marriage” of heaven
and earth. Thus Hesiod says: “Earth
(Gaia) first of all gave birth to a being
equal to herself, who could overspread
her completely, the starry heaven
(Ouranos)...”™. This primeval couple
generated the gods end the other myth-
ical creatures, that is, all those “forces”
which make up the “mulufarious in-
between”. A similar image is found n
Egypt where the world was represented
as a “space” between heaven (Nut) and
earth (Geb); the only difference being
that the sexes of the two elements are
here exchanged. The earth is the “serv-
ing bearer” from which life emerges, the
very foundation of existence (tellus
mater). The sky, instead, is something
“high” and inaccessible. Its shape is
described by “the vaulting path of the
sun”, and its properties in general are
experienced as transcendence, order and
creative power (rain). The sky primarily
has “cosmic” implications, whereas the
earth may satisfy man’s need for prot-
ection and intimacy. At the same time,
however, the earth constitutes the ex-
tended ground on which his acrions take
place.

The marriage berween heaven and earth
forms the point of departure for the
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mountain, thus,
but it rises towards the sky. It is 1igh”
it 1s close to heaven, it meeting
place where the we

come together. Mountains
fore considered “centres”
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can pass from one cosmic zone to
another™. In other words. mountains

are places within the
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landscape, places which make tl ru
ture of Being manifest. As s they
“gather” various properties the

general ones already mentioned, we
must add the hardness and permanence
of stone as a material. Rocks and stones
have been given primary importance by
many LLIIIUF'C‘- hL’L‘ 115¢€ Ol fh\ ir 1 -
perishableness. In general, however,
mountains remain “distant” and some
what frightening, and do not constitute
“insides” where man can dwell. In
Medieval painting, thus, rocks and
mountains were symbols of “wilder-
ness”; a meaning which was still alive in
the landscape painting of Romanticism
But there are other kinds of natural
“things” which reveal meanings. In the
tree heaven and earth are also united,
not only in a spatial sense because the
tree rises up from the ground, but
because it grows and 1s “alive™. Ever)
}'C’SIT Iht.' [ree re-enacts rh; VETY Process
of creation, and “to a primitive religious
mind, the tree is the universe, and 1t 15
so because it reproduces it and sums it
up...”. In general wvegetation
manifestation of living reality. But
ation has also forms which are less
friendly or even frightening, The
thus, is primarily a “wilderness™ full
strange and menacing forces. Bache
writes: “We do not have to be lon
the woods to experience th
anxious impression of “going d
deeper” into a limitless world
we do not know where we
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we no longer know where we are
Only when the wood is of limited
extension and becomes a grove, it
remains intelligible and positvely
meaningful. The Paradise has in fact
been imagined as a delimited or enclosed
grove or garden.

In the images of Paradise we encounter
another basic element of ancient cos-
mogonies: water. The very particular
nature of water has always been recog-
nized. In the Genesis, God separates the
dry land from the water after the
creation of heaven and earth, light and
darkness, and in other cosmogonies
water is the primeval substance from
which all forms come!’. The presence of
water, thus, gives identity to the land,
and the legend of the Deluge presents
the “loss of place” as a great flood.
Although it is the opposite of place,
water belongs intimately to living real-
ity. As a fertilizer it even became a
symbol of life, and in the images of
Paradise four rivers flow from a spring
in the very centre. The history of
landscape painting illustrates the im-
portance of water as a life-spending
element. The “ideal” landscapes of the
fifteenth and the sixteenth centuries
usually contain a centrally placed river
or lake along which man's settlements
are located, and from which the cul-
tivated land extends. Later, water is
justly understood and depicted as a local
element of primary characterizing im-
portance, and in Romantic landscapes,
it reappears as a dynamic chthonic
force.

Being the primary natural “things”,
rocks, vegetation and water make a
place meaningful or “sacred”, to use the
term of Mircea Eliade. He writes: “The
most primitive of the “sacred places” we
know of consttuted a microcosm: a
landscape of stones, water and trees™'.
Moreover he points out thar “such
places are never chosen by man, they

i, 27



are merely discovered by him; in other
words the sacred place in some way or
another reveals itself to him™'%, In the
environment the sacred places function
as “centres”; they serve as objects of
man’s orientation and identification, and
constitute a spatial structure. In man’s
understanding of nature we thus recog-
nize the origin of the concept of space as
a system of places. Only a system of
meaningful places makes a truly human
life possible.

The second mode of natural under-
standing consists in abstracting a sys-
tematic cosmic order from the flux of
occurrences. Such an order i1s usually
based on the course of the sun, as the
most invariant and grandiose natural
phenomenon, and the cardinal points. In
some places it may also be related to the
local geographical structure, as in
Egypt, where the south-north direction
of the Nile constitutes a primary element
of man's orientation'*.An order of this
kind implies that the world is under-
stood as a structured “space”, where the
main  directions represent  different
“qualities” or meanings. In ancient
Egypt, thus, the east, the direction of
the sun’s rising, was the domain of birth
and life, whereas the west was the
domain of death. “When thou settest on
the western horizon, the land is in
darkness in the manner of death... (but)
when the day breaks, as thou rises on
the horizon... they awake and stand
upon their feet... they live because thou
has arisen for them”'*. The belief in a
cosmic order is usually connected with a
concrete image of some kind. In Egypt
the world was imagined as “a flat platter
with a corrugated rim. The inside
bottom of this platter was the flat
alluyial plain of Egypt, and the cor-
rugated rim was the rim of mountain
countries... This platter floated in
water... Above the earth was the in-
verted pan of the sky, setting the outer

in the
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limit to the universe”. Heaven was
imagined to rest on four posts at the
corners', In the Nordic countries where
the sun loses much of its importance, an
abstract “heavenly axis” running north-
south was imagined, around which the
world turns. This axis ends in the Polar
Star, where it is carried by a column, an
Irminsul'®. A similar axis mundi was
imagined by the Romans, whose heaven-
ly cardo runs south from the Polar Star,
crossing at a right angle the decumanus,
which represents the course of the sun
from the east to the west'”. In Rome,
thus, primary elements of Southern and
Nordic cosmologies were unified.

The third mode of natural understand-
ing consists in the definition of the
character of natural places, relating
them to basic human traits.

The abstraction of characrers was the
achievement of the Greeks, and was
evidently made possible by the very

structure of the Greek landscape. Topo-
graphically Greece consists of numerous
distinct but varied sites. Each landscape
is a clearly delimited, easily imageable
“personality”®. Intense sunlight and
clear air give the forms an unusual
presence. “Because of the ordered varie-
ty, clarity and scale in the landscape, the
human being is neither engulfed nor
adrift in Greece. He can come close to
the earth to experience either its comfort
or its threat™’. The basic property of
the Greek environment, therefore, is the
individual and intelligible character of
places. In some places the surroundings
appear to offer protection, in others
they menace, and in others again we feel
at the centre of a well-defined cosmos.
In some places there are natural ele-
ments of a very particular shape or
function, such as horned rocks, caves or
wells. In “understanding” these characte-
ristics, the Greeks personified them as
anthropomorfic gods, and every place
with pronounced properties became a
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spirit. In  Byzantine painting Divine
Light was concretized as a golden
ground which “surrounds the main

figures as with a halo of sanctity™,
stressing the iconographic foci. A sacred
place, thus, was distinguished by the
presence of light, and accordingly Dante
wrote: “The Divine Light penetrates the
universe according to its dignity™?. The
Renaissance, instead, understood the
world as a microtheos which God is
manifest in every thing. As a result, the
landscape painters depicted the environ-
ment as a totality of “facts”, where
everything down to the smallest detail
seems fully understood and loved. “Facts
become art through love, which unifies
them and lifts them to a higher plan of
reality; and, in landscape, this all
embracing love is expressed by light™?},

Light is not only the most general
natural phenomenon, but also the less
constant. Light conditions change from
morning to evening, and during the
night darkness fills the world, as light
does during the day. Light, thus, is
intimately connected with the temporal
rhythms of nature which form a fifth
dimension of understanding. The phe-
nomena which disunguish a natural
place cannot be separated from these
rhythms*. The seasons, thus, change
the appearance of places; in some
regions more, in others less, In the
northern countries green summers and
white winters alternate, and both
seaSons are characterized by very dif-
ferent conditions of light. The temporal
rhythms obviously do not change the
basic elements which constitute a na-
tural place, but in many cases they
contribute decisively to its character and
are therefore often reflected in local
myths and fairytales. In landscape paint-
ing, the local importance of temporal
rhythms and light conditions were
studied from the eighteenth century on,
a development which culminated with

impressionism-=",

[n mythopoeic thought time is just as
qualitative and concrete as other natural
phenomena, and is experienced in the
periodicity and rhythm of man’s own
lifte as well as in the life of nature.
Man’s participation in the natural total-
ity is concretized in ritwals, in which
“cosmic events”, such as creation, death
and resurrection are re-enacted. As such,
rituals do not however belong to the
natural environment, and will be dis-
cussed in the next chapter, together with
the general problem of representing
time.

Thing, order, character, light and time
are the basic categories of concrete
natural understanding. Whereas thing
and order, are spatial (in a concrete
qualitative sense), character and light
refer to the general atmosphere of a
place’®. We may also point out that
“thing” and “character” (in the sense
here used) are dimensions of the earth,
whereas “order” and “light” are deter-
mined by the sky. Time, finally, is the
dimension of constancy and change, and
makes space and character parts of a
living reality, which at any moment is
given as a particular place, as a genius
loci. In general the categories designate
the meamngs man has abstracted from
the flux of phenomena (“forces”). In his
classical work on the relationship bet-
ween nature and the “human soul”,
Willy Hellpach calls such meanings
“existential contents”, and says: “Ex-
istential contents have their source in the

"7

landscape™”.

2. The Structure of Natural place

The term “natural place” denotes a
series of environmental levels, from
continents and countries down to the
shaded area under an individual tree. All
these “places” are determined by the
concrete properties of earth and sky.
The ground is obviously the most stable

40. Norwegian forest in winter,
41, Extended land. Valle del Marecchia, Forls.

element, although some of its properties
change with the seasons, but the more
variable and less concrete sky also plays
a “characterizing” role of decisive im-
portance. It is natural to take the more
stable properties as the point of depar-
ture for our discussion, in relation to the
environmental level which serves as the
comprehensive stage for everyday life,
that 1s: landscape.

The distinctive quality of any landscape
is extension, and its particular character
and spatial properties are determined by
how it extends. Extension, thus, may be
more or less continuous, sub-places
within the all-embracing landscape may
be formed and its capacity of receiving
man-made elements varies accordingly.
The “how” of extension primarily de-
pends on the nature of the ground, that
is, on the topographical conditions.
“Topography” simply means “place-de-
scription”, but it is generally used to
denote the physical configuration of a
place. In our context “topography”
primarily means what geographers call
the surface relief. On a flat plain,
extension is general and infinite, but
usually variations in the surface relief
create directions and defined spaces.

It is important to distinguish between
the structure and the scale of the relief.
The structure may be described in terms
of nodes, paths and domains, that is,
elements which “centralize” space such
as isolated hills and mountains or
circumscribed basins, elements which
direct space such as valleys, rivers and
wadis, and elements which define an
extended spatial pattern, such as a
relatively uniform cluster of fields or
hills, Evidently the effect of such ele-
ments is very different according to their
dimensions. For our purpose it is pract-
ical to distinguish berween three levels:
micro, medium and macro. The micro
elements define spaces which are too
small to serve human purposes, while
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the macro elements are analogously too
large. Spaces which are directly suited
for or dimensionally related to human
dwelling have a medium or “human”
cale As examples of different en-
vironmental scales we may mention the
Norvegian forest, the plains of Northern
France (the campagne), and the rolling
countryside of Denmark. In the Nor-
vegian forest the ground is covered by
minuscule hillocks and tufts. The
ground is never open and free, byt cut
through by tiny “valleys” between mi-
nuscule “hills”. A kind of micro-land-
scape is formed, which seems to have
been made for gnomes or dwarfs. In
Northern France, instead, the surface
relief consistes of extended but low,
ondulating mounds, whose super-human
scale creates a feeling of infinite,
“cosmic”, extension. In Denmark the
landscape is somewhat similar, but the
scale 1s smaller, and an intimate
“human” environment results. If we
maintain the “Danish” scale horizon-
tally, but accentuate the vertical dimen-
sions of the relief, a “human hill
landscape” is formed. As examples we
may mention the central parts of Tu-
scany and the Monferrato in Ilraly.
Where the depressions reach a certain
depth, however, the hills become sepa-
rated and the ground loses its con-
tinuity. As a result the landscape ap-
pears forbidding and “wild”, This is the
case in Liguria, where the land i1s cut
through by a network of narrow
ravines®™. A relatively small change thus
suttices to transform the inviting and
ordered hill landscape of the neighbour
regions into a kind of confused maze.

Our examples have indicated how varia-
tions in the surface relief determine the
spatial properties of the landscape, and
to some extent its character. Characters
such as “wild” and “friendly” are thus
functions of the rtlwl‘ Jlthnm,h they

may be accentuated or contradicted h\ ‘\-
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words “texture”’ and “colou

the material substance of the ground,
that 1s, whether it consists « !
earth, stone, grass or water here

=N ('}.:i.'l-.t‘l]l_”i- denortes elements v
added to end transform the §
relief. The character of the landscape is
evidently to a high extent determined by
these “secondary” elements, Similar re
liefs may appear as a “barren
“fertile” plain, according to t
Or Presence of VEgELarion. Y Lhe 11TIE
time, however, similar relefs preserve
fundamental common pProperties, Ssuc h
as “infinite” extension. The undulating
plains of Northern France, for inst:
possess the “cosmic” quality which is
usually found in the desert, but simul-
taneously the land is - \ fa
scinating synthesis is thus experienced
When vegetation becomes a primary
feature, the landscape in general gets its
name ftrom this property, as in the
various types of forest landscapes. In the
forest landscape the surface relief is less
prominent than the spatial effect
vegetation. Often relief and veget
combine to form very particular land
scapes. In Finland, for instance, the
continuous forest is “interpenetrated” by
a complex system of interconnected
lakes. As a result an eminently Nordi
character is created, where the mi
crostructure of the forest is emphasize
by the mobile and “live” element of the
water, In general the presence of wat
adds a certain micro-scale to landscape
whose relief lacks this dimension, ¢
adds to the mystery of landscapes which

L

already possess the micro level. When
water is present as a swift river or
cascade, nature itself becomes mob

and dynamic. The reflectin
lakes and ponds also has a
izing effect which counter
stable topographical
swamp landscape, finall
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gets a maximum of indeterminacy. The
banks of rivers and lakes, on the
contrary, form precise edges which
usually function as primary structural
elements in the landscape. Such edges
have the double function of giving
definition to the water itself as well as
the adjoining land. Evidently this defini-
tion may happen on all environmental
levels, and on the most comprehensive it
is the ocean which forms the “final”
ground on which the continents appear
as distinct “figures™'.

Through the interaction of surface,
relief, vegetation and water, character-
istic totalities or places are formed
which constitute the basic elements of
landscapes. A phenomenology of natural
place obviously ought to contain a
systematic survey of such concrete to-
talities*?, Variations in the surface relief
generate a series of places, for which
our language has well-known names:
plain, valley, basin, ravine, plateau, hill,
mountain, All these places possess dis-
tinctive phenomenological characterist-
ics. The plain, thus, makes extension as
such manifest, whereas the valley is a
delimited and directed space. A basin is
a centralized valley, where space be-
comes enclosed and static. Whereas
valleys and basins have a macro or
medium scale, a ravine (cleft, gorge) is
distinguished by a “forbidding” nar-
rowness. It has the quality of an
“under-world” which gives access to the
“inside” of the earth. In a ravine we feel
caught or trapped, and the etymology of
the word in fact leads us back to rapere,
that is to “seize”. Hills and mountains
are spatial complements to valleys and
basins, and function as primary space-
defining “things” in the environment.
The general structural properties of hills
and mountains are denoted by words
such as “slope”, “crest”, “ridge" and
“peak”. We have already suggested
the presence of water may emphasize the
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place-structure of the surface relief. A

valley is literally “underlined” by
and the image of a basin is stres

by a lake. But water also pgenerate
particular kinds of sparial configus
tions: island, point, promoentory, pe:
sula, bay and fjord, all of which must
be counted among the most distinctive
natural places. The island thus, is
place par excellence, appearing as

“isolated”, clearly defined fi
istentially the island brings us back to
the origins; it rises out of the element
from which everything was originally
born. The word “peninsula”
“almost an island”, and rhus [
expresses an important spatial structure,
A gulf or bay is also a strong archetypal
place, which may be characterized as an
“inverted peninsula”. The typical places
generated by vegetation, such as forest,
grove, and field, have already been
mentioned; we only have to remind of
their importance as parts of “living’
realiny

Being on the earth implies to be under
the sky. ;—\Ithuugh the sky is distant and
intangible, it has concrete “properties”
and a very important characterizing
function. In daily life we take the sk
for granted; we notice that it changes
with the weather, but hardly recognize
its importance for the general “armos
phere”. It is only when we visit places
very different from our home that we
suddently experience the sky as “low” ot
“high”, or otherwise different from »
we are used to. The effect of the
basically due to two factors. Firstl
constitution of the sky itself, th
quality of light and colour,
presence of characteristic
Secondly its relationship to the
that is, how it appears, from
Seen from an extended open pl
sky becomes a complete hemi
and when the weather is “goo
appearance is all-embracing

darc




grandiose. In places with a pronounced
surface relief or rich vegetation, how-
ever, only a sector of the sky is seen at
the time. Space contracts, and the
landscape becomes intimate or even
constricted. That this is not a modern
experience, is confirmed by the report of
an ancient Egyptian scribe: “Thou hast
not trodden the road to Meger (in
Syria), in which the sky is dark by day,
which is overgrown with cypresses, oaks
and cedars that reach the heavens...
Shuddering seizes thee, (the hair of) thy
head stands on end and the soul lies in
thy hand... The ravine is on one side of
thee, while the mountain rises on the
other™, A frightening experience indeed
for an Egyptian who was used to see the
sun in all its course. In general we may
say that the sky is as large as the space
from which it is seen. Remembering that
a space begins its “presencing” from the
boundary, we understand how the
silhouette of the surrounding “walls”
becomes important when the space 1s
narrow. Instead of being a comprehen-
sive hemisphere within a linear horizon,
the sky is reduced to a background for
the contours of the surface relief. The
landscape character thus becomes man-
ifest as a silhouette against the sky,
sometimes gently undulating, sometimes
serrate and wild*.

The climatically determined appearance
of the sky acts as a counterpoint to its
general spatial properties. In the desert
areas of North Africa and the Near
East, the cloudless blue sky gives em-
phasis to the infinite extension of the
land, and we experience the landscape
as embodying an eternal order, centered
on ourselves. On the plains of Northern
Europe, instead, the sky is usually “low”
and “flat”. Even on cloudless days its
colour 15 relatively pale, and the feeling
of being under an embracing dome is
usually absent. The horizontal direction
is therefore experienced as mere ex-

tension. Many variations are however
possible according to the local surface
relief and the quality of the light. In
areas which are not too distant from the
coast, the atmospheric conditions are
continuously changing and light be-
comes a live and strongly poetic ele-
ment, In a country like Holland, where
the ground is flat and subdivided in
small spaces, light remains a local and
intimate value. In Northern France,
instead, the landscape opens up and the
extended sky becomes a comprehensive
“stage” for the continuously changing
quality of light. A “light-world” is
experienced, which evidently inspired
the luminous walls of the Gothic cath-
edrals and the impressionistic paintings
of Monet”. In Southern Europe these
poctic qualities of light are mostly
absent; the strong and warm sun “fills
the space” and brings out the plastc
qualities of natural forms and “things”.
As a consequence, Italian landscape
painting has always concentrated its
attention on the sculptural object, and
depicts an environment consisting of
evenly illuminated discrete objects™,

In general the earth is the “stage” where
man’s daily life takes place. To some
extent it may be controlled end shaped,
and a friendly relationship results. Na-
tural landscape thus becomes cultural
landscape, that 1is, an environment
where man has found his meaningful
place within the totality. The sky,
instead, remains distant and is dis-
tinguished by its “otherness”. In struc-
tural terms these basic facts are ex-
pressed by the horizontal and the ver-
tical. The simplest model of man’s
existential space is therefore a horizontal
plane pierced by a vertical axis**. On the
plane man choses and creates centres,
paths and domains which make up the
concrete space of his everyday world.

Our brief excursion into the structure of
natural place has implied that it pos-

sesses on several “levels”. A whole
country may be the object of concrete
identification, in accordance with its
particular structure. Italy is thus dis-
tinguished by its being a peninsula with
a chain of mountains in the middle. On
both sides of the central ridge, land-
scapes of various kinds are formed:
plains, valleys, basins and bays, which,
because of the topography of the coun-
try, maintain a certain independence.
Within the landscapes, sub-places offer
man the possibility of intimate dwelling.
Among the sub-places we also find the
archetypal retreat where man may still
experience the presence of the original
forces of the earth. The “Carceri” of St.
Francis outside Assisi or the Sacro Speco
of St. Benedict near Subiaco are charac-
teristic examples. In these places the
saints of the Middle Ages experienced
the mystery of nature, which to them
meant the presence of God". Being a
peninsula divided by a range of moun-
tains, Scandinavia is structurally similar
to ltaly. But the dimensions are larger,
and the spatial properties of the regions
more varied. As a result, the peninsula
comprises fwo countries with distinct
characteristics, whereas it would not
make sense to split Italy longitudinally
in “halves”. In southern Norway we find
a primary “hand-shaped” system of
valleys with the centre in Oslo, which
therefore acts as a natural focus. Wes-
tern Norway is subdivided by a series of
parallel fjords between tall mountains,
and therefore consists of more separate,
albeit “similar” landscapes. Northern
Sweden possesses an analogous system
of long, parallel valleys, whereas the
southern part of the country rather may
be called a cluster of domains defined by
lakes and hills, The coast of both
countries is accompanied by a belt of
islands and skerries, which introduces a
“microstructure” entirely lacking in lta-

ly.
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inferred vertical axis which connects
earth and sky and “receives” the sun,
Thus the pyramid unifies the primordial
mountain of Egyptian mythology with
the radiant sun-god Ra, and represents
the king as his son. At the same time the
pyramids through their locanion between
oasis and desert (life and death), visual-
ize the spatial structure of the country; a
longitudinal ferule wvalley between in-
finite expanses of barren land’. Here
buildings are used to define a significant
boundary (“edge”). Finally we may
mention that Egyptians “built” the sky,
decorating ceilings of tombs, temples
and houses with stars on a blue ground.
By means of visualization and sym-
bolization the ancient Egyptians thus
concretized their known world.

We gave already mentioned the cave as
another archetypal natural element. In
megalithic architecture artificial caves,
dolmen, were built to visualize this
aspect of the earth. Being simultaneously
interior spaces and feminine symbols,
the artificial caves were understood as
representations of the world as a
whole®, an interpretation which was
completed by the introduction of vertical
“masculine” elements, such as a pillar,
or an orthogonal system of vertical and
horizontal members. The “marriage of
heaven and earth” which was the point
of departure for ancient cosmogonies
was thus concretized in built form.
Typical examples are furnished by the
megalithic temples of Malta, where the
apses contained a  menbir and the
boundaries are orthogonally articulated.
In ancient architecture we also en-
counter other representations of natural
elements. The lonic temple with its
numerous columns has thus been de-
scribed as a “sacred grove”, and the
expression “forest of columns” is often
used to designate the hypostyle halls of
early civilizations. In the Egyptian tem-
ples the columns are in fact derived

from plant forms, such as palm, papyrus
and lotus. The Egyptian forest of
columns represented “the land and the
sacred plants which rose out of the
ferulized soil to bring protection, per-
manence and sustenance to the land and
its people™. In general man’s under-
standing of the fertile soil is visualized
through agriculture. In the cultural
landscape the natural forces are “domes-
ncated” and living  reality is  made
manifest as an ordered process where
man participates. The gd.’dt’” is hence a
place where living nature is concretized
as an organic totality. Man’s image of
Paradise was in fact always an enclosed
garden. In the garden the known ele-
ments of nature are gathered: fruit trees,
flowers and “ramed” warter. In Mediae-
val painting it is depicted as a bortus
conclusus with the “Tree of Life”™ and a
fountain in the middle, surrounded by a
“wilderness” of mountains and forests".
Even water may thus be “bult”, that is,
given precise definition as part of a
cultural landscape, or visualized in a
fountain. In the cultural landscape man
“builds™ the earth, and makes its poten-
tial structure manifest as a meaningful
totality. A cultural landscape is based on
“cultivation”, and contains defined pla-
ces, paths and domains which concretize
man’s understanding  of the natural
environment.

Orthogonal space, cave-like interior and
cultural landscape suggest general com-
prehensive orders, which to some extent
satisfy man’s need for understanding
nature as a structured whole, comprising
all enviconmental levels from the artifact
to the region, The quest for order,
however, above all becomes manifest
through the “building” of one of the
cosmic orders mentioned in connection
with natural place. We understand im-
mediately that the orthogonal space of
the Egyptians comprised this aspect,
unifying the east-west course of the sun

8O. Temple of Amenaophis 11, Luxor.
1. Valley-temple of Chepbren, El Gizeb.

and the south-north direction of the
Nile. Moreover the Egyptians over and
over again reproduced their general
image of heaven and earth in the floors,
walls and ceilings of their temples. We
have also reason to believe that the
imagined four posts on which the sky
rests, are a dt’rivatit)n fl'llm an ar-
chetypal building with a flat ceiling and
a column at each corner. The under-
standing of the natural environment
therefore does not necessarily precede
building. The very act of building may
become a means to this understanding,
and the house may act as a “model” for
the cosmic image, at Iaqt lf a structurnl

similarity is present.

fundamental wpur.wmua

AS a4 means to give man an existential

foothold. The Nordic image of the
cosmos as a house where the heavently
axis forms the ridge-beam and the
Irminsul the northern of the two posts
on which it rests, is also a projection of
the structure of a simple archetypal
house into the cosmic sphere’. And the
Mediterranean 1mage of a “cosmic
cave”, in obviously derived from natural
caves as well as aruficial caves such as
the Roman Pantheon'. In this case, we
find a reciprocal relationship between
the natural and the man-made place.

The Romans possessed both the cave-
image and the house-image, representing
again a meetung of Mediterranean and
Nordic elements. In the Pantheon two
crossing axes are integrated in the
cave-like rotunda, expressing thus that-
the world is both oriented and
und™!, On the urb.ln level the Ron
visuadized the ¢ wans
R?M the eumdo running north-
south and  the w east-west,
This scheme has been known by many
civilizations and was still alive in the
Middle Ages'*. The word “quarter” in
connection with cities stems from this
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84. "Opera di natura” and “opera di mano”,
Raphael: Palazzo Vidoni, Rome

of the Orders goes back to the Roman
architect Vitruvius. Vitruvius maintains
that temples ought to be built in a
different style according to their ded-
ication, and proceeds by explaining the
Orders in terms of human characters.
The Doric column “furnishes the pro-
portion of a man’s body, its strength
and beauty”. The lonic is characterized
by “feminine slenderness”, whereas the
Corinthian “imitates the shight figure of
a maiden™’. The articulation of Greek
architecture therefore, cannot be under-
stood in merely visual or aesthetic
terms. Articulation meant making pre-
cise a particular character, and this
character, simple or complex, deter-
mined every part of the building. In
Renaissance  architecture  articulation
was based on the “Vitruvian™ tradition,
Serlio calls the orders opera di mano,
and implies that they represent different
modes of human existence, while rust-
ication was opera di natura] that is, a
symbol of the original forces of the
earth. As late as the eighteenth century
the classical Orders formed the basis for
an exceptionally sensitive treatment of
symbolic characterization'?,

Architectural  history, however, also
knows other coherent symbolic lan-
guages. In Mediaeval European architec-
ture, a systematic approach to architec-
tural form served the purpose of sym-
bolizing the ordered Christian cosmos'’.
As the Christian world is founded on
the spirit as an existential reality,
Mediaeval articulation aimed at “dema-
terialization”, and negated the anthro-
pomorphic classical Orders. Demater-
ialization was understood as a function
of light, as a divine manifestation. We
may therefore say that Mediaeval man
“built” light, the most intangible of
natural phenomena. Since then light has
been a primary means of architectural
characterization.

I addition to “forces”, order, character
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and light, the categories of natural
understanding also comprise time, which
is a basically different dimension. Time
is not a phenomenon, but the order of
phenomenal succession and change.
Juildings and settlements, however, are
static, apart from certain mobile ele-
ments of secondary importance. Nonethe-
less man has succeeded in “building”
time, by translating basic temporal
structures into  spatial  properties'®.
Primarily life is “movement”, and as
such it possesses ‘“direction” and
“rhythm”, The path is therefore a
fundamental existential symbol which
concretizes the dimension of time. Some-
times the path leads to a meaningful
goal, where the movement is arrested
and time becomes permanence. Another
basic symbol which concretizes the tem-
poral dimension is therefore the centre.
The archetypal buildings which visuahze
the concept of centre are the Mal and
the enclosure, which often appear in
combination. The Mal used by ancient
civilizations was usually understood as
an axis mundi. At the acropolis, Mal
(hill) and enclosure (plateau) are unified.
In ancient architecture we also usually
find a wia sacra which leads to the
centre, and which is used for ritual
re-enacting of “cosmic” events. In the
Christian basilica, path (nave) and goal
(altar) are united to symbolize the “Path
of Salvation” of Christian doctrine. The
basic phenomena of the urban environ-
ment, the street and the squdre, also
belong to the categories of path and
centre.

The man-made place visualizes, com-
plements and symbolizes man’s under-
standing of his environment. In addition
it may also gather a number of mean-
ings. Any true settlement is founded on
gathering, and the basic forms are the
farm, the agricultural village'”, the ur-
ban dwelling, and the town or city. All
these places are essentially man-made or







“artificial”™, but thev fall into rwo dis-
tinct categories. The first = are
directly related to the land, that is, they

form part of a particular environment,
and their structure is determined by this
environment. In the urban dwelling and
the town as a whole, instead, the direct
relanon to the natural environment 1s
weakened or almost lost, and gathering
becomes a bringing together of forms
which have therr roots in other lo-
calities. This is the essential property of
the urban settlement. The main his-
torical cities are therefore hardly found
in places where a particular natural
character is revealed ‘such as Delphi or
Olvmpia,, but somewhere between these
places. Thereby they become com-
prehensive centres for a world which
comprises a2 multitude of meanings. By
moving the nawral forces into the
settlement, the forces were “domestica-
ted”, and the city became a fact “which
helped 1o hiberate man from the terror
of the nawral world with s dark
powers and limiting laws™". In a town
such as Priene, the main gods are
brought together and located, according
to their particular natre, within the
urban area, transforming thus the town
into a meaningful microcosmaos. But also
the other buildings, public as well as
private, are articulated by means of the
classical Orders, and are thus related to
the same system of meanings®'. It goes
without saying that the gathering func-
tion of the town determines a complex
internal structure, an urban “inside”.
The same holds true for the house,
which Alberti called a “small city™.

1, This genius is determined by
at is visualized, complemented, sym-
hnlmcd or g;uhcred In vernacular ar-
chitecture the man-made gemus loc
ought to correspond closely 1o that of
the natural place, in urban architecture,

instead, it is more comprehensive. The
gemus loct of a rown, thus, oughr to
comprise the spirit of the locality to get
“roots”, but it should also gather con-
tents of general interest, contents which
have their roors elsewhere, and which
have been moved by means of sym-
bolization. Some of these contents
meanings, are so general that they
apply to all places.

2. The Structure of Man-made Place

The term “man-made place”™ denotes a
series of environmental levels, from
villages and rowns down to houses and
their interiors. All these “places” begin
their “presencing” (being; from the
boundaries. We have already pointed
out that the “presencing” thereby de-
fined, in principle implies particular
relationships to the ground and to the
skv. A general introduction to the
strucutre of man-made places therefore
has to investigate these relauonships
with regard to the different environ-
mental levels. How does a building
stand and rise? (Evidently “standing”
here comprises lateral extension and
contact with the surroundings by means
of openings). How is a settlement
related to its environment, and bow is
its silhouette? Questions of this kind put
the matter of structure in concrete
terms, and give the phenomenology of
architecture a realistic basis.

The distinctive quality of any man-made
place is enclosure, and its characrer and
spatial properties are determined by how
it i1s enclosed. Enclosure, thus, may be
more or less complete, openings and
implied directions may be present, and
the capacity of the place varies ac-
cordingly. Enclosure primarily means a
distincr area which is separated from the
surroundings by means of a built bound-
ary. It may also be manifest in less strict
form as a dense cluster of elements,
where a continuous boundary is inferred

Stonehenge, where the “al

9. Urban gathering. Priene, Asiz Mowor.
91. Enclosure. Monteriggron, Toscana.

rather than positively present. An “en-
closure™ may even be created by a mere
change in the texture of the ground.

The cultural importance of defining an
area which is qualitatively different from
the surroundings, cannot be overes-
timated. The temenos is the archetypal
form of meaningful space, and con-
stitutes the point of departure for
human settlement. In Japan, as has been
shown by Ganter Nitschke, basic cul-
tural phenomena of various kinds were
derived from the process of land de-
markation”’. The landmarks themselves
were bundles of grass or reeds which
were bound rogether in the mrdﬁle to
form a fan-like artifact which visualiz
a separation of earth and heaven (bot-

tom and top). A three-dimensional
“cosmos” was thus defined within the
given chaos. Nitschke furthermore

points out that the very word for
(enclosed) land, shima, was derived
from the name of the land occu ]
mark, shime, and reminds us of a
parallel connection of words in the
German Marke (mark, sign) and Mark
(land, e.g. Denmark)”. We may d
that several Nordic terms for an en-
closed “inside”, town, tun (norw.), m
(czech) are derived from Zaun, that is,

“fence”, vallis, “valley”, goes
with wvallum, “wall”, “palisade’ _M
vallus, “pole™*. Indeed the ¢ ]

began its presencing from the boundary.
The “how™ of the enclosure
upon the concrete properties
boundaries. The boundaries

the degree of enclosure (“o
well as the spatial direction,
two aspects of the same phe
When an opening is introd
centralized enclosure, an axi
which implies longitudinal
We find such a combination
closure and longitudinality

away from the geometrical












96. Round village. Palombara Sabia, Lazio.













the sense of concrete building. The
character of a work of architecture i
therefore first of all determined by the

kind of construction used; whether 1t is
skeletal, open and transparent (poten-
rially or in fact), or massive and

enclosed. And secondly by the making
as such: binding, joining, erecting etc
These processes express how the mean-
ing of the work becomes a “thing”
Thus Mies van der Rohe said: “Ar-
chitecture starts when you put wo
bricks carefully upon each other™

Making is an aspect of articulation. The
other aspect 1s “form’ Articulation
determines bow a building stands and
rises. and how it receives light. The
word “stand” denotes its l‘ii,l[ltil'lhhl}‘ Lo
the earth, and “rise” its relationship to
the sky. Standing is concretized through
the treatment of the base and the wall.
A massive and perhaps concave base
and accentuated horizontals “tie” the
building to the ground, whereas an
emphasis on the vertical direction tends
to make it “free”. Vertical lines and
forms express an active relationship to
the sky and a wish for receiving light.
Verticalism and religious aspiration have
in fact always gone together. In the
wall, thus, earth and sky meet, and the
way man “is” on earth is concretized by
the solution of this meeting. Some
buildings are “ground-hugging”, others
rise freely, and in others again we find a
meaningful equilibrium. Such an equili-
brium is for instance found in the Doric
temple, where the details and the pro-
portions of the columns express that
they stand and rise. By means of subtle
variations in the treatment, the Greeks
could express significant nuances within
the general equilibrium’. In the first
Hera temple m Paestum the strong
entasis of the columns as well as other
detarls brings us close to the earth, n
accordance with the character of the
goddess. In the temple of Apollo in
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“de-materialized” brick surfaces create
an atmosphere of Mediaeval spirituality.
It goes without saying that the choice of
material and colour is intimately linked
with “making” in general, although a
certain independence may be meaning-
ful, as when built walls are painted in
colours which have a mere character-
izing function. A “freedom” of this kind
is obviously more common in enclosed
interior spaces, where the direct contact
with the environment is weaker, and
where character therefore implies a
gathering of “distant” meanings.

It would in this context carry us too far
to develop a systematic typology of
man-made places. We have already
mentioned the farm, the village, the
urban house and the town as primary
categories. A further differentiation
ought to be based on the various
“building-tasks” which make up a hu-
man settlement’®. It ought to be repea-
ted, however, that man-made places
form a hierarchy of environmental
levels. The settlement as a whole is
externally related to a natural or cul-
tural landscape by which it is contained.
Internally the settlement contains sub-
places such as squares, streets and
districts (“quarters”). These sub-places
again contain and are defined by buil-
dings serving different purposes. Within
the buildings we find the interior spaces,
in the common sense of the word. The
interior contains artifacts which define
an innermost goal (such as the altar of a
church, or the table in Trakl’s poem).
The structural properties of the various
levels as well as their formal inter-
relations, concretize the “form of life” as
a whole, in an individual as well as a
social sense. We shall later introduce the
concepts of “private” and “public” to
arrive at a fuller understanding of the
place as a “living” totality.

Structurally, orientation and identific-
ation means the experience of man-made
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place within man-made place. The dif-
ferent “insides” are “known” in ac-
cordance with their structural proper-
ties. In most settlements in fact we find
that the naming of the urban spaces
reflects the existence of distinct man-
made places which have a structurally
determined identity”’. The man-made
genius loci depends on how these places
are in terms of space and character, that
is, in terms of organization and ar-
ticulation,

3. The Spirit of Man-Made Place

Our discussion of the phenomena of
man-made place has uncovered several
basic types of man-made factors, which
helped our understanding of the struc-
ture of man-made place, as well as its
relationship to natural place. Any con-
crete situation is distinguished by a
particular combination of these factors
which constitute the gemius loci as an
integrated totality. There are man-made
places where the variety and mystery of
the natural forces are strongly felt, there
are places where the manifestation of an
abstract general order has been the main
intention, and there are places where
force and order have found a com-
prehensible equilibrium. We thus return
to the categories of “romantic”, “cos-
mic” and “classical”. Although these
categories are abstractions which are
hardly concretized in “pure” form, they
express concrete tendencies, and there-
fore serve a general understanding of the
spirit of place. Any concrete situation
may in fact be understood as a synthesis
of these basic categories. Using the word
“architecture” to denote the concretiz-
ation of man-made places in general, we
may hence talk about “romantic ar-
chitecture”, “cosmic architecture”, and
“classical architecture”.

Romantic architectire

As “romantic” we designate an ar-

chitecture distinguished by muluplicity
and variety. It cannot easily be under
stood in logical terms, but seems ir-
rational and “subjective” (although the
inherent meanings may be of general
value). Romantic architecture is charac-
terized by a strong “atmosphere”, and
may appear “phantastic” and “myster-
ious”, but also “intimate” and “idyllic”.
In general it is distinguished by a live
and dynamic character, and aims ar
“expression™!. Its forms seem to be a
result of “growth” rather than organiz-
ation, and resemble the forms of living
nature.

Romantic space is topological rather
than geomertrical. On the urban level
this means that the basic configurations
are the dense and indeterminate cluster
and the “free” and varied row. The
urban spaces are distinguished by ir-
regular enclosure, and contain functions
in a general way, without aiming at
regular, defined distribution. “Strong”
romantic  spaces and configurations
demand a continuous but geometrically
indeterminate boundary. In relation to
the surroundings the romantic settlement
is identified by the proximity of its
elements, or by general enclosure,

The “atmosphere” and expressive
character of romantic architecture is
obtained by means of formal complexity
and contradiction. Simple, intelligible
volumes are avoided and transformed
into  transparent, skeletal structures,
where the line becomes a symbol of
force and dynamism. Although the con-
struction as such may be logical, it
usually appears irrational due to the
multiplication of members, variation in
detailing, and introduction of “free”
ornament. The outside-inside relation-
ship is usually complex, and the rom-
antic  building and settlement are
characterzized by a serrate and “wild”
silhouette. Light is used to emphasize
variety and atmosphere rather than



comprehensible elements. Usually it has
a strong local quality, which may be
stressed through the application of par
ticular colours.

The Mediaeval town is the romantic
settlement par excellence, particularly in
Central Europe, where classical influen-
ce (natural or historical) is less strongly
felt than for instance in ltaly. The
Mediaeval town makes 1ts presence
visible in towers and spires, and its
Sspaces arc characterized 11_\' the [‘-umud
;{th‘\. of the houses, as well as by rich
irrational detail. According to the na-
tural environment the character varies,
from the “wild-romantic” Alpine set-
tlement to the idyllic interaction of
buildings and surroundings in Northern
Germany and Denmark. In Innsbruck,
for instance, the houses are heavy and
massive down at the ground with low
and mysterious arcades, but they rise
towards the sky with stepped and
undulating gables. In a northern town
like Celle, the gabled houses become
skeleral and are transformed into an
atmospheric play of colours. In Norway,
finally, the Nordic character culminates
in the eminently romantic structures of
the stave-church and the loft, and in the
white-painted houses which concretize
the luminosity of the Nordic summer
night. The summer night in fact became
part of man’s built environment when
the colour white was invented. Before,
the houses were dark, reflecting the
mystery of the winter sky, which is also
the light of the stave-church interior. In
the stave-church it makes sense to talk
about “dark light”, as a Divine mani-
festation.,

In more recent architecture, the rom-
antic character is fully present and
wonderfully interpreted in the Art Nou-
veau. Later it appears, in a different
key, in the “forest” architecture of Alvar
Aalto, differently again, in the works of
Hugo Hiring, who aimed at making an
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relation to the surroundings it may
remain “open”, as it does not take the
local microstructure into consideration.
The character of cosmic architecture 1s
also  distinguished by “abstraction”,
Thus it shuns sculptural presence, and
tends to dematerialize volumes and
surfaces by means of “carpet-like” dec-
oration (mosaic, glazed ules etc.), or by
the introduction of intricate geometrical
webs., Horizontals and verticals do not
represent active forces, but are put in a
simple juxtaposition as manifestations of
the general order.

In Islamic architecture the cosmic ap-
proach finds its major manifestation.
The Islamic city, thus, consists of a
combination of geometrical and laby-
rinthine space. Whereas the main pu-
blic buildings are based on an orthogonal
grid (Mosque, Medrese, etc.), the
residential quarters are labyrinthine, a
fact which expresses the desert origin of
[slamic culture as well as the social
structure of the Arabic sertlement™,
which, after all, are two aspects of the
same totality. The “abstract” presence of
horizontals and verticals (the Minaret),
concretizes the general order, and gives
a first suggestion of the cosmic charac-
ter. In interior space this character
becomes the manifestation of an ideal
world, a paradise of white, green, and
blue, that 1s, the colours of pure light,
vegetation and water, which represents
the goal of man’s desert voyage.

But cosmic architecture may be inter-
preted in other ways. We have already
described the absolute systems of the
Egyptians and the Romans. The latter is
of particular interest in our context, as
it was brought along and implanted
everywhere regardless of the local cir-
cumstances. In general the Romans
therby expressed that every individual
place forms part of a comprehensive
cosmic (and political!) system which it
has to obey. In Roman architecture this
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121. Classical architecture. The acropolis, Athens

expressed. Classical architecture is thus
distinguished by the absence of a gener-
al, dominant system, and its space may
be defined as an additve grouping of
individual places. Whereas the classical
landscape was understood as a wveduta,
classical architecture 1s described by
means of perspective. In relation to the
surroundings the classical settlement ap-
pears as a distinct, characteristic presen-
ce,

This presence is achieved by means of
plastic articulation. In the classical
building all the parts have their in-
dividual identity, at the same ume as
they condense, explain and perhaps
differentiate the general character of the
whole. Each character forms part of a
“family” of characrers, which are de-
liberately related to human qualities. In
classical architecture the original forces
are thus “humanized”, and present
themselves as individual participants in
a comprehensive, meaningful world.
The logic of construction is interpreted
as an interaction of active and passive
members, and the classical building
therefore appears “built” in a direct and
intelligible way. Light, finally, is used to
give emphasis to the plastic presence of
the parts and the whole by means of a
play of light and shadow which “mo-
dels"” the form,

We have already made several references
to Greek architecture, and should only
add that it, in its developed Classical
phase, represents the archetype of clas-
sical architecture. Throughout history the
harmonious and meaningful equilibrium
of Greek buildings and settlements has
remained an ideal, which has been
revived in ever new contexts. In Roman
architecture the classical component was
strong, but it faded away towards late
Antiquity, when plastic presence was
substituted by de-materialization and the
symbolic “building” of light*’”. In the
Florentine Renaissance, however, certain
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spatial differenuation’

In our own time the classical atritude
has played an important part. Thus Le

Corbusier wrote: “Architecture is the

masterly, correct and magnificent play
of volumes brought together in light,
Our eyes are made to see forms in light;
light and shade reveal these forms;
cubes, cones, spheres, cylinders and
pyramids are the great primary forms
the image of these i1s distinct... and
without ambiguity™’. Le Corbusier evi
dently wanted plastic presence in
telligibility, bur a certain “abstraction” i
also felt. which differs from the “or-
ganic” approach of Greek architecture.
The true presence which brings the
world “close”, was in fact hardly under-
stood by earlv modern architecture.

i

Complex architecture

Romantic. cosmic and classical architec-
ture are archetypes of man-made place.
As they are 1

tegories of natural understanding, they

ated to the basic ca-
help us to interpret the genius loci of
any particular settlement. :

however, they hardly appear in pure
form, but participate in various kinds of
syntheses. In the history of European
architecture two such svntheses are of
particular interest: The Gothic cathedral

Being rtypes,
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concretized in one single veduta which
comprises all environmental levels from
the landscape down to the articulation
of the individual building?

The two main parts of Prague, the Old
Town down on the flat land within the
curve of the river, and the Small Town
and castle hill on the other side, are
linked by the Charles Bridge. In Prague
indeed “the bridge gathers the earth as
landscape around the stream”, but it
also gathers what man has contributed
to the place, as a townscape of unique
quality. Landscape and townscape are
thus unified; the “Prague view” is in fact
saturated with gardens, without reduc-
ing however, the figural character of
the man-made place. From the brnidge
the whole is experienced as an en
vironment in the full sense of the word;
the bridge constitutes the very centre of
this world, which evidently gathers so
many meanings.

The Charles Bridge is a work of art in
its own right; its broken and partly
curved movement collects the streets on
either side, and its towers and statues
form a counterpoint to the horizontal
series of arches across the river.

Men and women crossing dark bridges,
past the statues of saints

with their faint glimmer of light.
Clouds drifting over grey skies,

past churches

with misty towers.

A man leaning over the parapet

and gazing into the river at evening

his hands resting on ancient stone”.

The strength of Prague as a place
therefore also depends on its imageabil-
ity. Its secrets do not make us get lost,
the unfathomable insides always form
part of a meaningful general structure
which rties them together as the facets of
a mysteriously glimmering gem. Like a
gem, indeed, Prague changes with the

fers fi’r:-,"_k'x' .l'r.lu 20 ;1{5«; 2

131. Prague in winter
132. Diagrammatic map of Bohemia.
133. Prague in the landscape
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2. Space

[f we take a look at the map of Central
Europe, the particular location of Prag-
ue is immediately evident. Not only is
Prague situated at the centre of Bohe-
mia, but Bohemia is also in the very
middle of those countries which for
centuries have constituted the complex
and rturbulent core of the Western
world. The central location of Bohemia
is emphasized by the almost continuous
range of mountains and hills which
surround the area. A kind of basin is
thus created, although the land has a
very varied surface relief and natural
“content”. The feeling of a boundary is
strengthened by the vegetation; the
fertile interior is enclosed by forests
which accompany the mountains. In
general Bohemia appears as a rolling
and friendlv countryside. but it contains
many surprises such as wild and strange
rock formations. From the south to the
north the country is divided in two
halves by the river Vitava (Moldau) and
its continuation, the Labe (Elbe). In the
past it was difficult to cross these rivers;
only one ford had a convenient, central
location. Here the ancient road from
Ucraina and Poland crossed the Vitava
and continued into Germany. At the
ford. it met the road which led from
Austria in the south, to Saxony and
Prussia. A very important node was thus
created, and already in the sixth century
it gave rise to a settlement which should
become the city of Prague.

The geographical properties of Bohemia
made the country predestined to become
a cosmopolitan centre. A similar role is
played by Switzerland, but here the
geographical definition is less distinct,
and a primary nodal point is lacking. In
Europe, with its many ethnic groups
and civilizations, a meering place neces-
sarily means problems. Hardly any other
European country, in fact, has had a
more complex and difficult history than
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parks at either end of the castle, and
even the city-walls are in part standing.

The interior urban spaces of Prague still
to a high extent follow the pattern laid
out in the Middle Ages. The old
thoroughfare between East and West
serves as a backbone, connecting the
main foci of the Old and the Small
Towns. As the visitor walks along this
path, the history of Prague becomes
alive, and gradually a rich and coherent
image of the city is formed in his mind.
It starts at the Powder-Tower (1475),
which is what remains of the old city
wall. The tower is richly ornate and was
obviously intended as something more
than a mere “functional™ city-gate. In-
side the gate a well conserved street, the
Celetna leads to the Old Town Square
(Staroméstskée Nameésti). On cthe way it
passes the oldest part of the town, the
Tyn, where the merchants throughout
the centuries paid duty for their goods.
The Tyn is a large courtyard enclosed
by buildings whose Mediaeval core is
covered with Renaissance and Baroque
facades. The Old Town Square is a
large “ring”, subdivided by the centrally
placed Town Hall and adjacent buil-
dings into a larger and a smaller part. It
is surrounded by relatively narrow ga-
bled houses, and dominated by the twin
towers of the Tyn church (1365ff).
From the Small Square the path con-
tinues rather tortuously to the Charles
Bridge (1357ff). The bridge is a space in
its own right, having Gothic towers with
gates at either end and being lined with
statues. Its bent movement 1s due to the
fact that it was partly built over the
foundations of the old Judith-bridge
(1158-72) which collapsed in 1342.
Upon entering the Small Town another
splendid, well-conserved street, the Mos-
tecka leads up to the Small Town
Square (Malostranské Namésti) which
repeats the “ring” pattern of the Old
Town Square. Here, however, the
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laid out according to the old pattern and
new bridges were built to connect the
main streets on both sides of the river.
Although the Charles Bridge is no longer
alone, it has maintained its focal im-
portance, and the new bridges are well
integrated in the “organic” path struc-
ture of the city.

The secondary streets of old Prague
have the character of narrow, twisting
alleys. As such they possess an out-
spoken continuity, but many small -
squares are introduced as subordinate
urban foci. In the Old Town it is very
common that the houses may be entered
from two sides (Durchbauser). It is
therefore possible to walk through cer-
tain sections of the town without using
the streets. This particular spatial pro-
perty contributes decisively to the
“mysterious” quality of Prague. The
internal passages often lead through
several courtyards which are mostly
surrounded by characteristic balconies
(pavla¢). In the past these balconies
were the stage where the colourful
popular life took place. Spatally they
served as a semi-public transition be-
tween the urban outside and the private
interior of the houses. We understand,
thus, that the feeling typical for Prague,
that one might penetrate ever deeper
inside is determined by its spatial struc-
ture. In the Small Town the spaces are
somewhat different. As it was a well-
to-do district, the houses are larger and
also more secluded. What is lost in
penetrability, however, is gained in
movement up and down. In the Small
Town many of the secondary streets
have steps, and the broken surface relief
creates an exceptionally varied richness
of urban spaces, which offer ever new
perspectives and bits of panoramic
VIEWS.

The spatial structure of Prague is ga-
thered and condensed in the interiors of
its main public buildings. From the
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The Castle and the Cathedral seen from the

View from the Castle

149, Interior, St. Vitus Cathedral by Peter Parler.

Middle Ages on, the local architecture
has had its particular spatial properties.
In general we note a strong wish for
integration and dynamism. The classical
principle of individual, static units,
which are added together, is unknown
in Prague. In St. Vitus the integration,
horizontally and vertically, is stronger
than in any other great Gothic cathe-
dral, and in the Vladislay Hall (B. Ried
1493-1502) it has become impossible to
talk about “bays”; the space is an
indivisible whole which is saturated with
dynamic movement’. The wish for
spatial integration and dynamism cul-
minated with the “pulsating” interiors of
Christoph and Kilian Ignaz Dientzen-
hofer®. The nave of St. Nicholas in the
Small Town by the former (1703-11)
consists of a series of interpenetrating
ovals. In the vault however, the spatial
definition is dislocated relative to the
floor. As a result a spatial “syncopation”
is created, which represents a unigue
invention in the history of architecture.

The environmental richness of Prague is
intimately related to the spatial proper-
ties outlined above. These properties are
not only distinguished by variety, but
they also constitute an imageable whole.
Summing up we may take a look at the
basic structure of the four primary
domains. The Old Town is situated on
the flat promontory embraced by the
river, and is gathered around the Old
Town Square. The New Town fans out
from the Old Town and rises slightly. It
is located between the St. Vitus hill in
the north and the Vysehrad in the
south, and is given internal structure by
the three radial markets. Ideally the
New Town is a segment of a ring, but
the shape is stretched to reach the more
distant Vysehrad. The Small Town is
situated wunder the hill, within the
concave valley, and is gathered along
the Mostecka-Nerudova path. The
Hradcany is above the other domains on
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Popular Barogue houses in Trebon,

other countries have an architecture
wich is more unified and at the same
time more varied. The themes are
eminently Bohemian, but the variations
are legion and give testimony to the
exceptional artistic abilities of the
Bohemian people. Like some other great
cities, such as Rome, Prague has shaped
the foreign artists who have settled
there. From Peter Parler to Christoph
Dientzenhofer they all became Bohemian
and adapted their own cultural import
to the local idiom,

What then are the natural phenomena
behind the genius loci? We have already
mentioned the rolling countryside of
Bohemia, and the many surprises which
break the general continuity of the land.
Towards the border these surprises
become dominant; wild rocks, hot
springs, deep valleys and impenetrable
forests bring the original forces of
nature into presence. [he Bohemian
landscape, however, is not characterized
by simple imageable elements, such as
well defined valley-spaces or dominant
mountains. Rather one might say that
everything is simultaneously there, a fact
which was noticed by Goethe: “Beautiful
view over Bohemian landseapes, which
have the particular character that they
are neither mountains nor plains nor
valleys, but everything at the same
time™”.. Obviously the whole of Bohemia
does not have this “synthetic” quality. It
is, however, the distinctive mark of the
more characteristic parts of the country,
and therefore becomes a general
“Bohemian™ trait. Such a generalization
is natural, because Bohemia is a simple
hydro-geophysical unit.

In Bohemia all the basic natural ele-
ments are present within a relatively
small and well-defined area ¥Mountains.
vegetation and water are there, not as
separate “things”, but mixed to form a
“romantic” microcosmos. The earth in
its different manifestations is exper-
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The Portheimka by K_I. Dientzenhofer

are low and relatively small, and the
wall is usually kept down by the optical
weight of large roofs. As a contrast to
these ground-hugging properties, richely
articulate and ornate gables rise up
towards the sky. The houses may have
Gothic, Renaissance or Baroque forms,
but their basic relationship to earth and
sky has remained the same for centuries.
Regional differences exist; in Southern
Bohemia for instance, the mural houses
are white and the decoration richer, but
the basic Bohemian qualities are main-
tained.

In the architecture of Prague the
Bohemian relationship to earth and sky
reaches a splendid climax. Everywhere
the old urban spaces make the basic
themes clearly manifest, and the presen-
ce of great architects has made possible
particular interpretations which make
them shine in “limpid brightness”. One
of the best examples is offered by the
house Kilian Ignaz Dientzenhofer built
for himself (1726-28) in the suburb of
Smichov'!, today known as the Port-
heimka, The rectangular volume has
tower-like elements at the four corners
and a convex ressault in the centre
towards the garden. The scheme is
“international” and directly derived from
Hildebrandt’s Upper Belvedere in Vien-
na. The articulation, however, is truly
local. Over the heavy rusticated base-
ment with its low-set windows, the
forms become gradually “free” towards
the sky. The main architrave is broken
in the centre to give place for a pointed
gable, whereas the corner towers rise up
through the horizontal members. Small
blind dormers are added to give em-
phasis to the vertical movement, and the
top cornice of the towers is bent
upwards as a last expression of its
aspiring force. At the same time how-
ever, the towers are tied to the main
volume by the horizontal lines which
circumscribe the whole building even at
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the space They are not mechanically
li|..‘| up, but constitute 1 LOPOIOEIL 1
succession which gives variety and lite to
the enclosed Space ['he houses are quite
NATTrow m:_l Create 1 ui'-,il.lll}lu. movement
full of surprises. The variations reach a
climax in the stern Tyn Church, which
prefigures the basic articulation of St
Nicholas near by. The only old l'\lll|d||!j_.
which because of its size breaks the

continuity of the boundary 1s the
Kinsky Palace (1755-66). Again, how
ever, Kilian lgnaz Dientzenhoter demon
strates his artistic abilities and respect
for the gemus locr. Instead of cen

tering the building on a dominant gate,
he doubled the composition, and used
two gabled ressaults to break down the
large volume so as to suit the general
dimensions and rhythm of the urban
boundary. A similar adaptation is found
already 1n the Toscana Palace by |, B.
Mathey (1689) and the Clam-Gallas
Palace by Fischer von Erlach (17 15f).

We have characterized Prague as a
world where it is possible to penetrate
ever deeper “inside”, and, in fact, in the
interiors of the main  buildings  we
encounter a character which represents a
further condensation of the properties
which distnguish the urban space and
the city as a whole. This character 1s
determined by a particular artculation,
which  basically remammed the same
through several centuries. The tirst great
manifestation is the presbytery of the
Cathedral by Peter Parler (1352-85)'. In
general the scheme follows the dis
position of the French cathedrals, but
the articulation shows several significant
innovations. First of all we notice that
the arcade is simplified in such a way
that it appears as a continuous wall with
cut-out openings. At the same time the
trifornum and the clerestory are com
bined to form one large glazed surtace.
The interior is covered by a net-vault
which unifies the space horizontally and




163. Si. Nicholas in the Old Toum, detail
164. St. Nicholas in the Old Town, ini

makes it dissolve vertically. The hori-
?f]ﬂ[.i] Jrl[(_‘}lr.ll!l?}‘l IS mMuareoscr t'f]lr‘:ﬂ..l'
sized by the introduction of small,
diagonally placed elements in the tri-
forium and clerestory, which make the
bays unite in a continuous undulating
movement. The space is characterized
by a strong contrast berween the
“massive” arcade and the de-material-
ized upper wall and vault, and in
general by an expressive interplay of
horizontal and vertical “forces”. We see
thus how a generally valid building-
type has been modified to suit the
genius loci.

The same basic traits find a stll more
original and mature interpretation in
the Vladislav Hall in the Hradcany by
Benedikt Ried (1493-1502)'*. Here the
interior consists of an integrated series
of baldachins which are closed off
laterally by massive walls. Two systems
are thus combined: the earth-bound
“box” made up by the walls, and the
de-materialized “heavenly” net-vault
which seems to hover over the space.

The theme of the Vladislav Hall reap-
pears in the most significant Baroque
buildings of Prague. The “syncopated”
space of St. Nicholas in the Small
Town is set-into-work by means of an
integrated series of baldachins, and the
same solution is used in the church of
the Brevnov Monastery by Christoph
Dientzenhofer (1709-15)". In the latter
building curved arches span diagonally
across the space from wall-pillars
(Wandpfeiler) which are set against the
neutral surface of the massive outer
wall. The basic properties of the Vla-
dislav Hall and the churches of Chris-
toph Dientzenhofer are thus the
same, and the intention is obviously to
make a particular relationship between
earth and sky manifest. The exterior of
Bfevnov is also a typical specimen of
Prague architecture; a lonic Order rises
over a continuous base, and a row of
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gables create a

The :nzenniuns of Chrstoph Dientzen-
und their continuauen in the
y ilian ignaz, who may
be considered the Prague architect par
His most characrenistic
Prague is St. John on the
)-39). In no other building is
lvnamism and dramatic
to Bohemia expressed
v. The church’s position
a rock accenruates the effect. and the
stair-case in front enhances the vertical
movement of the fagade. The plan may
be described as a “reduced mulrlareral
system of baldachins™. On the longi-
udinal axis of rthe central octagon
nternallv convex sides, wransverse
ovals are added, creating a “pulsating”
ial organism which is enclosed with-
i kind of continuous. neutral walls
we have encountered in the Vladislav
Hall and Brevnov. In St. John, however,
; : of the exterior cor-
responds to the interior organization.
The outer walls are “wrapped” around
the baldachins. and make the intenor
present in the urban environment. At
the same time the walls seem to give in
to the pressure of external “forces”.
QOutside and inside thus interact dy-
namically, and the church becomes a
true gathering focus. The interplay of
horizontal and vertical movements is
also expressed with unique conviction.
Our discussion of the character of the
architecture of Prague has implied that
the stvles of the various epochs were
transformed ro fit the genius loci. The
logical strucrure of High Gothic ar-
chitecture was changed by Peter Parler
to express the local horizontal-verteal
dichotomy. In St. Vitus we cannot any
more distinguish the different shafts
which “carry”™ arches and vaults, and in
the Old Town bridge-tower by the same
Parler {after 1375) the Gothic elements

S SOMN
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St. John on the Rock by K. 1. Dientzenhofer

169. St. John on the Rock, mterior,
170. The Czerrun Palace by F. Caratti
171. The Belvedere

have become a “decoration” applied to a
massive volume'”. The non-structural
interpretation of Gothic forms culmina-
ted with the Vladislav Hall, where the
originally structural ribs have become a
dynamic ornament which cannot poss-
ibly be subdivided logically into partes
and membra'®. In Bohemia, thus, Gothic
de-materialization is not understood as a
“spiritual system” which conquers and
substitutes the bodily substance, but as
an ecstatic liberation from the earth.
“Ecstacy” in fact means “out of place”.

During the Renaissance and Baroque we
encounter analogous intentions. The
classical Orders are there, but they are
used in a new way and are partly
transformed. A certain anti-classical at-
titude is already evident in the Belvedere
garden-palace, which was started by
Italian architects in pure Renaissance
forms (1534). Later a swelling concave-
convex roof was added (1563) which
transforms the building into a plastic
volume which is simultaneously earth-
bound and aspiring. Another character-
istic transformation of Renaissance
forms is found in the Czernin Palace by
Francesco Caratti (1668ff), where Pal-
ladio has become Bohemian! In the
buildings of the Dientzenhofers the
classical Orders also play & primary
role, but not as characterizing elements
which give the single work an individual
presence; ‘rather they serve to visualize
the dynamic vertical forces which sa-
turate the buildings. Sinularly the ho=
rizontal members are bent, broken or
interrupted  to  express the basie di-
chotomy which constitutes the essence
of the Bohemian character.: And the
single motifs of classical architecture,
such as brackets, pediments and key
stones, lose their systematic meaning
and become plastic accents which make
the continuity of the spaual boundary
still more evident. Thus classical ar-
chitecture is absorbed by a more ancient
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world of forces, a mystical world which
seizes us with irresistible power.

4. Gemus Loct

Our analysis of the spatial structure and
character of Prague, has uncovered the
basic manifestations of a very strong
genius loci. Which meanings does this
“spirit” gather? We have already de-
scribed the natural “forces” which con-
stitute its local basis, and understand
how Prague first of all is the true and
meaningful focus of a delimited and
characteristic region. lts “mystery” is
nothing artificial but a reflection of a
given natural environment. The “ec-
static” interpretation of this environ-
ment, however, also reflects the history
of the country. In Bohemia it has always
been necessary to fight for an existential
foothold, and the roots had to be very
deep to withstand the alien forces which
over and over again threatened the local
form of life. Deep roots mean inrense
identification, and under the particular
Bohemian circumstances this also im-
plied an intensely felt relationship to the
foreign import. The religious conflicts
which after the burning of Jan Hus
(1369-1415), for over two hundred
years determined the political and cul-
tural life of Europe, had their centre of
gravity in Bohemia, and in our own
time Czechoslovakia has again been a
prey of various forces.

In addition to its local qualities, the
genius loci of Bohemia also reflects
many “influences”. The Slavic back-
ground of the Czech people is clearly
evident, and forms of eastern origin are
often encountered; we may mention in
particular the small onion-shaped domes
on towers and steeples, as well as a love
for silhouttes which remind of Russian
churches and monasteries. Still stronger
is the German influence, but the im-
ported themes, such as the Hallenkirche
and the Wandpfeilerkirche, became

thoroughly transformed when they were
planted in the Bohemian soil. The
Bohemian Renaissance and Baroque are
unthinkable without Italian import; in
particular does the local Baroque re-
present the most fertile development of
the ideas of Borromini and Guarini'®
Even French currents reached Bohemia,
both through Austria and directly from
the French architect Jean-Baptiste Ma-
they who worked in Prague for over
twenty years. In all these cases, how-
ever, the foreign import was trans-
formed by the genius loci. As a result a
very comprehensive synthesis was form-
ed, where fragments of various deri-
vation appear as “memories” which inter-
mingle like tesserae in a truly cosmo-
politan mosaic.

In general the Bohemian synthesis was
felt as a dichotomy between body and
spirit. One has talked about the mo-
therly warm and simultaneously ecstatic
character of Bohemian religiosity?’, but
warmth and ecstasy do not always work
together. In the Italian cinguecento, the
relationship between body and spirit
was felt as a problematic split, which in
the work of Michelangelo was expressed
as a fundamental human problem. A
solution was offered by Baroque art,
where ecstatic participation brought a-
bout a sense of meaning and security.
Also in Bohemia the Baroque offered a
solution to the local situation, and we
understand why the Baroque became the
Bohemian art par excellence. But par-
ticipation is open to various interpreta-
tions. In the work of the Dientzenhofers
it was a means of redemption; their
baldachin-structures bring heaven close
at the same time as the earth s
approached with confidence and love.
The latter aspect is concretized by the
simultaneously open and substantial
walls which are wrapped around the
baldachins. Another architect of the
eighteenth century however, Johann

Santin Aichel?! gave Bohemian architec-
ture a different interpretation. In his
works heaven remains distant and in-
accessible, at the same time as the space
is enclosed by walls of a “cold” and
somewhat frightening character. His
particular use of abstract “Gothic”
forms moreover deprives the buildings
of any anthropomorphous warmth. In-
stead of the assurance of the Dient-
zenhofers we experience a tragic world
where human imprisonment seems an
eternal condition. The work of Santin
Aichel is not an isolated phenomenon;
in the writings of Kafka a similar
interpretation reappears with intense
actuality, and in Bohemian art in gener-
al up to present day Czech surrealism,
the “tragic” view is always there as a
meaningful undercurrent®,

Regardless of interpretation, however,
Bohemian architecture has conserved its
particular identity, and Prague its role as
the place where the character is con-
densed and explained. Out in the coun-
try we encounter the Bohemian themes
in somewhat crude form; exceptionally
heavy and massive houses and castles,
slender steeples crowned by onion-sha-
ped domes, a picturesque and varied use
of colour. In Prague this elements are
gathered and unified; what is primarily
local becomes universal, and what is
foreign is adapted to the place. But
gathering also means feed-back, it
means that the “explanation” given at
the centre radiates back so that the
provinces may gain a full understanding
of their role within the totality. Hardly
any city has ever fulfilled this role more
convincingly than Praga caput regni.

The structure of the gemius loci of
Prague is also confirmed by the fact that
the city has conserved so well its identity
throughout the course of history. The
basic spatial structure was suggested by
the natural place and fixed from the
very beginning. The successive rulers of
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elementary rootedness. This settlement
is the oldest in the conurbation dating
from the 1560%es. Being situated where
the two Niles meet, Tuti forms the real
core or “heart” of Khartoum. This core,
however, is not a monumental urban
centre, but a manifestation of a simple,
archetypal relationship between man
and nature, which, as one gets to know
the place better, becomes deeply
meanmningiul,

Our experience of Khartoum 1is also
determined by its vast dimensions. The
Niles are very wide, and as the three
towns are somewhat withdrawn from
their banks, a unified wvisual image
becomes impossible. The different dis-
tricts within the conurbation are thus
experienced as being distant from each
other. Khartoum, in fact, is not a city
where you can take a walk to get
acquainted with the place! We may say
[]1.1[ 1ts ‘tL'IhL' 15 1 tune '\\lth lhl
surrounding country and even with its
position on the African continent. And
still Khartoum possesses that intimacy
which is a distinctive property of any
true place, The streets of colonial
Khartoum are accompanied by arcades
and trees which give us spatial foothold,
the narrow lanes and courtyards of
Omdurman are true “interior worlds”,
and in both towns the suk, or market, is
a focus for social life where the in-
dividual may experience participation
and belonging. Here we touch upon the
essence of Khartoum's quality of place:
the combination of grand external rela-
tions and true interiority

The external relations of Khartoum
however, are not the usual networks of
roads and railways. Not a single road
connects the metropolis with the rest of
the world! To arrive in Khartoum one
has to drive through the surrounding
desert. In the desert no direction is of
primary importance and a feeling of
general openness results. This physical
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are also built of mud and brick, and
their totally closed, prismatic shape
represents a clear response to the chal-
lenge of the desert. Whereas the desert is
what man has to escape from, and
accordingly was related by the ancient
[ eypuians to Death, e house §5 @
protected world where Lite may  blos-
som. It iy not surprising, hence, that the

transition between  these two  realms

becomes an important. “architectural™

problem. In Khartoum, the entrance is

something more than a passage from the
publlic to the private domain. On the
richely decorated gates the colours of
the interior appear, to tell about a
friendlier world created by man, where
the fresh character of white, light green
and blue subsritutes the burning yellow
and brown of the exterior world. The
settlement pattern which better answers
the challenge of the desert, is the dense
labyrinth, and all the old villages found
within the Khartoum conurbation as
well as the town of Omdurman, belong
to this archetype. Colonial Khartoum
however possesses a different urban
structure. And still it does not feel
foreign to the place.

We shall return to this problem later. So
far we only want to point out that the
Three Towns plus the villages represent
different interpretations of the same
genius loci,

2. S.f?d:.'!‘

An area of vast extension gravitates on
Khartoum. Whereas European centres as
a rule are related to defined regions of a
limited size, Khartoum is “surrounded”
by “infinite” expanses of scarcely po-
pulated desert and savannah. The only
prominent structural element is the Nile,
which for thousands of kilometres cuts
through the country from the south to
the north. Had it not been for the river,
the entire area would have appeared
quite inarticulate as a geographical en-

184, Diagrammatic niap of the Niles.
185. The watersheds of Africa

186, The local setelement pattern between desert

and longttudinal oasis

187. The desert at Khartoum

tity. The Nile valley proper, however,
which determines the character of
Egypt, only starts further north. At
Khartoum the land is flat, and is open
to the surrounding regions, rather then
possessing the absolute self-sufficiency of
the Egyptian Nile valley, or the for-
bidding indeterminateness of the Sudd
swamps further to the south. This open
land lacks any true “microstructure”.
Only a few shallow wadis break the
monotonous extension of the ground.
Natural places are therefore rare. Be-
cause of the confluence of the two Niles,
however, the expanse of the desert is
divided into three domains, among
which El Gezira (i.e. “the peninsula”)
between the two rivers is particularly
distinct.

The meeting of geographical regions is
accompanied by corresponding climatic,
ethnic and culrural relationships. At
Khartoum the rainless desert of North
Africa approaches the humid belt which
crosses the continent at both sides of the
Equator. Accordingly, vegetation starts
to make itself felt, at the same time as
the desert remains a fundamental en-
vironmental force. The great Arabic-
[slamic desert culture is therefore the
primary existential fact. In the Sudan
however, the pure and abstract ab-
solutism of Islam meets the magic world
of Africa proper. Khartoum is thus art
the centre of several “worlds™: the
“eternal” order of the Nile valley to the
North, the world of black Africa to the
South, the infinite desert to the West,
and the harsh mountains of Etiopia
further away to the East. A map of the
watersheds of Africa moreover shows
Sudan as an “interior space” of singular
importance, as the other African regions
are related to a coast. The situation of
Khartoum thus offers man excellent
possibilities of orientation: here he is not
just somewhere in Africa, but in one of
the places from which geography may
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be understood as a meaningful svstem of
spatial relationships.

How then does the site satisfv this
spatial role? Evidently the openess of the
landscape is favourable, as it does not
put any narrow limits to the place, at
the same time as the confluence of the
Niles fulfills the basic need for place-
definition. The division of the zone in
three domains has already been men-
tioned as a main structural feature. The
“longitudinal oasis” along the rivers,
finally, makes the place particularly
suited for sertlement. The natural land-
scape therefore has a sparial structure
which gathers and expresses the geo-
graphical relationships. It would be
tempring to mention Tuti island in this
connection, as it is located at the very
centre of the site. Being an island,
however, Tuti does not possess those
external relations which form an im-
portant part of the meaning of the
Khartoum conurbation as a capital
centre. Therefore it has been left in its
original state as a limited, fertile world
within the “vast unknown™ of the desert.
Rather than being the real focus, Tuu
illustrates the original sertlement partern
of the region. Here we may still
experience that “living cell” which forms
the basis for dwelling in the desert.
Because Tuti is left out of the develop-
ment of the capital as an urban “pause”,
the confluence point of the two Niles,
Mogren, assumes the role of a main
focal point.

The original settlement pattern found at
Tuti, is also preserved in some villages
within the area of the conurbation. If
we take a look ar the old agricultural
settlements which are today incorpora-
ted in the urban texture of the Three
Towns (Halfaya, Abu Said, Hamad,
Khogali etc.), we find that they are not
located on the river, but between the
river oasis and the desert. They are
with-drawn from the Nile, and are thus

very different from European river set-
tlements. Basically they are desert vil-
lages, and the desert is experienced as
omnipresent. The practical reasons ob-
viously are to preserve agricultural land
as to get away from areas of seasonal
inundanion. Bur the location of the
villages also expresses the necessity of
living with the desert, rather than
behaving as if it were not there.

The Three Towns preserve this arche-
typal pattern. Even in Colonial Khar-
toum we find that the urban streets are
separated from the Nile by a continuous
green belt, and in all three rowns the
urban centres have hardly any contact
with the river. In general we may
conclude that the basic settlement pat-
tern of Khartoum is meaningful, and
expresses a deep “understanding” of the
natural situation. The life-giving role of
the Nile only becomes manifest if its
banks are left as continuous green belts,
and the great existential facr of the
desert ought to be felt everywhere
within the habitat.

This does not mean, however, that the
settlements should spread out. A desert
village or town ought to be dense; that
is, it should be something we enter, a
place we are within, to find a foothold
in the infinite expanse of the sur-
rounding country. But it would be
wrong to interpret this density as a
cluster of highrise buildings.

The main existential dimension of the
desert is the horizontal, and the Arabs
in fact have always preferred low,
horizontally extended buildings (except
in mountainous countries such as Yemen
or Marocco).

The only vertical element is the slender
needle of the Minaret, which reminds
man that he does not only live on earth
but also under the sky. The old villages
as well as the town of Omdurman
illustrate this principle of “dense hori-
zontality”.

Colonial Khartoum also shows a co-
herent, horizontal development, and al-
though its geometrical plan was im-
ported, the town in general demon-
strates a satisfactory understanding of
the site. The embankment along the
Blue Nile, where North and South meet,
is thus treated as a continuous green
belt, but rather than being a piece of
nature, it is interpreted as a “balcony”
from which the role of Khartoum as a
centre may be experienced. The in-
corporation of the cardinal points in the
plan moreover expresses the geographic
situation outlined above.

The three domains formed by the
confluence of the Niles are symbolized
by the Three Towns, and the three-
polar structure of the conurbation thus
represents a further concretization of the
geographic situation. Moreover their
spatial patterns are in accordance with
the different role of the domains within
the totality. This fact is proved by the
alternation between Khartoum and Om-
durman as the capital of Sudan. Where-
as Omdurman is the “spearhead” of an
Arabic hinterland, Khartoum assumes a
more cosmopolitan function. Today the
Three Towns are linked to form a
“ring-structure”, which well expresses
the new historical situation.

Two basic types of urban structure are
found in the Three Towns: the laby-
rinthine world of the desert scrtlem
and a geometrical patwern of Bamgue
derivation which symbolizes a ¢ 1
ideological system. Of these, the l@b}'
rinthine pattern represents the o :
vernacular solurion. In fact, it
pecially dense ar Tuti, where the isla
site adds a particular “intimacy” to the
general interiority of the labyrinth. The
lanes at Tuti are very narrow, and
continuously changing their dir
Variations in width, and breaks
space-defining walls do away with
rests of simple, Euclidean order. As a







result, the feeling of elementary toge-
therness is very strong. In Khogali the
openness of the desert is more felt; the
cluster stretches out and the streets
widen somewhat. The same is the case
in old Omdurman (such as the Abu
Rouf and Beit El Mal districts), where a
certain change in scale is also apparent,
indicating the historically more import-
ant role of the town. But the basic
interiority of the Arabic settlement is
still preserved. The labyrinthine parts of
the Three Towns were generated by a
gradual clustering of units, leaving the
streets as secondary “intervals™ This
approach to urban “design” is still used
in the squatter settlements along the
periphery, which thus repeat the con-
stituent principle of Arabic towns. The
spaces formed in this way have an
eminently human quality, changing
shape and size according to the needs.
Only in the new city-extensions north of
Omdurman and south of Khartoum,
carried out after the second world war
according to a master-plan by Doxiadis,
the street is taken as the point of
departure, whereby the urban spaces
lose their traditional quality.

[n Colonial Khartoum the circulation
infrastructure is the primary fact, but in
contrast to the undetermined grid of
Doxiadis, if forms a sophisticated sym-
bolic pattern which takes general as well
as local factors into consideration. It is
probably true that Kitchener used the
“Union Jack™ as his model when he
planned the orthogonal and diagonal
streets of Khartoum. But the pattern
fortunately has a meaning which goes
beyond this “imperialistic” content. As a
“cosmic” symbol it also represents the
general natural order of the cardinal
points. Throughout history the ortho-
gonal axes were used to express any
absolute system, often in combination
with a pronounced centre. In this sense
they were also employed in the early
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195. Old map of Kbartoum and Omdurman
showing Kbartowm before the destruction.
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Islamic capital of Baghdad. In European
Baroque architecture diagonal axes were
introduced to express the “openness” of
the system. No wonder, hence, that the
same pattern was adopted for the
colonial capital of Khartoum. In ad-
dition to these general properties, Kitch-
ener's solution shows some particular
traits which ought to receive due at-
tention. If we take a look at the town
plan, we notice an interesting doubling
of the main North-South axis. Parallel
to El Qasr Avenue (formerly Victoria
Avenue) which runs between the War
Memorial (Railway Station, Faculty of
Medicine) and the Palace, we thus find
another equally important streer, El
Khalifa-El Gami Avenue, which has the
great Mosque at its centre. This street
divides the main square in two equal
halves, and is moreover symmetrically
related to the pattern of diagonal streets.
The plan from 1904 proves that this
state of affairs is the original one. Thus
it is El Khalifa-El Gami Avenue and not
El Qasr, which geometrically forms the
main axis of the urban network, and it
is the Mosque which is found at the
very centre of the system. lts gqibla-
orientation at 45° to the main axes
moreover makes it parallel to the dia-
gonals of the “Union Jack™. The direc-
tions of the plan are thus just as Islamic
as they are Britannic! On this pattern,
the wide, dominant El Qasr Avenue and
the Palace are superimposed as a
“foreign”, albeit centrally located, coun-
terpoint. Certainly an interesting and
meaningful urban structure.

The streets and squares of Colonial
Khartoum form a continuous, differ-
entiated public domain. We have al-
ready mentioned the primary function of
some of the avenues, and should add
that the main east-west street, El Gam-
huriya Avenue (formerly Sirdar Avenue)
serves as the centre’s commercial spine.
Berween the green belt along the Nile
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and the built town another main axis,
El Gamia Avenue, is running east-west,
As it gives access to principal public
buildings such as churches, ministeries
and University (formerly Gordon Col-
lege) which are located within the green
belt itself, it had from the beginning a
representative function. Interpolated bet-
ween the main urban corndors, we find
a secondary network of service alleys.
The system is surpisingly modern, and
corresponds to the movement structure
advocated in recent traffic-in-town
planning theory. In this system the
squares do not serve as real “goals”; but
rather as nodal points. The system
therefore never comes to any conclusion,
but remains “open”, and was in fact
extended and modified several times’.
Within the public network of Colonial
Khartoum, private spaces are “filled in”
with a certain degree of freedom. The
typical dwelling unit is a suburban villa
of European derivation, which is ad-
apted to local conditions by the intro-
duction of perimeter walls and garden
porticoes. Continuous porticoes also
accompany the commercial streets, dis-
tinguishing them spanally from the
streets of the residential zones which are
usually defined by closed walls or
garden fences. Often the corners of the
blocks are emphasized functionally and
spatially by arcades kiosks, a motf
which is evidently taken over from a
local tradition; such kiosks are even
found at Tutiisland.

In the vernacular parts of the con-
urbation we encounter a more genuine
type of private space. Here the enclosed
area is the basic unit, and the perimeter
wall with an ornate gate is traditionally
built before the dwelling itself. Within
the enclosed area there are usually
several one-room houses, free-standing
or attached to the perimeter. The houses
divide the area into one part for men,
which is located immediately behind the
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3. Character

The natural character of Khartoum is
determined by the concrete appearance
of the site. Undoubtedly the most
prominent element is the sand of the
desert. The inhabitants of the Three
Towns are so to speak born from sand;
they have sand under their feet the
whole life, and are buried in sand when
they die. And sand 1s omnipresent, not
only as a material, but as colour and
texture, Its fine grain seems to express
the effect of the buring sun on the more
solid materials which make up our
earth, and make us again remember the
ancient Egyprians who built artificial
mountains, pyramids, to withstand the
destructive forces of the desert. Sand is
thus the unifying ground of this world,
and its golden-brown-grey colour relates
the same world to materials as different
as precious gold and dirty mud. In the
short rainy season, in fact, the ground is
transformed into a continuous mire,
whereas the setting sun makes the same
surface become a golden field. The
predominance of sand gives the land-
scape a barren character. But it is not
the barrenness of rocky and moun-
tainous regions where the varied topog-
raphy sull gives nourishment to man’s
imagination. A flat surface of sand,
instead, does not offer many possibilities
of identification, it is indeed something
man deserts. When this is practically not
possible, man has to add something
himself, which allows for identification
with a wider range of existential mean-
ings.

In Khartoum, however, nature itself
offers something more. The reliable Nile
makes it possible to endure the desert,
and the oasis along its banks gives a
promise of life. An oasis, however, is
not something alien to the desert.
Rather the oasis grows out of the desert,
it “dwells” in the desert. The palm tree
expresses this relationship particularly
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life-giving forces become manifest within
the “dead" desert
Water is not enough to produce a
manifestation of life. The life-giving
force par excellence is light. Here
middle of Africa, the intensity of the sun
1] n even in Egypt. In
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you are exposed to its full impact. The
light of Khartoum therefore has
place-consuming rather than a place-
creating function, and completes that
natural world which we have already
characterized as “pitiless”. Here dwelling
becomes a problem which asks for
elementary and strong interventions, and
architecture is “reduced” to true es-
sentials
lor wonder. hence, that the architec-
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n Omdurman

dwelling, that is, the private domain
proper, W€ €ncounter a new environ-
mental characrer.

Here the deserr is no longer the domin-
ant force: the wall has closed it out, and
the green of vegetation and blue of
water substitute the sun and sand
colours of exterior space.

Traditionally plants and water ought to
be present, and in addinon partitions
and other architectural elements are
painted in the same refreshing colours.
The glazed tiles used in Arabic countries
are however lacking; the architecture of
Khartoum is less sophisticated. But the
basic character is the same; a character
which stems from the need to create an
“inside” where life is protected phys-
ically and psvchologically against the
pitiless world outside. In a desert coun-
try it is necessarily imagined as an
isolated, artificial garden, where those
meanings which cannot prosper 0ut51de
are concrenized. This “i#

likened to a living cell. As such lt"{::umﬁ‘l'
grow and conquer the hostile environ-'
ment, but more cells may be added until
a true organism results.' We understand,
thus, that the characteristic type of
additive settlement pattern described
above. stems from the concretization of
a parricular environmental characrer.
Even in the simplest Islamic dwelling
this is the case, such as the Bedouin
tent, where the bright colours of the
blankets and the centralized disposition
of the beds and the hearth make a
similar interiority manifest.

When several private compounds are
added up. a public domain is created.
This domain consists of several com-
ponents: the semi-private access street,
the public corridor street, and the
eminently public suk, where the profane
functions of social life are focused. In
Omdurman and the vernacular villages
of the conurbation, the characteristic
Islamic blind alley is relatively rare, but
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the corner kiosks this treatment becomes
a basic motif: a wide arched opening is
flanked by one narrow slot on each side.
The shop-front proper (mastly of wood)
is usually placed a couple of metres
behind the outer wall. In the commercial
areas several such facades may be linked
together, forming a more or less con-
tinuous series of arcades, where the
alternation of wide and narrow openings
gives the urban space a lively but
ordered rhythm.

In most of the public buildings designed
for Lord Kitchener, this facade ar-
ticulation is adopted and varied in a
fascinating way. Its recurrence in al-
most all buildings of importance proves
that it has been deliberately intended,
and it is moreover varied with much
understanding for the building task in
question.

In some smaller structures, the typical
lonic columns are simply placed at
rhythmical intervals. In a larger building
such as the Grand Hotel, the theme is
used to form a transition between the
wings and the main central ressault. In
the ministeries and the University,
rhythmically placed columns are en-
gaged with piers to obtain a *“mon-
umental” character. (The University
moreover has pointed arches, probably
to recall the Gothic colleges in England).
In the Palace, finally, the width of the
arches becomes a flexible means to
define the primary and secondary axes
of the grandiose layout. As historical
research is lacking, it is not possible to
furnish. a secure interpretation of the
interesting motif. It is certainly not
European import, and neither it can be
related to the regular repetiton of
intervals which distinguishes Islamic
architecture. It is tempung to under-
stand the solution as an African (Egyp-
tian?) trait, which succeeds in giving the
imported forms a local stamp.

Buildings having a sacred character are
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singularly powerful natural order. Here
the cardinal points are not only inferred,
bur directdy “visible™, and human ex-
istence becomes part of a comprehensive
and seemingly absolute system. Trans-
ions and nuances are also lacking;
evervthing has its precise meaning. The
colours which in the Nordic world are
pregnant with poetical possibilities, are
here reduced to a few basic functions:
white is sunlight, vellow-brown-grey the
sand of the desert. blue the nver, and
green vegetation. These colours are
applied to characterize things and
places, such as the “artificial oasis™ ot
the introvert dwelling. The most fun-
damental place structure of Khartoum in
fact consists in the dialecrical relation-
ship beoween introvert dwelling and
intinite but absolure environment.

Bur Khartoum is more. We have also
emphasized its role as a meening-place.
In a meerting-place various spaces and
characters are gathered to serve a
complex form of life. Here the con-
Auence of the Niles makes such a
coming together natural. The quality of
meeting-place is therefore not a his-
torical product, but part of the basic
place structure. Because of its potenual
significance as a centre, one would
perhaps expect that the site had been
chesen for a capital from early times.
Most old centres, however, have develo-
ped as the focus of one particular
civilization. Khartoum. instead. is loca-
ted beniween the historical regions, in a
kind of “no man’s land™. In this respect
its location resembles that of Rome at
the nme of its foundation. Whereas the
peoples which met in Rome lived close
together within the same region, the
contluence of the rwo Niles was far
away from the particular foci of the
surrounding civilization®. Khartoum
therefore had to wait for the great
international movements of Islam and
European colonialism to assume its focal

role. The Three Towns make the focal
role manitest. and their different cha-
racter gives testimony to the cultural
pluralism of present-day Sudan. At
Khartoum. Arabic, African and Euro-
pean ‘“forces” are gathered, a fact
which is directly expressed by the
colourful public life of the city. White,
brown and black people in European,
Arabic and African clothes mingle, and
the languages spoken are legion. Al-
though Khartoum is different, the visi-
tor does not feel a stranger.

Whereas topological Omdurman repre-
sents the archetvpal settlement in a
desert world. the geomertrical plan of
Colonial Khartoum stems from a sym-
bolization of the “cosmic” order de-
scribed above. The plan, thus, com-
prises the coordinates of the compass
as well as the directions of the Niles.
Moreover it contains diagonals which
correspond to the qibla. The artificial
grid-iron hence becomes deeply mean-
ingful in Khartoum, and we may sus-
pect that it was chosen for this reason,
rather than for its resemblance to the
Union Jack. But although the use of an
abstract symbolic form may help man
to find a foothold within a comprehen-
sive totality, it does not offer any
guarantee for sansfactory dwelling in
the evervday sense of the word. To
solve this problem, porricoes were in-
troduced which do not only offer
climatic control, but also a concretiz-
ation of the potential openness of the
grid. The porticoes are thus accom-
panied by rhythmic arcades of indeter-
minate extension. Whereas the tradi-
tional local house is introvert, the
colonial houses are extrovert, and ex-
press a different relationship berween
man and nature. Instead of retreat, we
may talk about “conquest™. In a desert
world such a conquest remains an
illusion, but the extrovert buildings
anvhow make a continuous public

milieu possible, which allows for
modern forms of human interaction.

In general the quality of place ex-
perienced in Khartoum stems from the
meaningful interaction of natural and
cultural “forces”. The different cultural
trraditions are adapted to the loecal
situation and ger roots, while the na-
tural site becomes part of a more
comprehensive context. In this way
Khartoum is a true place; local and
universal at the same time. In existential
terms we might say that the desert
represents a challenge to man, with
death as an ever present possibility. The
river, however, introduces a promise,
which through the appearance of veget-
ation becomes a real hope. This hope is
concretized in human dwellings, that is,
in the interior oases of the house of the
Arabic-vernacular settlements and the
arcaded and tree-lined streets of the
colonial town. Finally, these solutions to
the problem of dwelling are created
within the general “cosmic” framework
of the n.nur.al situation. Thus the
“vocation” of Khartoum as a place is
fulfilled, a fulfillment which is carried
through down to the meaningful details
of architecrural articulation.

The historical “self-realization™ of Khar-
toum started with the sertlement at Tuti
island. Being surrounded by water, Tuti
does not ask man for any further
retreat, but allows him to dwell within
its “interior” space. Before any artifici
oasis was created, Tuti was there,
offering a fundamental lesson in the art
of dwelling. The next step in ﬂ'll!
development followed when the villa
of Omdurman, Khartoum and Khmh
(North Khartoum) were founded at the
end of the seventeenth century. Not only
do they represent a propagation of the
concept of dwelling “discovered” at
Turi, but they also define that three-
polar structure which concretizes the
general structure of the site. When







abandoned, and a plan more appro-
priate to the place is now being carried
out’, a plan which "t based on an
understanding of the geographical situ-
ation, the regional settlement pattern,
the urban structure, and the local
building typology and morphology; in
short, on .4 respect tor thegenis loct,

Vi
ROME

1. Image

Rome is generally known as the “Eternal
City”. Obviously this name indicates
something more than a very long his-
tory. To be “eternal” implies that the
city has always conserved its identity.
Rome, in fact, cannot be understood as
a mere collection of relics from different
periods. No explanation is needed to
become aware of the “eternal” character
of Roman architecture; it is immediately
evident, whether we stand in front of a
building from classical Antiquity or a
Baroque structure. The “eternal” quality
of Rome therefore resides in a very
strong, perhaps unique, capacity for
self-renewal. What, then, is this “self”?
What is the Idea romana in archi-
tectural terms?

The common image of Rome is that of
the great capirtal city, the caput mundi
of Antiquity and the centre of the
Universal Roman Catholic Church. In
concrete terms this image implies monu-
mentality and grandezza. And Rome is
grandiose indeed, albeit not in the way
we might have expected if we come
from one of the many cities founded by
the Romans in the various parts of the
Empire. All these cities have the same
lay-out, and we may recall the basic
scheme: a pair of axes, the cardo and
the decumanus, cross each other ortho-
gonally within a regular quadrangle.
The Roman city, thus, was distinguished
by an abstract, “absolute” order, and
because of this quality it served as a
model for many capitals of later epochs.
But Rome itself does not obey to any
comprehensive geometrical system; from
Antiquity on it always appeared as a
large “cluster” of spaces and buildings of
various size and shape. In Rome the
absolute system of the crossing axes is
confined to single elements, such as the
fora and the thermae. A more com-
prehensive axis urbis may be found after
a closer scrutiny', but it does not
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determine the immediate appearance ol
the city. e s therefore evident that the
gemus locr of Rome does not hirst of all
reside i abstract order,

Perhaps it is rather determined by an
extensive use of classical forms? As the
capital of Anuquity, Rome ought to
possess the harmonious equilibrium  of
classical architecture and s anthropo-
morphous presence. But Rome is quite
different from a Greek city. The latrer
was  distinguished by buildings  which
appeared as articulate bodies composed
of “mdividual™ members. The Roman
building, on the contrary, was conceived
as an integrated whole, as an enclosed
space rather than a body. Moreover it
was to a high extent assimilated by a
supcrior urban  totality,  The  classical
Orders are there, but they do not have a
constituent  funcrion,  Evidently Rome
cannot without reservations be charac-
terized as a “classical™ cuiy. For a long
tme, - fact, Roman architecture was
considered  a degeneration  of  Greek
architecture.

So far our queston about the Roman
gentus locr remains unanswered. We feel
its strong and “ecternal” presence, but
how should it be explained? Most
valuable contributions to its understand-
ing have been given by Kaschnitz von
Weinberg  and  Kihler, but their in-
vestigations  centred  on - grasping  the
varicties of classical architecture, rather
than the character of Rome as a place’,
Among the works of H. P. L'Orange,
however, we find a profound and
poctical description of Rome in pheno-
menological terms!, L'Orange does
not take the single bulding as his point
of departure, but wants to understand
the urban environment as a whole. Thus
he characterizes the Roman street with
these words: “...the self-satisfied, en-
closed world of the street is the charac-
teristic quabty of old Rome: a complete
world, a small universe, an Eden from
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which Nordic man is expelled; the fdyl
of the street, | should say™. And he
goes on describing the concrete proper-
ties of the Roman street, its enclosure
and continuity which are determined by
the lack of sidewalks and stairs in front
of the entrances, its colours and smells,
and its pulsating, multifarious life. The
Roman street does not separate the
houses, it unifies them, and gives you a
feeling of being inside when you are
out. The street is an “urban interior”
where life takes place, in the full sense
of the word. In the piazza this character
is emphasized; the houses surround the
space, and the centre 1s usually marked
by a fountain. “The piazza may be
planned or be a result of historical
growth; always it crystallizes as an
enclosed figure, always it is idyllically
rounded™.

To use the world “idyl” to characterize
the Roman genius loci may at first seem
surprising. How can the capital of the
world be “idyllic”? Obviously we do
not have a kind of small-scale intimacy
in mind, such as we find in the villages
and towns of Denmark. Rome i5 mo-
numental and grandiose, but at the same
time its spaces have an “interiority”
which give us a strong sense of pro-
tection and belonging. First of all,
however, Rome has conserved a certain
“rustic simplicity” which brings nature
close. Hardly any other great European
city expresses the same closeness to
nature, and hardly any other place has
in the same way humanized nature. This
might be the essence of the Roman
genius locr: the feeling of rootedness in a
“known” natural environment. To
understand Rome, we therefore have to
leave the city and experience the sur-
rounding landscape, the Roman cam-
pagna. The character of the campagna
does not consist in “violent contrasts
between forms, in a powerful jux-
taposition of mass and space, mountain
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of Fortuna, that is, fate. After these
excursions we may return to Rome with
a basis for understanding its genius loci
and for explaining the meaning of the

CIty as caput mundi.

2. Space

The Roman region is of volcanic origin,
To the west and on both sides of the
Tiber, the land is covered by a thick
crust of old lava and ash which is
known as tufa. During the millennia
water courses have dug deep valleys and
ravines in the volcanic crust, mn Italian
called forre®. The forre appear as sur-
prising interruptions of the flat or
rolling campagna, and as they are
ramified and interconnected, they con-
stitute a kind of “urban” netwoork of
paths, a kind of “underworld” pro-
foundly different from the everyday
surface above. The campagna hardly
offers other natural places; during the
centurtes the area around Rome had in
fact an almost desert-like appearance.
The forre therefore had a primary
place-creating function, and innumerable
villages have taken advantage of the
protected and identified sites formed by
the ramifications of the forre. (Sutri,
Nepi, Civita Castellana, Barbarano,
Vitorchiano, etc. etc.). In the forre one
has the feeling of being “inside”, a
quality which is more often experienced
in environments with a varied micro-
structure, than in the grand and per-
spicuous landscapes of the classical
South. The forre have been extensively
used during the course of history. In
certain places (Norchia, Barbarano, Ca-
stel d'Asso) the Etruscans transtormed
the natural rocks into conunuous rows
of architectural facades, creating thus
veritable cities for the dead. It is
important to point out that the ex-
cavation llf []”.i Flix:l‘\ 1S dn iltht.[\rPdi
way of “building” in large parts of the
Roman region. Today i1t is stll a
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6% thar 1s. an excavator ot artificial
cawes, In general the forre bring us close
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ne e anaent torces of the earth; they
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he landscape of the forre is
“neutral” surface of the
the Alban hills rise up 1o

mpressive and well delimited

mass the evervday world®. Being an
old volcano. the Alban hills have a
simple and rtheir clear topo-

graph are emphasized by the

» almost circular lakes in
the decy rs. The hills thus POSSEss
the basic property of the classical land-

presence

ora

scape: inct and easily imageable
relationst Tween masses and spaces.
No wonder. hence. that the main

sancruaries ot Larium were located here.
On the top of Monte Cavo (Albanus
Mons' Jupirer Latiaris presided over the
1. In the woods on the slope

uns. Diana reigned, mir-
f in the calm and deep Lago
and on the other side of the
Lanuvio | Larurium), where the
( is cultivated and less steep, Juno
had her temple. Ir is hardly accidental
thar the sancruaries are lined up on a
north-south axis. Every spring the 47
members of the Larin confederanon
celebrated the Feriae Latinae on the top
of Monte Cavo, confirming thus the
importance of the Alban hills as the
centre of the narural region of Latium.
The hills in tacr formed the nodal point
for a system of sancruaries. If we
conunue the “sacred axis™ to the south,
we reach Anzio (Amtuen) where there
was a temple dedicated to Fortuna.
Towards the north the same axis brings
us to Tusculum where Castor and
Pollux were at home. and to Tiveh
‘Tihur) where Hercules reigned over a
wilder kind of environment. The main
sanctuaries of Latium thus formed a
natural cardo with Jupiter at the centre.

whole region

of the me

146












249, 250. The Capttolime Square by

of Roman space: the classical image of
an environment consisting of distinct,
individual places. There is, however,
one important difference: whereas the
Greeks added up plastic “bodies”, the
Romans used spaces as units.

During the course of history the spatial
structure of Rome was strenghtened and
enriched. The “idyllic” enclosure was
given ever new interpretations, but its
basic importance was never doubted. A
truly dominant system of streets was
therefore impossible in Rome. The axis
urbis of Antiquity was emphasized
through the addition of new buildings,
but it always remained implicit rather
than explicit. First of all it got a centre
when rthe Colosseum was built in the
sacred valley berween the hills (A.D.
75-80). The Colosseum certainly has a
meaning which goes beyond its practical
purpose. Its central location on the axis
and its oval form suggest that it was
intended as a “world theatre” where all
the peoples under the rule of Rome
could come together at the very centre
of the Empire'’. The axis urbis was
moreover extended to the other side of
the Tiber by the construction of a
circus, where is the Vatican today (40
A.D.). Finally we may mention the
temple of Venus and Rome (120
A.D.c.). which also stands on the axis.
Having two cellae back to back, it
visualizes the double extension of the
axis which symbolized the role of Rome
as caput mundi. The event of Ch-
ristianity did not change the urban
structure. As has been convincingly
pointed out by Guidoni, Constantine
transformed Rome symbolically into a
Christian city by locating the two main
churches on the axis urbis: the church of
the Saviour (today St. John in the
Lateran) to the south and St. Peter’s to
the north'*. Later a symbolic “decu-
manus” was added berween the churches
of St. Paul and St. Mary (S. Mana
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comes one of the greatest mterpretations
of the concept of place ever conceved
by man. It brings us to the centre, nol
only of the world, but psychologically
also of those departures and returns
which constitute our individual existen-
e,

The greatest of all Baroque squares,
Piazza San Pietro by Bernini (1658-77
simply consists of a monumental colon
nade which delimits an oval space
The main axes of this oval are clearly
defined and the centre is marked by an
obelisk. Again, thus, we encounter the
double theme of enclosure and direction,
which has here been reduced ro its very
essentials. The colonnade encloses space
in the simplest and most emphatic
manner, and at the same ume lets the
“interior”  communicate with the sur
rounding world. The basic spatial struc
ture of Piazza San Pietro is strikingly
similar to that of the Colosseum, and
we may in this connection recall tha
Constantine  substituted  the Roman
building with a round forum enclosed
by colonnades when he planned Con
stantinople; a forum which had a nodal
function analogous to that of the Col
osseum. Piazza San Pietro has indeed
become the new meeting place of all
mankind, as was intended by Bernini,
and it fulfills this function withour
giving up its Roman interiorin

It has been said that Rome is a ciry
where one feels “inside” while being
outside [he interiors of the man







is located berween two different
“worlds”: The chthonic world of Etruria
and the classical world of the Alban
hills, and we have imphed that the
urban environment reflects both of
them. We have, however, also main-
tained that the narural site of the city
rather belongs to the chthonic domain,
and suggested that the streets and prazze
of Rome have the forre of Etruria as
their concrete model. In Vergil's Aeneid
we find an illuminating description of
the site: “Next Evander showed Aeneas
a large grove which bold Romulus was
later to make his sanctuary, and, under
a dank crag, the Lupercal, the Wolfs
Cave, which is named in the Arcadian
fashion after the Wolf-god, Lycaean
Pan. He showed him also the sacred
grove of the Argiletum, and explained
how on this spot Argos met his death,
although a guest. From there he con-
ducted him to the Tarpeian Rock and
the Capitol, which is now all gold, but
which was once wild and convered with
undergrowth. Even in those days that
spot held a sinister awe of its own,
which inspired fear and dread in the
country folk, who trembled ar the trees
and the rocks. Evander continued: “This
hill with its wooded crest is the abode of
some god, but it is not known which
god he is. The Arcadians believe they
have seen Jupiter here, shaking the dark
aegis in his right hand to gather the
clouds of storm™?. And, indeed, Jupiter
got his temple on the Capitoline hill,
from where he ramed the occult forces
of rocks and woods. The passage from
Vergil is highly significant as it makes
the original gemus loci become alive.
Today the rocks and hills of Rome have
lost most of their presence, as the
ground has risen 10-20 metres during
the course of history, and we have to go
to Etruria to rediscover the landscape
which “educated the eyes” of the ancient
Romans. In the forre of Etruria we meet
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possible to give the boundary of a space
the same presence as a bodily form.
walls may be transtormed into a plasnc
skeleton, as was done by Bernini in the
colonnade of St. Perer's Square. The
“normal” Roman solution. however,
was to apply the classical members 1o a
conunuous. strucrural wall. This 1s the
method used in the Pantheon. the grear
thermae. the Basilica of Maxentius as
well as the Baroque churches. Whart is
“given” in Roman architecture is there-
fore mass and space as primeval roral-
ittes. “The man who excavates a space
in the soft rock. does not construct an
“opposite” which. like the Greek temple,
faces him... . He rather penetrates into
amorphous martter, and his creative
acuivity consists in making for himself
an existential space™ . These words of
Kaschnitz von Weinberg well define the
different approaches of the Greeks and
the Romans. We only have to add that
the Romans took over the classical
orders to “humamze™ their existential

space.
To conclude we might visit Piazza
Navona, were we encounter the ex-

istential space of the Romans in its
archetvpal form. Piazza Navona is nor a
monumental square; here we rather
return to the origins. and rediscover the
“idvllic® world of the forre and the
vernacular settlements. Its general pro-
perties congcretize the local landscape,
and its continuous orange-brown walls
make us remember the tfa of Etruria.
The armicularion of the boundaries how-
ever, also comprises the antropomor-
phous Classical characters, with the dome
of S. Agnese as a pnmary, bodil
manifestation. None of the owo com-
ponents dominate, an ideal equilibrium
berween nature and culture has been
achieved. Ar Piazza Navona we are
really “inside”, close to the earth, close
to the palpable things of evervday
‘existence, at the same time as we feel

part of a comprehensive cultural total-
itv. No wonder that it has become the
popular place of Rome par excellence.
The svnthesis of nature and culwure is
condensed and visualized in Bernini's
great fountain, where natural elements
such as water and rocks are combined
with human figures and religious sym-

bols. as well as the axis mundi of the
obelisk. In front of the church of S.
Agnese, finallv. we find another charac-

teristic Roman element: a broad Hight
of stairs. In Rome. stairs are not used to
create a distance berweeen different
existential realms; rather they represent
an articulation of the ground itself. The
great Roman stairs bring us close to the
earth and increase our sense of be-
longing to the place.

4. Gemius Loci

Our analysis of the sparial strucrure and
character of the Roman region has
shown that Rome forms the centre of a
landscape which contains “evervthing’.
In Latium the old chthonic forces are
present, as well as the anthropomor-
phous characters of the classical gods. and
the abstract, cosmic order of the sky.
These meanings become manifest as an
exceptionally varied and rich environ-
ment. In Etruna we encounter the
“underworld™ of the forre, in the Alban
hills we rise up to meet the “new”™ gods,
and berween these two realms the
campagna forms an evervday level
where the daily life of man takes place.
The role of Rome as caput mundi is
undoubtedly determined by this narural
situation. In Rome all the basic cate-
gories of existential meanings are ga-
thered, like in no other place. This
gathering does not simply consist in the
central location of the city, but in an
active  symbolization of the various
meanings. The world of the forre is thus
reproduced in the streets and piazze of
Rome’s evervday environment, and the

gods are brought down from the hills to
be housed 1 urban temples. From these
temples they extend their influence to
the whole environment: classical forms
appear on the facades and in the
courtyards of the houses and palaces,
and “humanize” their “natural” struc-
ture. This synthesis of the chthonic and
the classical constitutes the essence of
the Roman “idyl”. In the Greek towns
instead, the chthonic forces were van-
quished by the “new” gods, and the
environment became fully classical.
What was thereby gained in human
content, was lost as a separation from
the given natural reality.

The Roman synthesis also comprises the
cosmic dimension which from imme-
morial times has been associated with the
course of the sun. Straight north of
Rome, Soracte rises up to receive its
rays: “Look how the snow lies deeply on
glittering Soracte...” says Horace™, and
still today the mountain exercises its
spell on the visitor of the campagna.
The quality of the light is certainly one
of the great environmental factors which
have determined the Roman gmws !oc&
In Rome it has neither the
consuming force of the desert sun, nor
the shimmering armospheric_quality en-
countered in the North. The m
light is strong and reliable, it brir
the plastic quality of things, and when |
meets the golden-brown rufa, & m-'
vironment gets a warm and as
character. But the cosmic dimer
something more than light. First of
implies a system of directions

man a general foothﬁid in a
world. They are not ted to
ticular place, but have a
validity which made the ca
manus scheme the natural syr
Roman Empire. It would fk‘w
sighted to interprer the scheme as







The architecture of Rome gathers and

visualizes a “complere” environment.
This gathering obviouslhy compnises in-
fluences from other cultures. Thus Goe-
the said that Rome “gave a dwelling 1o

I gods™. These influences, however.
did not remain a mere foreign import:
thanks o the muittanious structure of

Lanum, almost eversthing found a local
reference. If the Alban hills had not
been there. the classical gods would nor
have been really at home in Rome. and
if the campagna had not possessed its
grand and solemn structure. the image
of a general cosmic order mighr only
haye seemed a tar-ferched product of the
human imagmanion. This general recep-
tivary is the real meaning of the saving
that ~all roads lead 1o Roeme™. We might
add thar they also lead from Rome.

The power and versanliry of the Roman
genmius loct has throughout history given
the architecture of the citv a unigue
sell-assurance and gramdezza. Even the
pure and elegant guattrocento gor a new
substantiality under the influence of
Roman Anuguity. A great unified in-
tenor such as Alberm’s Sant’Andrea in
Mantua i1s unthinkable without Rome.
and s facade reproduces the Roman
tnumphal arch. The cnisis of the cingue-
cento dhid not reduce Roman architecture
to an arbirrany play with ferms. as it did
inother places. In Rome it rather brought
about a resurrection of the chthonic
forces. This is parucularly evident in the
willas of Bagnaia. Bomarzo and Tivoli.
where man really returns o nawre. It is
in this connection Interesting to note
that the crnguecento preferred the “wild™
nature of Erruma and Tivoli to the
‘classical environment of Frascari, which

instead became the fashionable place of

the sewento. Sull more imporant i1s the
fact that even the tragic art of Michel
angelo  respects the Roman  genrns
foci. The strong plasnan and immense
heaviness of his bodies 1s truly Roman.

and when he defines the body as the
“prison of the soul”, he interprets the
local spirit relative to his own situarion.
Michelangelo's art thus remains within
the Roman limits: it never becomes
unsubstannally  abstracc ke Nordic
Mannerism. During the Barogque period
the gemites loei and rthe spirit of the time
fitted perfectly together. Both wanted a
cc1mprehensiu:- triumphant  svnchesis,
and the result was the exuberant works
of Bernini and the inregrated and dy-
namic spaces of Borromini. The com-
plex personality of the larter cerrainly
reflects a multirude of “influences™ and a
certain “romantic” approach to architec-
ture, but his concepion of space as an
enclosed. indmisible unit, remains es-
senrially  Roman. Rather than being
antagonists, Bernini and Borromini
theretore offered different interpreta-
tions of the same local character.

Rome has conserved its identity down to
our ume. During the Fascist period a
serious artack on the “idvllic”™ coherence
of the city was carried our, bur it was
stopped in nme. Unformunately actual
constructuion does not show much under-
standing for the gemus loci either.
Onlv in the Sports Palaces by Nervi
do we sull feel the Roman sense of
space and plastic presence-. More
dangerous than the new buildings, how-
ever, is the gradual destruction of the
landscape of Latium. In the past a
destroved Rome meant a remurn to
nature; for centuries the ruins of past
aivibzarions were the distinctive mark of
the Roman landscape. From this nature
Rome was always reborn as Rome, but
today the soil which gave the place its
identity 15 becoraing a mere memory.
The Colosseumn is still standing, but
man obviously does not any more
respect the meanmgs it embodies. Per-
haps the fall of Colosseum was meant in
this metaphorical sense!

N¥H
PLACE

1. Meaning
To arrive at an understading of the
genius loci, we have introduced the
concepts of mcamng and “structure”.

5.3ih1-|m.
the formal properties ﬁ»f‘@
elanomships brm}:‘tture ad
hence mpeas ot the same tota
are abstractions from the flux of
nomena; not in the sense of scienrific
classification, but as a direct recognition
of “constancies”, that is, stable rela-
tonships which stand out from the more
transitory happenings. The child's “con-
struction of reality” implies that it has
learnt to perceive changing
as representing the same thing’,
comprises the basic concepts of “object”,
“spatial field” and “temporal mw
which correspond to our gories.
“thing”, “order” and “time”. This m

that every child so to speak wpﬁm_mhe
process of understanding
flected in the ancient cosmole
goes without saving that the child also
develops an undestanding of the ex-
pression or character of the %
perceived, in relation to its own psychic
structure. In fact, children, like
tive” people, do not distingu
psychic from the ph\&cﬂfr
perience things as “animate™.
al, meaning is a psyehic
depends on identification, and
sense of “belonging™. It theref
stitutes the basis of d\\ellmg. ;,
to repeat that man’s most f
need is to experience his
meaningful.
When discussing the nar
made place, we gave a
their basic meanings
properties. The natural
grouped in five cartegories,







up man's understanding of nature. Evi-
dently man interacts with these mean-
ings. He is a “thing” among “things™: he
lives among mountians and rocks, rivers
and trees; he “uses” then and has to
know them. He also lives with the
“cosmic order”: with the course of the
sun and the cardinal points. The direc-
tions of the compass are not mere
geometry, but qualitative realities which
follow man everywhere. In particular,
man is related to the “character” of
things. From the initial animistic stage
he gradually develops a conscious or
unconscious understanding that there
exists an Ubereinstimmung, a corre-
spondence, between his own psychic
states and the “forces” of nature. Only
thus he may obtain a personal “friend-
ship” with things, and experience the
environment as meamingful. Fe Cnnot
be friends with saenntic “dara”™,  but
only with qualities. Man also lives with
“light” and is tuned by light. Personal
and collective attitudes (“mentalities™)
are in fact influenced by the environ-
mental “climate™. Finally man lives in
“time”, which means that he lives with
the changes of the other four dimen-
sions. He lives with the rhythms of day
and night, with the seasons and in
history.

Man’s dependence on nature has long
been recognized. Hegel starts his “Phi-
losophy of History” with a chapter on
the “Geographic Basis of World His-
tory”, and wants to define the “natural
type of the locality, which is closely
related to the type and character of the
people which is born from this soil.
This character is the way peoples appear
and find their place in world history™.
Herder introduced the concept “climate”
to cover the entire natural and man-
made environment, and characterized
man's life as “climatic”. He added,
however, that climate does not “force”
man; rather it “tends” and “disposes™.

Arnold Toynbee interpreted the re-
lationship between man and  his en-
vironment as a  “challenge and res-
ponse™. To a high extent Toynbee
understands “environment” as physical
nature. All these great historians thus
recognized the importance of the natural
environment, but simultaneously they
stressed man’s ability to “respond” and
to shape his world. Man does not
obviously only “build” nature, but also
builds himself, society and culture, and
in this process he may interpret a given
environment in different ways.

The relationship between man and na-
ture also forms a point of departure for
Marx. It is a basic tenet of Marxism
that man as a biological being is part of
nature, and that nature is an “objective
reality”, which is given independently of
man’s consciousness. Man faces this
reahity in his work, and thus realizes his
purposes “in nature”. This implies that
he may “master” nature, without how-
ever isolating himself from it. Rather he
ought o arrive at an ever deeper
undestanding of its “laws”. Man’s con-
sciousness is both in its content and
form a “reflection” of nature, although
it possesses a certain independence and
power of feedback. To understand
Marxism, however, it is essential to add
that it defines nature as matter. “Mat-
ter” is used as a simultaneously very
wide and concrete concept (“matter as
such does not exist, only its concrete
manifestations™), bur it does not cover
our concepts of “meaning” and “char-
acter”. Although structurally sound, as
regards the relationship between man
and his environment, Marxism therefore
remains incomplete. The psychological
aspect is left out, that is, the functions
of orientation and identification. Be-
cause of this omission, Marxism does
not arrive at a full understanding of
“dwelling”, and fails in its artempt to
win human alienation”.

Alienation is in our opinion first of all
due to man’s loss of idenufication with
the natural and man-made things which
constitute his environment. This loss
also hinders the process of gathering,
and is therefore at the root of our actual
“loss of place”. Things have become
mere objects of consumption which are
thrown away after use, and nature in
general is treated as a “resource™’. Only
if man regains his ability of ident-
fication and gathering, we may stop
this destructive development. The first
step to take is to arrive at a full
understanding of the objects of iden-
tification and gathering, that is, an
understanding of the concept of thing.
Thereby we shall also be able to define
the nature of man-made meanings and
their relation to natural meanings. Again
we have to ask Heidegger for help. In
his essay The Thing, he uses a jug as
example, and asks for the “jugness” of
the jug. “The jug's jug-character consists
in the poured gift of the pouring out...
The giving of the outpouring can be a
drink. The spring stays on in the water
of the gift. In the spring the rock dwells,
and in the rock dwells the dark slumbers
of the earth, which receives the rain and
the dew of the sky. In the water of the
spring dwells the marriage of sky and
carth... In the gift of water, in the gift
of wine, sky and earth dwell. But the
gift of the outpouring is what makes the
jug a jug. In the jugness of the jug, sky
and earth dwell...” “The jug's essential
nature, its presencing... is what we call
a thing™'!. Heidegger takes the function
of the jug, the pouring, as his point of
departure. He defines the pouring as a
gift and asks what is here “given”.
Water and wine are given, and with
them earth and sky. The jug is under-
stood as an artifact which serves a
purpose. Its function, however, forms
part of a life which takes place between
earth and sky. The jug participates in
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and moved to the city, through the
erection of similar buildings there. It is a
grand conception, indeed, to visuahze
the qualities of a landscape by means of
a man-made structure, and then to
gather several landscapes symbolically in
one place! We have seen that the gemus
loci of Rome stems from such a ga-
thering.

Obviously meanings are moved because
they are of general interest, that is,
because they are part of “truth”. The
symbols which make rtruth manifest
constitute culture, Culture means to
transform the given “forces” into mean-
ings which may be moved to another
place. Culture is therefore based on
abstraction and concretization. By
means of culture man gets rooted in
reality, at the same time as he is freed
from complete dependence on a par-
ticular situation. We understand that the
given economic, social, polincal and
cultural conditions do not produce the
meanings concretized by a man-made
place’*. The meanings are inherent in
the world, and are in each case to a
high extent derived from the locality as
a particular manifestation of “world”.
The meanings may however be used by
the economic, social, political and cul-
tural forces. This use consists in a
selection among possible meanings. The
selection therefore tells us about the
actual conditions, but the meanings as
such have deeper roots. In general they
are covered by our four -categories
“thing”, ‘“order”, ‘“character”™ and
“light”. Traditionally these categories
have been associated with earth, sky,
man and spirit, respectively. They thus
correspond to what Heidegger calls the
“fourfold” (das Geviert)"®. Dwelling con-
sists in “preserving” the fourfold, which
in general means to “keep the fourfold
in that with which mortals stay: in
things™*. The nature of a thing resides
in its gathering. The jug gathers earth

and sky, and the bridge gathers the
earth as landscape around the stream. In
general things gather world and thereby
reveal truth. To make a thing means the
“setting-into-work™ of truth. A place is
such a thing, and as such it is a poetical
fact.

The making of places we call ar-
chitecture. Through building man gives
meanings concrete presence, and he
gathers buildings to visualize and sym-
bolize his form of life as a totality. Thus
his everyday lifeworld becomes a mean-
ingful home where he can dwell. There
are many kinds of buildings and set-
tlements. What they gather varies ac-
cording to the building task and the
situation. Vernacular architecture, that
is, farms and wvillages, brings the im-
mediate meanings of the local earth and

sky into presence. Hence it is “cir-
cumstantial” and intimately connected
with a particular situation. Urban ar-

chitecture, instead, has a more general
value, as it is based on symbolization
and transposition'”. Urban architecture
therefore presupposes a formal lan-
guage, a “style”. In the town, “foreign”
meanings meet the local gemius, and
create a more complex system of mean-
ings. The urban genius is never merely
local; although the examples of Prague,
Khartoum and Rome have taught us
that the local character plays a decisive
role in giving the settlement its par-
ticular identity. Urban gathering may be
understood as an interpretation of the
local gemius, in accordance with the
values and need of the actual society. In
general we may say that the meanings
which are ;,arhcwa‘ by a place constitute
its genius loci.
Architecture is born from the dialectic of

departure and return. Man, the wan-
derer, is on his way. His task is to
penetrate  the world and to ser its

meanings into work, This is the mean-
ing of the word settle. A settlement sets

IN2. Svstem of rivers,
nd Vallev settlements, diagram.
s Norwegian farm. Harnildstad, Heidal.

truth into a work of architecture. To
set-into-work here means to build the
boundary or “threshold” from which the
settlement begins its presencing, The
threshold is the meeting of “outside™ and
“inside”, and architecture is hence the
incarnation of the meeting. “The place-
searching and place-forming characters
of plastic incarnation™* here find their
“look™ and at the same time man finds
his “outlook™?. Thus the threshold
the “gathering middle™’, where things
appear in “limpid brightness”.

2. ldentity

Places where natural and man-made
elements form a synthesis are the sub-
ject-matter of a phenomenology of ar-
chitecture. The primary relationship be-
tween the two kinds of elements is
denoted by the world location. Where
does man locate his settlements? Where
does nature form places which “invite”
man to settle? The question has to be
answered both in terms of space and
character. From the spatial point of
view man needs an enclosure, and
accordingly tends to settle where nat
offers 4 defined space. Fro
view of character, a narural
comprises several meaningful ¢
such as rocks, trees and water,
represent an invitaton”, We %%Wi: -
fact seen that Rome was founded in a
place where these elements were present.
Some times the conditions may be
favourable both with regard to spao?e'

the two needs is naturally sansfled (or
even none)., Where the actual conditions
are favourable, visualization becomes
the most important means of place
concretization, whereas a location Wi!ﬁ"e'
nature offers less, has to be “improved™
by complementation and symboliz:
tion'.

In a very general sense, the surface relief
of the earth slopes down towards the
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287 Maoscow, diagrammatic plan

288, Montugnuna, Po valley

by a settlement is how to gather the
surrounding landscape. How do we, in
terms of space, gather a plain, a valley,
an undulating series of hills, or a bay?
Evidently, each of these situations are
open to different interpretations*’. The
simplest, vernacular, solution consists in
a direct adaptation to the natural space.
In a defined valley this would mean to
form a row parallel to the direction of
the land, thart is, along the natural path
of communication. This pattern is found
in many countries, for instance in the
narrow valleys of Telemark and Setesdal
in Norway, where the row-tun is the
dominant type of rural settlement™. An
urban valley-settlement, instead, repre-
sents a centre which gathers the sur-
rounding space. This is achieved by
introducing an axis across the valley,
mostly in connection with a ford or a
bridge-point. The centre thus formed is
still a funcuion of local circumstances
without “cosmic” implications. When
the Romans used a site of this kind,
however, they usually placed their car-
do-decumanus axes on one side of the
river, reducing thus the importance of
the local space (London, Paris, Cologne,
Ratisbon, Tunn, etc.). The Roman
colonial settlement therefore represented
an absolute system, albeit of natural
derivation, rather than a gathering of
the local landscape. This is particularly
evident in Florence where the Roman
axes were turned ar an angle to the niver
and the valley. During the Middle Ages
the boundary of the urban enclosure
was turned back to correspond with the
river. Another example of “place-free”,
“cosmic” orientation is the traditional
east-west axis of the Christian church,
which in many Mediaeval towns contra-
dicts the dominant directions of the
urban tissue.

Settlements on a plain have analogous
possibilities of interpretation. Here the
basic vernacular form is not the row,
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regional centre. To fullfil their function,
these spaces ought to contain all those
“things” (buildings, monuments etc.)
which make manifest the meanings
gathered by the place. Thus Heidegger
says: “...the things themselves are the
places, and do not only “belong” to a
place™”. In European towns the path
structure is usually centred on the foci,
making thus the whole settlement ap-
pear as a meaningful organism, where
the meanings present at the centre
determine the form, in interaction with
the external situation. The paths so to
speak illustrate how the meanings were
brought inside from the “threshold” of
the city gate.

Examples which illustrate the role of
urban foci as gathering centres are
legion. We have already mentioned the
Greek agora and the Roman forum, and
may add the Mediaeval markets and
cathedral squares®®. On the European
continent the cathedral is preceded by
an urban space which serves to unite the
symbolic interior of the building with
the town as a whole. The integration of
outside and inside is furthermore ex-
pressed by deep embrasured portals. In
England, instead, the cathedral is loca-
ted within a precinct; a more con-
servative solution which divides space in
two qualitatively different domains. The
formal solution of the urban foci is
particularly beautiful in Siena, where the
squares of cathedral and town hall are
placed on either side of the meeting
point of the three paths mentioned
above. A splendid answer to the prob-
lem of urban gathering is also offered by
St. Mark’s square in Venice, where the
large piazza forms a meaningful trans-
ition between the dense labyrinth of the
city and the glittering expanse of the
sea.

The urban paths and squares are con-
stituted by buildings which embody the
meanings gathered by the city. We have
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that there exists a meaningful cor-
respondence between site, settlement
and architectural detail. The man-made
place has to know “what it wants to be”
relative to the natural environment.
Such a correspondence can be achieved
in many different ways. We have al-
ready mentioned the vernacular “a-
daptation™ and the urban “interprera-
tion”. The possibilities of interpretation
are evidently determined by the site itself
and by the historical circumstances
which may both favour a certain ap-
proach of the “romantc”, “cosmic” or
“classical” type. Moreover an interpret-
arion is always open to individual
variations. In general settlements are
therefore characterized by basic motifs
which are varied according to the
circumstances. Theme and variation 1s
in fact a basic means of artstic con-
cretization. The “theme” represents a
general complex of meanings, and the
“variations” its circumstantial realiza-
tion. Such themes may be a partcular
type of building as well as motifs of
“critical” importance. Well-known ex-
amples are the ltalian palazzo, the
French hétel of the cour d’honneur type,
and the Central FEuropean Biirger-
baus™. The entrance is also in most
settlements a characteristic motif of
“thematic” importance. American towns
are thus distinguished by the varied
repetition of conspicuous porches. In
general “theme and variation™ allows for
the expression of individual identity
within a system of manifest common
meanings. Thus it conserves the “spirit”
of the place without making it become a
life-less straighrjacket.

3. History

QOur discussion of the identity of a place
has already brought us close to the
problem of constancy and change. How
does a place preserve its identty under
the pressure of historical forces? How

can a place adapt to the changing needs
of public and private life? The common
laissez faire attitude of roday implies a
rejection of the first question and a
blind acceptance of adaptation to chan-
ge. We have tried to show, however,
that human identity presupposes the
identity of place, and that stabilitas loci
therefore is a basic human need. The
development of individual and social
identity is a slow process, which cannot
take place in a continuously changing
environment. We have every reason to
believe that the human alienation so
common today, to a high extent is due
to the scarce possibilities of orientation
and identification offered by the modern
environment. Piaget's researches in fact
show that a mobile world would tie
man to an egocentric stage of develop-
ment, while a stabile and structured
world frees his mental powers’*. Our
analysis of the cities of Prague, Khar-
toum and Rome have moreover shown
that it is possible to preserve the genius
loci over considerable periods of time
without interfering with the needs of
successive historical situations.

Let us sum up what ought to be
preserved, before we embark up upon a
discussion of the problem of change.
The gemius loci becomes manifest as
location, spatial configuration and
characterizing articulation. All these as-
pects to some extent have to be preserv-
ed, as they are the objects of man's
orientation and indentfication. What
has to be respected are obviously their
primary structural properties, such as
the type of settlement and way of
building (“massive™, “skeletal” etc.) as
well as characteristic motifs. Such pro-
perties are always capable of vanous
interpretations  if they are properly
understood, and therefore do not ham-
per stylistic changes and individual
creativity. If the primary structural
properties are respected, the general

307. Theme and variation. Dutch town.

308. Theme and vanation. Houses at Procida,
Naples.

309. Porch-motif. Street in Cambridge, Mass.

310. Massive and skeleton structure. Farm in the
Po-valley.

atmosphere or Stimmung will not get
lost. It is this Stimmung which first of
all ties man to “his” place and strikes
the visitor as a particular local quality™.
The idea of preservation, however, also
has another purpose. It implies that
architectural history is understood as a
collection of cultural experiences, which
should not get lost but remain present as
possibilities for human “use”.

What kind of changes does history ask
for? In general they may be grouped in
three categories: practical changes,
social changes, and cultural changes. All
these changes have physical (environ-
mental) implications. As the cultural and
social changes become manifest through
their physical implications, we may
consider the problem of change in
“functional” terms, and ask: How can
the genius loci be preserved under the
pressure of new functional demands?
What happens for instance when new or
larger streets become necessary? The
example of Prague has raught us that a
system of paths may develop during
history in conformity with the structure
of the natural place. We may also
remind of Rome, where the breaking
through of Corso Vittorio Emanuele
(after 1886) fairly well respected the
continuity and scale of the traditional
Roman street, whereas the sventramenti
carried out under Fascism introduced a
new and “foreign” urban pattern, al-
though the aim was to restore the
“greatness” of the Imperial capital®®. We
understand, thus, that it makes sense to
talk about “good™ and “bad” changes.
One might object, however, that our
three main examples are not suitable for
illustrating the problem of change.
When Prague and Rome started to feel
the full impact of modern life, their old
centres were already under protection,
and Khartoum is still waiting for becom-
ing a modern metropolis. But the prob-
lem of change is not basically different if
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we consider a great and truly modern
city such as Chicago. Even here the
genius loci is of decisive importance,
and changes have to obey to certain
“rules”. The infinite extension of the
great plains and Lake Michigan is thus
reflected in an “open”, orthogonal urban
structure, which is concretized in each
single building. Enclosed, round or
“freely” shaped buildings are “mean-
ingless™ in Chicago; the place demands a
regular grid. The genius loci was under-
stood by the early pioneers, and was
set-into-work in the famous “Chicago-
construction” which was invented by
Jenney about 1880. The local tradition
was carried on after 1937 by Mies van
der Rohe, whose personal idiom fitted
Chicago perfectly. The last and most
impressive interpretation of the spirit of
Chicago has been given in the 420
metres tall Sears Tower by SOM?™.
Today there i1s hardly any place where
architects are so conscious of the need
for adapting to the given environment,
and this happens in a city which is
among the most dynamic in the world!
It would of course have been possible to
interpret Chicago differently. The inter-
pretation chosen, however, evidently
suited the economic, social, political and
cultural intentions of the pioneers. They
wanted to concretize the image of an
open and dynamic world of oppor-

tunities, and chose an appropnate
spatial system.
This does not mean, however, that

Chicago architecture may be used when-
ever similar intentions have to be set-
into-work. Other places have a different
relationship to “open” form, and have to
be treated accordingly. Boston may
serve as an interesting example. Unuil
quite recently Boston appeared as a
dense cluster of relatively small houses
on the peninsula berween the harbour
and the Charles River’’. The architec-
tural quality was generally very high,

and the environment characterized by
significant local mouifs. During the last
decade large parts of the urban tissue
have been erased, and scattered “super-
buildings” erected instead. The develop-
ment culminated with the John Hancock
Tower by [LM. Pei, which completely
destroys the scale of a major urban
focus, Copley Square™, As a result,
Boston today appears a hybrid city; the
old remains, such as Beacon Hill, make
the new buildings look inhuman and
ridiculous, and the new structure have a
crushing effect on the old environment,
not only because of the scale, but
because of their total lack of architec-
tural character. Thus the place has lost
its meaningful relationship to earth and
sky.

Our examples show that economic,
social, political and cultural intentions
have to be concretized in a way which
respects the genius loeci. 1f not, the place
loses its identity. In Boston the genius
loci was for a long time understood;
recently, however, a way of building has
been introduced which is foreign to the
place, and which deprives man of the
satisfaction of one of his most fun-
damental needs: a meaningful environ-
ment, Whereas Chicago possesses the
capacity for absorbing this kind of
buildings, Boston does not. Thus we
learn that cities have to be treated as
individual places, rather than abstract
spaces where the “blind” forces of
economy and politics may have free
play “. To respect the genius loci does
not mean to copy old models. It means
to determine the identity of the place
and to interpret it in cver new ways.
Only then we may rtalk about a living
tradition which makes change meaning-
ful by relating it to a set of locally
founded parametres. We may again
remind of Alfred North Whitehead's
dictum: “The art of progress is to
preserve order amid change, and change

311. Sears Tower, Chicago by SOM (Khan,
Graham)|

312. Boston across the Charles river.

313. Copley Square, Boston with new Jobn
Hancock Tower by Per,

amid order™”. A living tradition serves
life because it satisfies these words. It
does not understand “freedom” as an
arbitrary play, but as creative par-
ticipation,

In our context “creative participation”
means two things: firstly the realization
of a private “inside” which concretizes
the identity of the mdividual by ga-
thering the meanings which constitute
his personal existential content, and
secondly the creation of a public “out-
side” which gathers the institutions of
communal life and makes the meanings
(values) manifest on which this life is
based. The private domain is the home
of man, in the narrower sense of the
word. It is personal, but not singular.
Personal “foothold” implies an under-
standing of a shared environment (a
common place), and therefore has to be
concretized as a variation on a theme.
The theme consists in a typical spatial
relationship between inside and outside,
and in certain locally meaningful motifs.
In the Nordic countries, for instance,
the house has to give man physical
protection by being enclosed. At the
same time he wants it to be symbolically
open to bring nature near. Thus we
find, for instance, a characteristic ten-
dency to use “natural” materials inside®!.
In the desert the house is enclosed both
in a pratical and a symbolic sense; it
represents a different “paradisical” world
which forms a complement to the
outside. ln the “classical” countries a
favourable climate and a trustworthy,
imageable nature makes the outside
become an inside; the boundary between
private and public domains is weakened,
and if it 1s maintained, it is to make the
inside -a place of representation rather
than a home.

In general the conception of the private
inside becomes manifest in the “thres-
hold” or boundary which separates it
from and unifies it with the outside. At
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316, Street in old Naples.
317 Street “of agreement” in Einbeck, Germany
318. From the apora of Priene.

the same time the boundary gives the
public outside its particular presence.
Thus Louis Kahn says: “The street is a
room of agreement. The street is dedi-
cate by each house owner to the
city...”. But the public outside is
something more than an “agreement” of
individual homes. The agreement it
represents is focused in public buildings
which concretize the shared understand-
ing which makes communal life possible
and meaningful. These public buildings
ought to appear as particularly complete
and artculate variations on the themes
which are already intoned in the single
home. This was the case in the Greek
polis, where the public buildings expose
those meaningful forms which in a more
modest way were used inside the dwel-
lings (such as the anthropomorphous
column), and especially in the Mediaeval
town where the exteriors of houses,
churches and town halls are variations
on themes which express an integrated
form of life. To fullfil its purpose, the
public domain obviously has to be
spatially integrated; scattered institutions
do not form any true urban place,

We have introduced the concept of
“theme and variation” as an answer to
the problem of constancy and change.
The concept does not contain anything
new, it only expresses in a clearer way
what it means to respect the genius loci.
A theme is a symbolic form which
embodies existential meanings. As such
it has to be circumstantial and general.
It has to concretize the local circum-
stances, but at the same time it should
present these as a particular manife-
station of a general universe of mean-
ings. The relationship between the local
and the general has been discussed in
terms of “romantic”, “cosmic” and
“classical” environments. The “roman-
tic”, “cosmic” and “classical” modes
grasp the dominant character of a
particular place, at the same time as
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usually due to elements left over trom
tht praast., I'he ].‘i';_"--t'l'\-l of the majority
of new buildings 15 very weak. \\"_\
often “curtam-walls™ are used which
have an unsubstantial and abstract

character. or rather, a lack of character.
Lack of characeer H;lp“l" poverty ol
stimull. The modern environment in fact
offers very little of the surprises and
discoveries which make the experience
of old towns so facinating. When
attempts to break the general monotony
are made, they mostly appear as ar
bitrary fancies

In general, the symptoms indicate a [oss
of place. Lost 1s the settlement as a
place i nature, lost are the urban foa
as places for common living, lost is the
building as a meaningful sub-place
where man may simultaneously experi-
ence individuality and belonging. Lost
is also the relationship to earth and sky
Most modern butldings exist 1n a
“nowhere™: they are not related to a
landscape and not to a coherent, urban
whole. but live their abstract life in a
kind of mathematical-technological
space  which  hardly  distinguishes  be
tween up and down. The same teeling of
“nowhere”™ is also encountered in the
interiors of the dwellings. A neurtral, flat
surtace has substituted the artculate
ceilings of the past, and the window is
reduced to a standard device which lets
in a measurable quanuty of air and
light. In most modern rooms it is
meaningless to ask: “What slice of sun
does your building have?”, that is:
“what range of moods does the light
offer from morning to mghr, from day
to day, from season to season, and all
through the years?™. In general, all
qualities are lost, and we may indeed
talk about an “environmental ¢risis™

It has often been pointed out that the
modern  environment  makes  human
orientatton difficult. The work of Kevin
Lynch evidently took this deficiency as
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unworthy houses, since they ruin our
health and our morale”™. The new spirit
therefore aimed at something more than
the satisfaction of mere physical needs.
Evidently it implied a new way of life
which should make man “normal”
again, in the sense of allowing him to
follow “the organic development of his
existence™. At the root of the modern
movement, as defined by Le Corbusier,
was the wish to help alienated modern
man to regain a true and meaningful
existence. To achieve this he needed
“freedom” as well as “identity”. “Free-
dom” meant primarily liberation from
the absolutist systems of the Baroque
age and their successors, that is, a new
right to choose and participate. “ldent-
ity” meant to bring man back to what is
original and essential. The modern
movement in fact used the slogan Newe
Sachlichkeit, which ought to be trans-
lated “back to things™ rather than “new
rationalism”™.

The work of the first of modern
pioneers, Frank Lloyd Wright, was from
the very beginning conditioned by a
concrete “hunger for reality”, and at 11
he was sent to a Wisconsin farm “to
learn how to really work™. As a result,
his approach to the natural phenomena
did not consist in the abstract ob-
servation and analysis common in
Europe, but in the direct experience of
archetypal, meaningful “forces”. Thus
he said: “It comforted me to see the fire
burning deep in the solid masonry of the
house itself”'”, and accordingly he de-
veloped his plans around a large chim-
ney-stack, to make the fire-place the
expressive core of the dwelling. His use
of natural materials must also be under-
stood as the manifestation of a wish for
a return to the concrete phenomena,
that is, for a “deeper sense of reality™'.
Wright was also the first to give an
answer to the demand for “freedom”.
Traditionally the human dwelling had
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been a refuge for the individual and the
family. Wright wanted rootedness and
freedom, and thus he destroyed the
traditional “box” and created a new
interaction between inside and outside
by means of continuous walls which
direct and unify space. The concept of
inside is thereby changed from a refuge
to a fixed point in space, from which
man could experience a new sense of
freedom and participation. This point is
marked by the great fireplace with ity
vertical ¢hunney, Hence man no longer
places himself at the center of the world
as was the case in Versailles. Rather we
find at the centre an element which
symbolizes the forces and order of
nature. A remainder evidently, that the
modern world should not negate the
basic meanings of existence.

The work of Wright made a profound
impression on the European pioneers
after its publication in Germany in
1910. Evidently they recognized that
Wright had managed to define the
concrete means which were needed to
give man a new dwelling. It is important
in this context also to mention his idea
of an “architecture of democracy”. Be-
fore, architecture was determined from
“above”, and the dwelling only reflected
the meaningful forms developed in con-
nection with church and palace. Modern
architecture, on the contrary, takes the
dwelling as its point of departure, and
all other building tasks are considered
“extensions” of the dwelling, to use the
term of Le Corbusier'. The traditional
order of building tasks is thereby revers-
ed. This means that architecture is no
longer based on dogma and authority,
but ought to grow out of daily life, as
an expression of man's understanding of
nature, of other men and of himself.
The “higher” building tasks thus become
a result rather than a condition, and
they represent something man  must
conquer in his own life. The esprit

nouveau therefore should free man from
the “systems”, and conquer the split of
thought and feeling which was a char-
acteristic product of bourgeois society'”.

Why, then, did the modern movement
lead to the loss of place rather than a
reconquest? As far as we can sce, the
main reasons are two, and both imply
an insufficient understanding of the
concept of place. They are moreover
related to the dimensions of “space” and
“character” and thus confirm the validity
of our approach. The first reason has to
do with the crisis as an wrban problem.
The loss of place is first of all felt 'on the
urban level, and is, as we have seen,
connected with a loss of the spatial
structures which secure the identity of a
settlement. Instead of being an urban
place, the modern settlement is con-
ceived as a “blown-up house”, of the
type developed by the pioneers of
modern architecture: Frank Lloyd
Wright, Le Corbusier, and Mies van der
Rohe. The plan of the modern house
was defined as “open”, and the space as
a “flowing” continuum which hardly
distinguished between outside and in-
side. Such a space may be appropriate
for a sub-urban one-family house (as
was the ideal of Wright), but it is
questionable whether it suits an urban
situation. In the city a clear distinction
between private and public domains is
necessary, and space cannot “flow”
freely. This problem was, however,
partly understood by the pioneers; the
urban houses of Le Corbusier constitute
true “insides” and Mies van der Rohe
already in 1934 suggested the use of
enclosed “court houses” for the city!'.
When we talk about the modern set-
tlement as a “blown-up house”, we
rather have in mind the fact that
quarters and cities are conceived as large
open plans. In the urban projects of the
‘twenties and ‘’thirties, and in many
neighbourhoods which are built today,

true urban “insides” are lacking; the
space is freely flowing between slab-like
buildings which resemble the freestand-
ing walls of an “open” plan, such as the
plan of the Barcelona-pavilion by Mies
van der Rohe (1929). Spaually, the
modern city is therefore based on a
confusion of scales; a pattern which
might be valid on one level is blindly
transferred to another. This unfortunate
“solution” to the problem of the set-
tlement became possible because the
concept of “milieu” was at the outset of
the modern movement only understood
in physical terms, that is, as a mere need
for “air, light and green™"".

The second reason has to do with the
idea of an international style'®. In the
‘twenties it was maintained that modern
architecture should not be local or
regional, but follow the same principles
everywhere. It is characteristic that the
first volume in the series of Baubaus-
biicher was called Internationale Archi-
tektur. Although Gropius reacted
against the world “style”, he thus em-
braced the idea of internationalism.
Thus he said: ...“The forms of the New
Architecture differ fundamentally...
from those of the old, they are... simply
the inevitable, logical product of the
intellectual, social and technical con-
ditions of our age™’. This does not
mean, however, that modern architec-
ture was conceived as a mere practical
product; it also ought to give “aesthetic
satisfaction to the human soul™®. This
satisfaction ought to be achieved by
substituting a “welter of ornament™ with
simple, mass-produced forms. The result
was what Venturi appropriately has
called an “architecture of exclusion™.
This does not mean, however, that the
buildings of the European pioneers were
aesthetically poor, or “characterless”, in
an absolute sense. On the contrary,
some of them, such as Le Corbusier’s
Villa Savoye (1928-31) and Mies van
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119 Charles river front with Baker House by
Aualto. Boston

140,

e Matrea, mterior, by Aalto,
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vincing realization in his MIT Senior
Dormitory in Cambridge, Mass. (1947-
48). The undulating wall of this build-
ing concretizes the general modern idea
of “freedom”, at the same nme as it
represents an adaptation to the spatial
circumstances. Aalto also aimed at giv-
ing his architecture an outspoken local
character. In works such as Villa Mairea
(1938-39) and the town-hall in Say-
nitsalo (1945-52), the Finnish genius
loci is strongly present’®. Mairea may in
fact be considered the first manifestation
of the new “regional” approach. Again,
thus, the development  of modern
architecture took the dwelling as its
point of departure. The works of Aalto
are eminently “romantic”, and illustrate
how this arttitude was able to free
modern architecture from the “cosmic”
abstractions of early European modern-
ism. Thus Aalto saushies Wrght's
“hunger for reality”.

A hunger for reality was also felt by Le
Corbusier, although he, as a child of
European civilization, did not have that
direct contact with the concrete phe-
nomena which was normal in the “new
world™ of America, or in countries such
as Finland, where popular traditions and
a more “natural” way of life had
survived. Le Corbusier therefore needed
a long and “patient search” (to use his
own words), before he could give
buildings true presence and character. In
his Umté d'Habitation in Marseilles
(1947-52), however, a new plastic force
becomes manifest. The slender pilotis of
the thirties have become massive and
powerful, and the abstract outer skin
has been replaced by a brise-soleil which
characterizes the building as a sculptural
body. “A new, mid-twentieth-century
image of the embattled human presence
in the world™’, is thus concretized. The
great turning point, however, came with
the church of Ronchamp (1953-55).
Here the psychological dimension of
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understood architecture in terms of
place. A “room” is for him a place with
its particular character, its “spiritual
aura”, and a building 1s a “society of
rooms”. The street is “a room of
agreement”, and the city “an assembly
ot places vested with the care to uphold
the sense of a way of life"*. The
character of places is both determined
by their spatial properties and by the
way they receive light. Thus he said:
“The sun was not aware of 1t wonder
betore it struck the side of a building™,
and: “Of the elements of a room the
window is the most marvelous™*. Here
he comes very close to Heidegger, who
describes a Greek temple saying: “The
luster and gleam of the stone, though
itself apparently glowing only by the
grace of the sun, yet first brings to light
the light of the day, the breadth of the
sky, the darkness of the night™'. And
Kahn even understands the concept of
“serting-into-work”™ when he says that
places “are put into being by inspired
technology™"®. Ot particular importance
in the work of Kahn is in fact the
conception of architecture as built order.
“Form is not simply function, but a
conceived order; thus a being...”. In
the late works of Le Corbusier form
became presence, but it as still conceived
in “sculprural” terms. Kahn, instead,
returnerd to  “building” and thereby
recovered a sense of truth which had for
long been forgotten. His works are real
things which make us aware of our
existence between earth and sky.

Common to Le Corbusier and Kahn is a
“classical” attitude. Both understand ar-
chitecture as an embodiment of charac-
ters which are simultaneously human
and natural, and their buildings give
these characters material presence. Al-
though Kahn's works are rooted in
concrete phenomena, they tend towards
a certain “formalism”. The spatial lay-
out starts to live its own life, and the

articulation becomes a function of sym-
metry rather than “light”. This danger is
however counteracted most efficiently by
the built substance,

In various ways the “third generation”
of modern architects haven taken up
and developed the intentions of the
pioneers’™. During the last two decades
a series of significant works have been
made which promise a more complete
recovery of place. This does not mean,
however, that the present situation is
clear. The development of modern ar-
chitecture makes many choices possible,
and the tendency to understand things in
a formalistic rather than an existennal
sense, 1s always present. In the Nordic
countries, thus, the “romantic” approach
of Aalto may easily degenerate into a
superficial sentimental play with “anti-
classical” forms. This tendency is in fact
strongly felt, especially in Sweden where
contact with nature has been reduced to
nostalgia. In the “classical” South, on
the countrary, the danger of mistaking
“order” for concrete reality is most
typical. The architecture of the Fascist
epoch was based on this mistake, and it
reappears in the strangely abstract
works of Aldo Rossi and his followers
which “stand frozen in surreal time-
lessness™”. Rossi calls his architecture
“rational”, a term which may be ap-
propriate if it means a complete absence
of live character. Rossi’s conception of
“typology” is certainly important, but it
remains sterile as long as the local
circumstances are left out. Another
characteristic danger consists in mis-
taking character for empty “rhetoric”
gestures. This tendency has been par-
ticularly strong in the United States,
where architecture has become a means
to demonstrate the “power” of firms and
institutions. A modern  “historicism”
results, where those forms which were
created to give man a sense of freedom
and identty, are reduced to mere cli-

344. Unitarian Church in Rochester, N.Y. by
Lowus Kahn.

345. Rochester, intenrior.

346. Richards Medical Research Building,
Philadelphia by Lows Kabn, detail.

chées. Whereas nineteenth century his-
toricism should give man a “cultural
alibi”, modern historicism aims at prov-
ing that he is “up to date™.

Where then, do we find a creative
interpretation of the actual situation?
Where do we find an architecture which
avoids the dangers mentioned above,
and represents a true contribution to the
solution of the environmental crisis?
One of the first architects who ap-
proached the problem in a simple and
human way was the Dane Jorn Utzon,
who was immediately recognized by
Giedion as a protagonist of the new
phase of modern architecture. In his
residential projects, Kingo (1956), Bir-
kehoj (1960), and Fredensborg (1962),
Utzon created unified settlements which
possess figural character in relation to
the landscape, and a strong sense of
place as a meaningful, social “inside™.
Moreover they have an outspoken local
character and recover the traditional
Danish value of cultivated intimacy.
Utzon has also proved himself capable
of creative adaptation to other en-
vironmental characters in his projects
for the Sydney Opera House (1957) and
the Theatre in Zurich (1964). His works
are always “built”, and possess the
quality of true “things”. In connection
with the residential projects of Utzon, it
is natural to mention the widely pu-
blished Siedlung Halen near Berne by
the Swiss group of architects, Atelier S
(1961). Here we also find a strong
figural character, and a most convincing
identity of place. Siedlung Halen demon-
strates that it is still possible to house
people in dense settlements which con-
serve the integrity of the landscape, even
in a country where land is very scarce.
Among the works of the third gener-
ation, there is one which treats the
problems of place and local character in
a particularly interesting way. We refer
to the Finnish Students’ Union Building

198









20

dictions of contemporary life. When the
examples sull remain scatrer
quantitatively scarce, it is both be

of a general social inertia and because of
vested interests which do nor
improvements before they ell” :
reason i1s also. however, the lack of

clear understanding of the environ
tal problem. It i1s our conviction that
such an understanding only 1s
on the basis of a theory of |
particularly valuable contributions to the
development of such a theory, we have
mentioned the writings of Lynch and
Venturi. A theory of place does not only
integrate the different contributions, of
fering a comprehensive conception of
the relationship between man and his
environment, but it also shows that the
history of modern architecture has a
direction and a goal: architecture as the
recovery of place. Thus the “new tradi
tion” advocated by Giedion becomes
meaningful. Moreover the concept of

place unites modern architecture with
the past. "Both above and below the
gilrl'.'lu't‘ \i' [hl“ century [}IIII 1s a4 new
demand for continuity. It has again
become apparent that human life is not
limited to the period of a single life
span”*

When we see architecture from this
point of view, we gain understanding
and a direction tor our waork, This
direction is not dictated by pohtics or
science, but is existentially rooted in our
everyday lifeworld. Its aim 1s to free us
from abstractions and alienation
bring us back to things. But theory is

not enough to gain this end. It (
presupposes that our senses and our
imagination are educated. Thi 1

understood by Giedion who concludec
his book Architectur u and 1

a chapter on “The dem

gination™*., Today man is m
ducated in ]J\t.lldl' analytic think

his knowledge consis :



“facts™. His life, however, is becoming
ever more meaningless, and ever more
he understands that his “merits” do not
count if he is not able o “dwell
poencally”. *Education through Art™ 18
therefore more needed than ever before,
amd the work of art which above all
ought to serve as the basis for our
education, i1s the place which gives us
our identity. Only when understanding
our place, we may be able to participate
creatively and contribute to its history.

351, Pyramid-monument at La Perthus, Catalonia
by Ricardo Bofill
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24. G. Bugge, C. Norberg-Schulz, Early Wooden
Architecture in Norway, Oslo 1968.

25. In ltalian the disposition is called “schema
tentacolare™.

26. Forinstance in the Vierkanthof or Rundling.
27. Heidegger, Die Kunst und der Raum, p. 11.
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Cam-

Intentions... chapter on

general discussion of alienation see R. Schacht,
Alienation. New York 1970,
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38. W.M. Whitehill,
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42. L. Kahn, “Credo”, in Architectural Design,
5/1974, p. 280.
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44. Cf. Karl Popper: The Powerty of Histor-
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45. Giedion, Constancy, Change and Architec-
ture. Harvard Uniy. 1961,

46. Kahn, op. cit. p. 281.

47. Rilke, IX Elegy.

Preise dem Engel die Welt, nicht die unsigliche,
ihm

kannst du nicht grosstun mit herrlich Erfihltem;
in Weltall

wo er fuhlender fihlt, bist du ein Neuling. Drum
zei

thm das Einfache, das, von Geschlecht zu Ge-
schlechtern gestaltet,

als ein unsriges lebr, neben der Hand und im
Blick.

Sag ihm die Dinge. Er wird staunender stehn; wie
du standest

bei dem Seiler in Rom, oder beim Topfer am Nil.
Zeig thm, wie glicklich ein Ding sein kann, wie
schuldlos und unser,

wie selbst das klagende Leid rein zu Gestalt sich
entschhiesst,

dient als ein Ding, oder stirbt in ein Ding —, und
jenseits

selig der Geige entgehr. -
Hingang

lebenden Dinge verstehn, dass du sie rithmest;
verganglich,

traun sie ein Rettendes uns, den Verganglichsten

Boston, a topographical

Und diese, von

.
Wollen, wir sollen sie ganz im unsichtharn
Herzen verwandeln

in — o unendlich - in uns! Wer wir am Ende
auch seien.
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