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FOR NANCY

“If nothing clse, the years have taugbt me this. of theres a pencil in your pocket,
theres a good chance that one day you'll feel tempted to start using it"

PALIL AUSTER
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FOREWORD

I,'.I"Ip' ]qu'l_ll H.I.]‘I.II‘I.T'II!I

The architectural drawing is the most clogquent tool a professional has o communicare
dq:xign iddeas. lrs suhif;cr may vary fFrovm a :,'ir:r tor s sl derail bur s ebjecoive 1s .1I1r".-;|:_'|"\ (%]

inform the acr of |1ui]di|ig- Asa F'l-r'.u.‘[ii.ﬂl ool dr;twing allowes the archirect o -'.':\'1'-|nru A great

variety of schemes—adding, subtracting, and rearranging elements, materials, and systems
before ru:iching a final design solution, As 4 concepi ual tonl, i iIIL|.LI|E.'__I.."1 the archirect in

cxploring the wdeal worlds of the imaginarion.

.I-l':H_' j-j'{'l_"h.;lnd .Siﬂl'_‘l_'ll'_'h :;'|_|'|_I:J '[I'.li.,' '|'I1|;,‘1'|:1.|,|!'IL‘II| I;,lTJI'L'n'iII_':I;" ar !'l:.!lllt.ll'.'T.II:I‘lr'| hii'l.'L' IEIL'{'HI. i-l.ll L‘L'”ll”ii.'.‘i-- ||'H_'

most traditional forms of architecural drawing. Today, the compurer drawing is well on s

way to challenging the rraditional drawing. This, ro a degree, is a generanional preterence,
But we must be aware thar the techniques utilized in developing an architecrural idea pro-

foundly influence the design resuls,

The frechand sketch is a record of the design process throughout the length of a project. 1t is
A ]_'lril'l.'ﬂ.TL' I;,'II'_'I{'I_”TH_'“I' HH:L'TI k_'l:'rlT]E'lﬂ‘l]l'l'lHil:l]L' I."'l..l:f {8} ||_"| [ ] t'l!'l‘i'.li:ll.l.}'i"g |.I|L' |1|.]|".' essence of
the effort invalved in nmlcir:g it, o sonme dt.'gl'r.r the skerch is the gtmtﬁ.li:m of the 1.‘|L'r.i.1__;r|,
protecring the inregrity of the architectural idea and warning the architect when extraneous

or inappropriate clements begin to creep into the composition,

For an architecr, skerching is often an exhilarating exploracion, a crescendo, than leads o a
sore of ecstasy as it approaches “the moment of rruch” when archirecrural balance is achieved.
The sketch often reveals the working of the inner mind in unique wavs thar cannor be dupli-
cated by any other means. T has its own inner logic, and when used often enough it can
become a orusted guide rowards crue invenrion. In his Codlex Leicester, Leonardo Da Vine
eives us a marvelous example of thought translated into drawing, and illustraces the face that
Tht' |.'|:'|.':'|.Ii1.f|.' J:'”'[P'Lﬂ:'l."ﬁ Iiil‘ﬂ.‘.:‘i ol E'I'i'i]‘ I:ll.:.;ll “I‘I li.lltl'.' .'II'.H.'I .[:i U|'r1.'r1 [E'll." I,'lrl.,"hl.llﬂ_' L1 "i|_I|:'|1.,'|'“:l|' art ihr:i-'.'

achievement.

The n.'i‘ulc.‘r'lllg., or measured glr:iwinj_-_;, secks o express whart its subject—any, |1.|.|ill|i||g_, 0
object—looks like, and has the unique capacity o convey multiple scales simultancousty
(something a model can seldom accomplish). One of its grear advansages 1 thit 0 conveys
actual dimensions, the reason why renderings are somenimes used o inform the design

process, much as skerches are. COne of its most obwvious limitations is thac ic usvally represents

Vil



a somewhart ideal, single point of view. Bur it is a poing of view that most people understand,
and that is why renderings are most often used as sales tools—by the architect w sell his idea
to the client, or by the client 1o sell his project o others. Thercfore renderings are incvitably
idealized and ofien “made prety” to be more effective sales tools.

As we can see in the srr][-:il_lg examples presented in this book,

the architectural drawing is a powerlul visual-communications tool, and sdll today, the maost

eftectve vehicle o convey the essence of the art of building,




PREFACE

lust as the term “architecture” can be :ipp| ied to discussions of a !':‘I."ll:.'l_'iﬁL |‘|I|i]dE|'|!_-,. 1H|:i11|||1!_5~;
in general, or the act of designing buildings in the first place, the phrase “architectural draw
ing” can have several meanings as well. Visual representations of architecture can be used o
-l.'l:l"l'ihi'(:l'll |'||'|'I:_| I:l.l."';il-_';]'t ol ".!:II.'“I.'i“l.. t'l‘l.lill.'.illg_. il|'|‘|.i [ lilﬂ"””]k'l” or L'J.II'-If.:r' r]'“.' L'i1I]'-.1I'||u..lillr| ".l]ﬂ.:l'.il-ll. Y
of a structure to be buile. In addition, architecrural drawings may be used o portray or inver-
I,'II'I.,"[ |_'I'|I._" essenoe of |'|.|'|_|'||I_'|_|||Ir SLTLCTLITE, I'::II' ti:'blgrl F"'i:ll'":il"litl."i. L(Jlll]'"."ﬁikiﬂ”".. L Illulrl'l.'\,l,_"l:ll'l!:_!_]'lllr'
poses. Finally, architecrural arvwork can be used o record, or even o dream ol ideas about
buildings or archirccrure and its influence, These tvpes of works may be cither building or
non-building specific and may in fact more nghily be called examples of fine art in which

the prrOCess and the elements of architectural du_'!;i!_-,ll. borh known and ill1:ly|i:l11.'l.I. are usied as

I'i!.l.l-l'*-' oy doaeer of Babel (egiy) Pieter !'ll!l\.'l.IHL'I the Elder [ 152503015697, Ol an weaord Fommsthnskoisd ves Mlysewm. YVienna

The "ll'|1:'-;|'l il H'.ll'l % |-.'|ll::.'-4'r||-.'-.| Bere am on -c'\-ll'\.l..ll!".' el ||||.|_'|'.||| .|II|."_'_II'|I|__|I werr b ol aer by the i_:g-:'_|| sletherlagecish maastd An
-|'|:|'|'|'|l.'-i||:|-' E'II'III-\...II -I.IHI .i||L|||:I.'| tral work for the ||I|||1.I||I-.I: |.|||-.|"-'.-I||q,' PaRpinTes 1 Pesoaiiates i this day wi I. Fice & I.-_. (A5 [T

. :
supreme folly of man's carthly ambiton



subject matter—inspiracon, Clearly, these first rypes of drawings or paintings are about
building, the tangible art of architecture. while cthe latter are more concerned with the intan
aible, ideas abour building perhaps, bur more abour arr seli

il'li.' T s ot ||'|r- |'|i'll\.lI\-C IS5 F1H I!".IIII\.lI.'IIL'. |'-||r 'l:l\.' :I'I:.I_L"l."\. !|| I'll'l||'l \.'ii.'l:'.l. [T .Jlll.l .!II"\.l'liT\'.
-h'\.. aAct oof I'“.I;.Il.l';l'lf.'_- .I"G!.“II.":'I"-I.'I. £ "'lll:.'L:.I. L'.'III."II.I"'\-i"l i"'l i"l.i.l..l.'li.:. |.'|"”|| rh”‘"l'a.' "-1-'||"|'\-""' “l.ll'i'[ [hl'l.[ LLLF
not have any existent marerial body, a “real bulding,™ as their aam, The discussion is in no
WAy meant o I:il. il|||".|E||i.'l.| el Ll!l.lli{.lll'l'i.' 101 ELAERLTES |.|| ';li'.' I.':"II"MI:i:“'-\. |||'..' ;_'||'|'|."'| l;"l 'a.|.|-d'|"ai:|'|_|_', l!lll.:‘h-
tar defined, have an individual as well as a collective value and purpose, In fact, it can be
'“...L-Ihll'l El?.l'. LERTE I"I,"'I.' I\.IIII!'\.i [RERL III”'.' XIS I|"|||I |||I.I '.:l'll'l'i'l I'I\.';'ll."‘.. |J:'. Ih!'.!. '.:II .IH'I"I“I.".":Ii.I'-'II
draw g, 15, as 4 whaole, oo olten seen simply as an adjuncr, a b |'|-|L|l|-.L~ of archirectural

.. # . I
I|I_'1JL'\I?I damn - ATt .I|'HI|_|I_ KTh TR II L5 II'II_' SINCERE A1Im of LIS |"'lIII'II-: (LR qu,,[l'lllfl"-.['.'.lll,, (R Irf'l!'.' I_I"II.,'

i.I'Ill.'Il.ll.'ll-\.'I'.--.'I-L'Iil. ol '.l'.l."".' ||1‘-\.l. I|'I|EI'I'.'!1 |"'i|| I|'II.I '-.'|;i=|'||._'i;l.' inl '.l:-l.' viariaus forms of ser |]i.|l'.'|. |.l|]-l|

represcitarion as distincr from the art of archirectural ':ﬁllil.-.i'il'-f.'h. Each di'u.i[“‘!ilr-.' nourishes and

]
Illrw“- Fot fidh Arkst Dlesigner s Bsasaka. Ink per poine
on papcr i el afh ol =% Tar L. cuve Carasbien FCaadian € eme Fas
Yrchisecoure, SkEniival
Krvown prismacily for the large seale sill-sereen repressanitio i i iyt vpicilly s ir plan and elevation—mwloch are
i L | [ 1
y mnodermist ke on Bease-Ares rrapiaes, this somewha wil three-polne perectve i convincing alemnarive and 3

|.|;_;!|I- clbeciive vy o orpamizenge the veaal elemenns of OF 3pacE




mtorms the other; each, il it would not fail complerely, would exise in a far more meages
state if not for the other.

In the pages o follow, the essencial difference berween the aces of building-making and
image-making will be discussed, and the very genesis of image-making irself-—whar we see
;I!I_d: lhl{_" 'I.".'.:I} L T g il Il]rl;_”._lg]] 1|3H_' Kad L'III. ;lr[.'|:|i1¢':.|:l|1':|| .Il'llalg'.."'l'—"l'\'i.” hL' |IH'I-I'-Z.I.'|,| HI'!II.F]I., .'llLth Lin
be explored s how architecrural images are composed, the choice of media and graphic
devices which effect the best ar most appropriacely described resule, Various forms of archi-
II._"["I_l,]r.{II IIﬂl":'lrl'l"llll,_' LA n]lL]}il;_',;tt'r:ln—]I:'.lw 1|'|l'5'|{' ".":'ll'il.l'l.l"'i ilr:!'..'l.-'ing l:.'F"l'!'l- l.]'rlln'r Frismm L'..l,l._l_l 1I[hl.,'r
and why one may be seen as more appropriate ar rimes than another—will be examined
next. Examples, both historic and contemporary, of work from some of the world's most out-
standing architects and architectural artists are incloded o demonstrate principles of design
and design communication—mass, volume and space, gesture, movement, content and

intent, as well as shade and shadow, intonation, color, and armesphere. Finally, examples of

T e
- '.

liiEI.IH: oA Fomilintde Adsmnwend {4 rrar—rrinl Giovarne Batwista Piranest (e 20=1=2=8F. 'en. brown ik, and breneen el over o | 1B qam
cresm lad paper v fem s z77om Cowctesy of Cenre " Archinecome Canadiend Canadian Cenire for Archirecnse, Maonieal
Ihe aceal penesizof s pricce is speculstive; there are represeniative clemens of she Pevae Seere from 1745, dhough this

i

work was complered some yeaes lier. The full rge o visionary archieecrural elemencs, thsurical wee of lighong etecn, ans

[resled L-::-I'I1]1Ihirlllli-l| Illl.lz_'l:lf. AT (R e -:':-.:|:|1||'|r of the artises more ||-;-'.-:-|u:'-|-|| stvls
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more abstract, non-building directed idea representation are included. Design investigation,
architectural fantasics. and dreams are the emphasis here. An atempr will be made o explore
the answer or answers o the UESTION ol how these rvpes of artworks derive from or even
impin— eventual design. Moreover, emphasis will be made upon whar these purely image-
based efforts have ta say abour the relationship of architecrure and humankind. Are our

buildings and our cities a reflection of our civilization or are our avilizations and behavior at

lease in part reflections of our built environment?
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XV

As a final note, it is hoped that the reader will discover in the words and images repre-
sented herein that the would-be designer or architect, secking to build a berter, more useful,
or more beauriful world could only be exceprionally well-served by the decision to “think
with a pencil " —to investigate his or her ideas by means of visual representation. To clarify,
thar investigation should be equally valid and fruittul whether thar “pencil” mighr assume the
form of a pen, a brush, and even a computer screen, Berter, that is to say more informed
drawing, can lead only to betrer, more informed buildings. And lastly, the book artempes o
demonserate the viability, power, and beaury of architectural arowork, nor as a means o one
encl, or necessarily even as an end iselt, but as emblemane of the larger process of creative
thinking,. [t is this process that is the real focus, nor any one drawing or painting or building,
“Tt 15 art,” wrote Henry James, “that makes life . . | and [ know of no substitute whatever for

the force and beaury ol s process.”
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PART ONE

EVOLUTION
of
TECHNIOUE

House: (1g56] T Schaller. Ink and cravon, socm x 1em




2]

The |_i.i_~.-5.5..--. Propect gt T.W, Schaller, Archireors: Frank Llosed "ﬁ'rigl'n; and athers, Warcrcolor, n7om © sB5ony Lourmesy of

e Chiis Elevaror Company

Dhue 1o che sheer phvsical size of this |1:-:1|:!-:'-'-c|.1 -:il.'hir.u and amorder to maximese vesoal INLRECT, the :I.':IEIJ-L'I.'iI:IE af
spestbic detail was avelded in Favor of sculprural form. In addition and toward the same end, the ||5klt. cool tones

of the focus strucrure contrast wirth the darker, warmer rearment of sky and overall acmosphere.




Amertienst lewrer (o) T Schaller. Archatects: Kohn Pedersen Fox, Waiercolor amd penail, 7o02en

T 1 i : :
II'I'i.' casenIeal |.|.i.':"\-|!!\.l'l :,_:l."hI:IJEI.' I\.Il\.'.1|.l!'ll I"'- (115 |'!!:l:I:I|'|II.'\|I.I 1wk ek a 'hlI-III.I ITIRSEANrY LiFe’r .|."|| 1 DICRELINR 1S

IJE.II'IL' is rreared E:_|.||l||i-..|||'. as a simple dialogue berween warm and cool tonahnes.,



left) La Dielpnse Coopetihion, Fans France (1995] % b'-l:h.ilicr.

¥ Q55
Archirects: Cesar Pelli and Associates, Watercolor and pencl.
TR [ S Bi5,5cm
I'his vigorous gr.]rli",iq_' treatment demanstrates that o is
entirely possible to describe an evolving archieectural
presence by an emphasiz upon volume, |iﬁ|.t, and cons

rext racher than by design :‘-.F'\-!Llﬁl'_il:r'.

{Felow T Pravased Dievelobment. Sewhond Beach, Califarnna, ok pine
traggl T Schaller. Architects: Aldo Rossi, Studio di Architet-
fwra, Warcrcolor 7ouzom x 93.6cm

Color is ax deeply impaorrant 1o this image as it was to the
-.|.|."-'|.'ll||:l|:|'|1.':|.[ of the dessgn scheme ir seels INTECPECT.




[deft ) Sowth Poinre Dhevelopmest Competiicm (1993} Cortis James
Wisndlhamise, Architecrs: -‘nlqu-rn tonica with 5 TA and the

Portofiiv Crowp, Wiiercelon dom = aom

| Brefont | Blesaeed Hade! Poaposall Portegal (1900) T Schaller, Archi
1155 £ .*.rquiﬂ.n.'mniu. Warercelor, :Rem x 43cm

As designer, Bernarde Forr-Brescia of Arquitecronica
sought a highly charged sense of virality and intormalin
for the mulrifarious forms of these proposals. The graph.
ics, therefore, needed 1o be as vaned and lively in colos
range and compaosition 1o effecrively tell the svory.
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Hindlimerr Fertcomind Ards 4 mifer

wbetition: (19us) Artist!Desigmer: Rafael Vignoly: Charcoal and color pencil

I I'li'\-\. 4 CEITR '.'”II'- r .II'III VISP ICFIAE ITRaEie NEeCrkrgls an IEramncares ines il SUEEF 1 valse: a oo brisk | FREs AN Tk e h—
=

the comal blue of the superscructure above and the deep black of the carth below—gsablish the esential

information cleady and conciseby. This i% 2 designer who rruly “thinks with a P i

Caonces ab widew

Baltimory Perfarming Ants Center Compalition: {1994)
N Schaller, Architects: Lent/Smith, Toramto,
Watencolor and pencil, secm x 7écm overall

1 hus composite of gestural vignertes estab
lishes an effective and .|1|n-:.»'i!'uh¢.-ri.. progres.
sive Twatk-through™ of this |&I:'[.tc d.-'.'.*i!'_n
concept proposal by the well-considered



; - r i
£ Hinise Crreemi Tl s brm e export dermunind, Elea

{rpus) Barbara 'Warth Bamer. Archirecs: Simaons- Eastern, Watercolor and
[ -|-.-r Fll.'l'll\.|| 130 FCIE N FHCITE

This image of a generic terminal "was created o clicit interest in developing a comprehensive sysrem of termi-
nals wirh rail and water links™ for the distriburion of goods within China. *The red of the sky was sclecred for

its associarion with joy and prosperics” and ivis in perfect sync with the simple bold forms of the design



¥ 'ﬂ:
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Fruehla Mew Toes Pakle Mewio Saeve Parker. Architects: Hellmuth, Obata & Kaisabaum. Watercolor,

Foem % 24.3Rcm

The bold paletre and free warercolor rreaement of this early design phase skerch could nor be
maore appropriate w the subjecr marter, 1o is inrended vsage, and w the selecoed sire,

The Fowr Camhitents Hndge, Hirssima, lapan, (1o88] Artisdnzl:igmr! James Wines, SITE.

This image. completed as a design propasal for che Hiroshima Sea and laland Expo in 1989, is
another investigation of the bridee form a5 destination, The structure svmbolizes the connecnions
between land, sea. and people, In order 1o cseablish a valuable link of respect andl rn-.i:mnsii:l'r“t:.r,
the insinuating dements of all three of these influences extend across the span in wnison.




Hlew (igash Arnsedd kesEgier Willem v den

Moed. Warcronlan 10, 20m % 13 JEETE

Archicect/arist Williem van den Hoed
continwes his sketchbook-based architee-
Lodmac r.':'.|l|l.l|.|.l'.l.l||:- by, in this case, '|l.|-.‘|||'|'r;
an amorphous -||.1|.~;.' with peometrical
yoricds subtracred from it oo g recoilinear

|3
ol SPCCIoLm csrablishes a serong dia-

lopue.

Moy Ko Sioer Stailiom. Richand Sacary [and Susan
Lyvnn}. Archirecis: Hellmuih Obaia and Kassabaom
!'ipmp. Faciligies l::nnlp, Kansas Ciry, MO Wagercobon
17.Em X LTS

A deeply effective image on several levels, this
work succeeds in imparong clear informarion
about the strucoural proposal in s evenoual three
dimensions and acts as a singularly successtul
work of arr

baselorm. l'x:|||'_ colors along the warm-po-
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rest Mosee (19960 Arist! Designer: Samuel

R;IIF:II.-I:I Whanercabor., 11 4om W 2340

Fimgrman is an architecofarcst whe

l\."".|||||!|.""\- ke |.|I|. |'.I||||||:|. III":iI.!'.l!' narure

15 an integral par of architecoure "
this view, he writes, "the emergence of
the building from the rock ourcrop
ping and the regeneration of plants on
the structure reinforce the concepr of
the house as an integral pare of the fo

esl, nor as an objecr placed witlin i

i aniarde Hioe (1o -\llixl.‘l'h--.ul_l.m-r
Samuel Ringman, Waercolor, 25.90m «

23.4em

[he sentiment of chis. image reminds
ane of Piranest and of Cole’s hisoorical
prence .i.l.i'..l.ll\.:lll'\.. [ l‘l- -:|'|.._- ||-:ll.|-l.'. Hll'la'-
man weites, it s incegrated into an
extranrdinary site at i3 most deamatic
i1l|||'|l:: AppoAring a5 a barcicade, it acu-
illv leaves che stream’s low wninter-
mipted. The house is a juxtaposition of
matural and ordered elements, contrase
ing mans buaile environment with che
natural forces that will erode and

e |.1I::I il



Il 1 14 '||!|'\-I"|'|-.--.|'!_'|||.'! William PPedersen PALAL I'rismacolor pencal

: .
Chpe, of the prncipal framers aof moderns skyvscrper ideneiny, William Pedersen displays some

sl Ehic .||:III-\.'II:.I ol g ok ."\-E.'I. ::I|'l\.!'.i'\- o | '\-IIIIZ'I'. i l\.!.': '.'R.I ||:.I: ¥ LY I'. o I\.I LIRS

tan of simple forms creates oneof the primarey themes discerned i his muwch barger-scalbe

L 1 y
"IIII.II':!."‘" SETOnE axiad onifs, harmeny and discord, balance amd asvimmern -\."|||.|I'.' and
L | F o L - = i o | F
TEE0NLITED i [= CRATEC anel |II ECITIE=S NS 1Imeass | SEUERES |'|| 11 |.'||;:.|| ol A0SIFACT AT

Michach Liserma . kB o T sacme Erincer: lon Caane Editisms. Ease log
| 1 i h
wLakie £l . } CXaress s [0 Create fhs serking wore of art,
§ . r 1
Hidl es DElniais ane 3 [ SUDESqUCTE reductivast panntings ol
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Hn}dm Planetrrum, Amevican Museus dll' Mestural Hi:l:u:r_ tess York I'-jl'_r {igas) jnhn E, Fernandez. Archirecrs: | Pabshick and Parners. Wareroodor
This versarile archirect/artst continues o effeciively explore design by means of the intormal perspecrrve study skerch. In this case, a partic-

alardy sculprural interior space is revealed very successfully.

I3
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Hancock! Axaal [ Bovon (taash Frank M. Costantino. Watercelor ratem x 15.8cm

.I.I'Ilh |.||'|:|.||'.:\.' |.".|.'|'::|. ..\i'h" 1 Ll veE .I FICEIIELDY L .h..i: b !.'\.'.'\-::”E: SETAELCN AT II:':'h.'.lli'll:lll'\--l‘l.ll'ulll-.l. [EREL i||

Boseon, While arrempring to maintain and respect its iconography, the designerfartist (one of the premier archi-
tecriral visualists of our day) has graphically surpesved pes 1o the form of the building o sdd scale, texture,
and a more emphatic strece wall I H-censidered choice of viewpoint and armosphenc condition resuls

N most efEeCiive Sy '\.I 145
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Sonle g Comnly Bapiomal Civae Cemter Calilorma (1992) Elizabeth Ann Day. Architects: Albert C. Martin wath Yitee
{irn-up. Mrrercodnr, 1oL LCm X T4 0Cm

Information through color usage 5 25 much the essenial idea of this work 2= 45 any seructural form; thas, the
warm reof tones frame primary spaces and axes. The composite of several views adds focus and enhances the

overall narrarive success



|h'|:-|m',_||||'.|_' Deen. Architect: Kanner Associates, oo

I.-.'--r-r',-n'.n-. :.'h.l\.'l I'I'-\.Illl:'.l |‘H..:..I| L [aim bk

A NChng 4 municraus :“!.'r-:':“:'l.l-\.'!” |'|I|:'\I

kewed perspective, Los Angeles-hased arriss



CHAPTER OMNI

A Drawing Is Not a Building

Buckminster Fuller, hero and venerable father figure to many a would-be modern day
Renaissance man or woman, was fond of regaling audiences of his books and lectures with
the fact that he was born with crossed eyves. The condition was eventually corrected wich
I_L’\J.l".i"hl,_"'. :l.':.';ir.w |||1L"|' ii|.| e ||'i.' Il..ll:l ':l:{"'.'l.:l'.l‘!?k,'tl t |il..|.'-]l:lr1g JJl';lI. |.'|1. [ Lll. :'lﬂ."."l.r'lg ||'|I.' '|".I|‘I|I.| J]'ﬂll['l':l |Ei|]|
only in large shapes, shades of light and dark, or “partern clues,” to borrow his phrase. In
Fuller's case, this obstacle was transtormed by cttort and innace gifts into the unigque abilic
to see things—uobjects, conditions, patterns of behavior, and perhaps even people and

iLlL'.'!:';.—]Hﬂ "\.iil1i5]:|' E.lll \\'I"Ii][ 1|]-i."'.' .|.J'||J-:.'..I]l.'|.| i |JL' At 1I'11.' e nt |:'Hl| |'.|II.' ".'-uh.lt jr-'n'.-'.!'r'.'.l'.f.'a.n'.'r'll'lt"'.'
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Culores G Arbist Dhesipner: lakoy Georglevich Cherntkon

I:iH'.II'..' I=A tmoardionail fneeslion o) Lhverse Valumas walls [vcaralio
CIEER=TP5E. Color ithopraph (lishographer uoknewnl, dpoocm x 55 4cm; Couresy of Cenmre ' Archinecmire CanadiendCanadom Cenmre for

."l.rll'lll.'\-\.llll:'. Mlontacal

Crne of the: mos |.=-I-=-|I!il. anl intheencial profagoniss of the Russian Constructvest maovernent, © hernikoy ||;||.L:l_|_uf SOEREL
. ' 7 3 N !
| '.\,lll::l”l.'.l'.i'\-'.lu‘ll:ﬁ-ﬂ' -_III_I:.\::III-I-".'||-\."\-I§:I'|'k. atiil 117 excess of tikey I'll:l-l_ll-.,xn-' |||'|_I_I'_|:|_'|.:I||||I‘_I||.'|IE'|' Al ;.::_|-|1|||.Ll_ He firmly believed i

the necessity of archiveciural graphic representation in mankind’s artempr o effectively shuape the fueare



might possess. His passion was for the coneepr over the particedar. This "big picture”
dFI‘F"‘“:Ig-lI.'h—PrI':IEI_'L"di!'[?! _Frl:'l'ﬂ"l I:l'll._' ‘U_il_'l]l.,'r;'ll (L&) ]l]!‘ qul."a iri-. —Lalll |'|'|.' LN as 4 hﬂ”!‘l‘lar]{ D‘r :i['l}-'
successful artform—architectural arrwork no less so than painting, music. literature, or
architecrure itself. This “daricy of concept” precedes, even dictates, the refinement of derail.

As archirectural image-making is the focus of this work, it s important to attempr to
comprechend what value this torm of endeavor may have within the overall fields of both
image-making and architecture as a whole, Thar architecrure is or can be a form of arr is sel-
dom disputed, bur some understanding of its place in the overall spectrum of artistic expres-
sion is also needed. The philosopher Havelock Ellis considered archieorure, the art of

butlding, as the genesis, or starting point, of all the arts that “lie outside the person.”™ Its aim

i:'l 1J1JiEL1-|PFiL't1IEli, !l"i.'l 1.|.r.||i|-;.r l'|l.1|.IE'|‘!||:|'L'| E]'I'i.‘ dlL |!1]|:r.'-'.1L:|r.|.] 1"1"iL"i.1 ST alimiast ;II\"-'H}":T hﬁ\'ﬂ i
usc—a tuncoon. Similarly, the philosophical idealist Hegel dubbed archirecture the most
|_'|I:'il'|"|:I| of all the true srts in s ability to act as bath “place” and “symbol™—separate but
necessary tunctions in the attempr o create something thar can, in the words of Goethe,
“link souls rogether.” I s obvious enough thar architecrure can acr as a place for the collec-
tive experience thar can, it is hoped, uplift, inspire, and thereby connect one human spirit
to another. However, what it may symbolize is another question aleogether. To form an
answer, it is crincal o differendace berween the various meinings of the word “architecoure,”

[t can, for instance, refer to cither a specific building, buildings tn general, or more inclu-

sively, the ace of studying or execuring the design of buildings, These are relared bur very

Fypaure 1=2. Paposnd Coarburate Hisuldnaren Ars e YVork (epush T, Schaller Architeets: Kohn Pedersen For Woiteseolor anel penci;
Rl Tl | IR TP T M B ||

i ¥ 1 E 1

A 'I':-'.'-lII:'u adistant and -decidedly horronel vigtal veaemient of dhis sehemaric desigs was Chosen fo contrase with the vertcal-

ity whd emphasize the calm of the heavily wooded careh-bound «
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quite ditterent than another building—consider the differences berween a church and a
bank, for example. Similarly, a drawing of a church or a bank as representative of borh the
proposed structures and the act nlltirr.:igniug it may act as another sorr ol symbaol.

The distinction berween the art of architecrure as efjecr, a completed building, and the
art of architecoure as process, the acr of design, is crucial for any discussion of archirectural
ariwork. I'&HHIiH_L’.. q_]mwing, computer grnphi:_ s and IIT1.!_‘L’||,'-1IL.'I!-=:!HF i1 __ﬂ,i.'m'r.uE e |::rg¢.',|r
abour the aristic process; whereas a completed building. even a building widely perceived as
a great work of art, can only represent the arristic process. The fdea may manitese bur the
image or representation of wdeas, as it 1s being perceived by the viewer—is a process in itselt.
Any student of art or western philosophy knows the indispensability of the concepr ol
process in arr-making—painring, music, archirecture, or tor thar macer, the arr of living. I

is the doing, physical or intellecrual, thar validares whar has been or whar may ver be done.

Figire 1—3. Compact Lhse £ oine The Fonr et Eremble {rgazh TN Schaller Watercalos, 2iem « 25cin

The AR of a lyrical "Piranestan” conceit was most communicative of the e of the car by Romaniic compasitoony of o
musical program.
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Frgmre 1=k, @0t i e Tane & i Ipx pafE gl Arosn Designer: Mol Sevenson CHes FALA. Yo nicdia

Wi oo-gonigg prosgect for an cventinal Bl " Taos Haos,” the plan imperos for this desien came from o Meccan Hinchal | ndinn readiion
| T the biceli of 4 child, o Gielies would BEgir Wodbiieg 5 varn o d cross of sog ks, an Uhes de Bl Tood v evel, asa charm v veard ofF evil
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I 1 .
It 15 collective | "-!"-'-|Lx1;','.' about the evolution of f.'rd.f-'.';;{ that Feprescnts progress b a socieky

or an individual, Srrving toward the Abseduee vietually defines what most of us in our indi

vichual wavs hay me co -k now g art
Sarcre, thi Byectivise, defined man as "nothing bur whar he may make of

himselt.” This ani

15 at odds with the '-'l]ili.l]_'.h_['-: ol other !'-hi]e -.'anpitin.'.ﬂ

minds, but not 1o the st wonldd deny that 1t 15 the process u-"*ning that in

many ways torms, quire lic
R.H. Bradleyv detimed sentien

pot exist for us withour our hawv

r lives. I'i;_-,]||-.-r1|||1 century idealist

i % -
LELEE TR l". I'I‘||||'-'k.'. [or instance, «an-

1 house may be, IF the mind cannot

v detien by one of the masoen



know it, in Bradley's world, it cannor be real. It to grasp an wdea s whar makes it real for us,
then the more ideas one can know, the more real life becomes, This delined the [Iroscess of
living for Bradley, a process which, by design, is a march toward the Absolure. For some,
the concept of the Absolute can mean complete knowledge, pertection, ideal love, beaury,
ar ‘..;'”ILI: “Jr [I'II;," rl:!lll'l.:'l_!'ll.“.,'g'lll:l" il1ur|1i:| rlh:mgh, i1 CAr meean owven dL'-'Hll LM l:ll:lli'f“:ll'l-
Considerations of religious beliet norwirhstanding, many thinkers have found a correla-
tion berween the concepr of the Infinite and thar of the human scruggle as represenced o
:_'xpn:m;r.'nl h}' the artistic endeavor or process. Thomas .-'-"u.]uin.aa noted the “clantas”™ ol pure
art “a luminous silent stasis of aestheric pleasure.” Jovee, o, wermed the highest arr—finite
beaury—as static, suspended in space, or ultimarely, as death. These men were discussing,
the Absolute, the destination, the purpose of process—what gives mankind its definition, i

reasan ﬂ‘u‘ ]"Jt'ii'lg_. i[h glt'i![L’.“{l i-[l'l.', '.ll'lli i.l.h l'.lt.‘L'F'I'L'.‘-\.! EOTTO, |'.lll ll||.'|r1 i!ﬂlil. IR THY l.l[;'il:_‘]' J._TI._'il:I_i-".'l;_'

minds, it is this process, this s.rrugglr roswward |wri'-_1_'riun and a destinanon, which, as it s

Figure 1-5. Ars Becte Aafilstmmdi, (08, oo0) Artist/Dhesigner: Thomas Norman Rajkovich, "Waiercolor and ok wash, soaom 5 60 50m

b his e Ne dedfificaroria” weites Rajkovich, “the fifseenth-century architecr and theonst Leon Bactisia Alberni describes e
Tumedamental composicional clemenes of architectore column ond beam (rrabearion ], wall and arch, and ook Tl RLLN] B
!|-e:-r a market |'l'lﬁ|.'.i11 ik i.‘ll."s:l:;-:lltll A5 1 :’u!|:||.|'.' it the combBinacion of -,-I-,.,.,._- -_'||_':||1.|_' Mis a5 1|'|;-:. |-;_-|_,_1|| |_h|_- SCCLOTIEC €l i-_-_||.x Of @ |_¢- SEC |

itn’.'l"l e, 3
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Piguare 10, Ut Pavdabiin Lo peao] Artist Dedpner: Thoemas Morman Ragkovich. Watereolor and ink wasde g0 scm s 007 g¢m

CH his nch et invermion, miodem classiciss Bajkevich wires, A true renaissance of the classical city today requires an tdnderstanding of
the critical wwenbolic and perspectval selationships which buildings-and monumenes form with one another . . This dravang i intended

an an sdeatived demonstranion of what s posable; thar the observer mighe aspire o comprehend, construc, and inhabit Paraciae.”

understood shall never be reached, that has art as its expressive core, The mere staric the arr,
the more distant and abstract it becomes, the closer w infinity and perfection. By contrast,
the more kinetic the arcform, the more real, lifelike, and process-oricnred it is. Along this
spectrum, the Foem of art that is most real or beauriful is a far oo complex and subjective
discusston tor this book. Flowever architecture, ar least as it is represented by the acts of
designing and building in the view of Ellis, Hegel, and Vicror Hugo, who termed it the
“grear mother-art,” can be seen as the most "human.” kinetic. active, and thg_-eg.-_-;-{:.ric-n[ed
of all artforms

Ihe emphasis here upon process is meant ro clarify the differences berween architecrure
as structure, architecture as the ace of design, which has a structure as its aim, and firally,
the ereation of architeciural arvwork, which may not have anything 1o do with the ¢reation
of any parricubar butlding ac all. Iy 15 the latter of these rwo with which this book is most

dq.'r.'F:l-E'.' LLVIE |.'|'11.l:_‘l.|. .l-hk.'h-: |_| p IV eEs |||: ._1!';|".'.'i1'_1_:'_ .|,|:|1,1 P-iil“if‘l[.’, ar |'i|'|'||_-:., :.,|_-.,-:|.; ({8 ] ";Ejn;_-:«i_ur"



actual buildings, bur more o the poing, attempr o visually represent rdeas abour build-
i.nglﬁ_ .:II;_'[LIHJ ar n{][—jﬂ dan L"H'IIL'II'[ [ih I:,ll:_ll:,'l..IIT'IL"F" |h|.: E'I‘n:ll;l_'.':i:'l- ‘Ht. .lli.lﬂ:f'l LlL'\'l'l{'l'E‘]['lt.'E'H_.

“The more anv building as idea is true o the idea iwself,” stares Frank Llovd Wrighr in
. . =

A feseamene, “the bewer 1 like the building,” While 1t may be true thar in the realm ot archi-

tecture only a building can actually e an idea, only a drawing can document the process of
that ideas genesis or evolution. When the idea concerns an architectural concepr thar may
not or cannot as of ver, it ever, come to fruition as a buile reality, then there s no more
proper venue for its documentation than the field of architectural are. It cannot be said chat
wrig_ht L:l}ll'.l:,[ !]t' L‘l]n.lii:_[:,'.n::l. TV |.'I:['|“_:|[‘L:|:||". ol _i‘J:ll‘:lr:r :ll'l_'l:li[liLhI": hi"'\. ]Eg.'“.:'." “lj- hl.li.h SETLCIres
is astonishing. Yet no less prolific or meaningful was the stream of unbuile and possibly

unbuildable projects that Howed trom his pen onto the two dimensions of a sheer of paper.

It is not likely, for instance, that he believed his famous mile-high building planned for
Chicago was ever destined 1o see the light of day. This face did not stop his drawing, his
dreaming of it, or his assertions that it was indeed buildable. In face, it was not only
Wright's most impressive track record of buile scructures, but his invererate habic of “dream-
ing on paper” that eventually caused so many of the frontiers of design and construction
practice to be explored and expanded forever. Bradley agreed dhar if vou could nor know i,
it could not be, while Kant believed thar things we don't know can exist even if we cannor
imagine them, Wright was one who could both imagine "unreal” things and. more often
than notr, make them real,

The distincrion berween archirecrural ideas as drawn and those as buile should not be
dismissed. The value of the graphic abilities of an architect who draws as well as a profes-
sional architectural illustrator is lost within a greater discussion of architecture and is
thercby overshadowed by ir. When an architect produces design concepr skerches ar con-
struction documents for a proposed building, this work, no marter how beauriful it may be,
should rightly be considered as being in service to the structure thar may resule. The same
can be said of the efforts of a commercial illuscrator or architectural perspecrivist who may
be asked to produce presenration drawings for the same building. However, when an archi-
tect, artist, or perspectivist “dreams on paper” using the vocabulary of design or even less
well-defined architecrural conceprs such as srspination, the resultant arework may have merie
not unlike any other form of artistic expression and merit bevond the confines of known
architectural pracrice,

One of the aims of this book is 1o clanfy and showcase differing forms of archirectural
graphics. Moreover, an artempr has been made o illuminate the appropriateness of their

various applications in the hields of architecrure, architectural investigation, and fine art.

Any implied or actual comparison between types of architectural graphics ar indeed
berween any form of architectural artwork and architecture is not qualitative by intent, On
the contrary, it is hoped that this beok will help to clarify both the interdependence as well

as the independence of each of these disciplines. It is not so much the question that one
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ver-changing condivons of season and climate.” The frunework of the howse isa strucieral gad upon which

lidd mareral can be moved ar the discresion of the accupanes or the dicrares of weather:

could exisr v e other bur how well it might exist. OFf course, a drawing or a paint-

ing of 4 builcd + building, bur neither is a building a drawing or a painting. And

sor, while the 1] ients of design may result in a better drawing or painting, an
inventive and im » may eventually resulr in a berrer building. I stands to rea-

son that the aspiring 1Lt ‘thinks with a pencil” may have a greater opportunity to

produce a vahid work of ar e does not,
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Aninentionally hL]iIIJF\.I!IIj"IIl:'\IIIII\. C CORTPOSIEIn Was sebected for this work o emphasive the constraing imposed b the design
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non-graphic methods; specifically, the archirectural model. While it cannaor be said thar this
practice is wrong, the three-dimensional miniarure 15, by s very nature, himired o and
;.l.E'!':'I-U':“JL'Ll I:l:lu' ||"|- [ﬁll'lglhll”? .]-l'll.' kT |'|.||I.'l..:1|.1|.'.|] ['l'H'Il:ll.'I 1% lll'l"\.l!frlql_"".'il;'lll =11 -:l-:'|1||::||:lC|r.|‘.||'.5;
specifics of form bur it can cause difficuley in aftording the viewer a full undersanding of a
proposed buillding’s contextuality ar least in its more intimare, humansscale aspecrs, lssues
of mass, pl_'t‘?.!‘:--.'L'l[n', and scale I'IIZH".'-.'i||1!1|.i!E'IL|i1I.!_‘|, c:-|||_1r' IJ}' mreans ol the |||::'.'-.H|;_'| CAE O

abstract or isolate the essential idea sutficiently in an attempr w ascerrain not only the pro



posed building’s physical characrer, bue its full contextual spint, the feelimg it may eventu-
I.”‘. i:|'-|,|'.||,' i|| ||1|_- l,'i..,','-,'.'r, [l'”\. .;-'.|||'|_'-u\~.h |,| ..,||; |! Ly | e SYNUEEsEs ofF Efe !"-I_'I'. x]{.'ll .lI'Ill [ll-l'.' h|1EI-I-
tual, the abjective and the subjective, is what the preeminent archirecrural arrist of our

century, Hugh Ferriss, termed the “entire trach” about architecoure and thar which he teli
not only necessary, bur incumbent upon archirectural arvises as well as archirects, arempl
- 1

14 l..I|II|II:' (K] I|'|-:'I1 WO

A further defense of the neton of the viabilioy of architecture and architectural art as
: . y ¥ ey
I'Il.ll.F"I'I'Illl.'r'I'. art forms comes from the writer Malraux in his book. Vorces of Stlence. He
srares that, “to the eves of the artist, thines are F:-‘.'il'll.llil'-\.' what they may come to be wathin

'I|'|.EI |'|FI".'I|I. :_'|I.'4.‘| |'|||f'|'|.||!'| '-.".'l:-:'l'-: lil'u:"l.' il 4an II'III'IIIZZII[.I!.iI'.' |1IJf [l |!I.Ir. YEEY) reasomn, ||'|1.'_'.' ||.H-u2.'

some of their arcribures: real depth in paincing, real movement in sculprure,” This process is

1]

Cliiis Hall, o

Ariisl “'l""l;'l"l Peaet I‘||I| Srchitece: Boyva "'-llll:_\\:'-ll-'l |||..|||.|l|.|1,|.|_|-;||| 'w|||'\.

i .
I'hie eugeerimipraiod stction provides the viewes wa tal i £ e guiestions af form and scale without ohscunng the repre



identified by Malraux as reduction and called the very beginnings of arr, He defined reduc-
tion as the process whereby an artise is forced 1o choose a self-imposed. self-limiting, set of
parameters for creation. A painter is limited o rwe dimensions, the composer o the senctly
aural, and the architectural designer to a lack of real abstraction. More importantly for
Malraux, the artist’s vision is formed early in life and conditioned by the objects or ideas of
his or her passion; thus, the sculptor is primarily impressed by statues, the painter by paine-
ings, the architect by buildings, erc. So then, the ardist is in youth “more deeply moved by
hi:ﬁ. "l.riﬁi_l_;ll L'}:l_"lC]'ii_"‘]]{_'L"H ﬂl'l:. “’{'Irkh'i :_:I‘I'I ATl th.ﬂ” h_'l." lh..'ll ‘I'll'. [Il.li." ||]i.|!g?| [I'I.li.":l." ]ﬁ'.'Pl'l:."'ili.'l'l.[—E'H:Fhﬂl.'lﬁ l;:lJ-
natare as @ whaole,”

In this, Malraux makes a deeply important poine. To illustrate, it a landscape pamter
sits down 1o paint a sunset over the sea, a reasonably faithful representation of the scene
may be produced, but the artist’s efforts are ultimarely informed more by painting than they
are by nature. The red of the sky and the blue of the water may be the arist's inspiration for
a representation, but the colors of the pigments are used as elements in a world—a separate,
private, and viable world—that the artist builds with each brushstroke upon the canvas,
While patnting may be said wo spring from naturee, clearly painting is not nature; nor, for
thar marter, is nature to be equated with painting. The artist’s voice exists. perhaps in tan-
dem with but separare from the clements of inspiration, A painter of seascapes 1s not neces-
Eﬂrii}r o Whﬂ iﬁ PT“'I-I.;_Iril}' E_:I].;]I'II”FL'RI "I-'l.'.ltl'l “'Il.,:]'“'l 1|r1£_1 WteT, |'||.J| CRINL "."i'l'l'll At hl:.'.;l” |[l'|."‘|.'l"\. ll]‘l'
painrings of these things above all. o, iv is the archirecrural arrist's painrings, nor necessarily
the buildings or cven the ideas of the buildings, thar may inform them and hold the key wo
the true significance of his or her work.

Dl.'i.'l"u’f'i”g |"|ii.'\'j “ﬁt."ll |]1:.';'|'|. '..:[TlT'IET;i[I..'I:i fin !.‘lrlgu.ug,t'. .;,Ir'll.'l-t]lt"l' l.nrm UI. iﬂlt:;ﬂ u,:nr]lr]:ll.|:|liq:il:i!:lr1.
Bur, it is more 1o the point to assert that drawing # language juse as are systems of words,
numbers, or musical notatiens. Drawing is an atempr o establish a comprehensible order
out of an otherwise jumbled barrage of perceptions and stimuli, Communication is the
shared goal of any language, bur in the various fields of the arts, something more is
attempred—namely connection, explanation, interpretation, even enlightenment. The work
of the poet Wallice Stevens was largely devoted to an examination, by means of the written
1'.'-"““],. “i—lht l:'l.lll';.'-l'_'J:][ L}i— L1I|:_{|:']'. .ldll.“ ]IHETHIH 1.:[1L‘|['.||1|'Hr.. [TL'F]“I."_'.'H I;_'f'l['l':ii.'il:]tlhl'll;"'jﬁ il.""ll;.,'"... Wik l.ur
Stevens an arremprt to cast a net of order over the essenrial chaos of life. In his "Anecdore of

the Jar™ he writes:

I placed a jar m Tennessee

and rownd it was, wpon a hill

the wilderness rose wfr lo ot

and sprawled around, wo longer wild "
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CHAPTER TWO

The Perfect Drawing

For those ot us who have spent our lives attempting to complete the “perfect” drawing, one
natural and understandable assumprion is thar we must, somewhere along the way, learn 1o
draw perfectly. Armed with this somewhat naive and inducrive conclusion in mind and a

pencil or pantbrush in hand, a near-endless journey commences tor the would-be arnst,

]';Hllﬂ.' 2=1. Uwirled Girz) Alde Bossa, AMioed medid, AACHT & JOEE

- [V (1]
Phousgh at fiese glance, chis work may appear deecprively “childlike” i its strmghiforward pr
sentatinn of simple form. there s 3 more complex story hidden in the intentionally davivive
COMPOSIEn and the conflict that 15 '-Ikh-.l'l.:lllq'llrl'. carabbished winh ailer 5 [iFCse i il ele

INFCTRES. HLHi.LL' ||:I.-I.' EII:I:lL' |i$‘||:|?:', '\-\.”ELII'I'.I'1 n.'j ar I:I'll_"' VY CENICE Ilj. il |||I..



Thinking that perfection must somehow lig in advanced knowledge and expertise, we see
before us a daunting series of educational, technical, and intellectual obstacles o overcome
the pursuir of “perfect” drawing skills, is an activity o which entire careers could be and are
devared. OF course, éspecially early on, we presume thar if we mmavel this course successtully,
Wi 'i"«"jl] I'I'i_"' il_'l'i'[l:\' ]'1_""|'|.".'.'|:['-I_‘|I_"IIJ 1|-'||'i_[|__| [I'Il._"' I:jl_'}:]rl.,'d |I._“||'{'|H “1 L"KF'I'L'”IFJ.'. .H:Ill. .'I.f-[L‘I' sOme 1i.|“:f' WE Lot
thar these hurdles, even if systematically and perfectly mastered, may not hold the key o
the skalls required o achieve the palest shadow of perfection. There 15 somerhing missing
and something which, even after vears of study, one may stll nor possess,

T'Jl-'.'hr.ﬂ||1'!r1ir1[='| what consotutes the "prrﬁ;:::“ dr.'lwing—nl architecture or any other sub-

pect matter—ought to perhaps be the first avenue of study, Bur the answer 1o this mystery

r1|_l|||ll_' d— 1 Amemiil =y b st 155540 a 15 1
I ke lime perbectly disscribes definime Bovders: what isin, whoi s ouns Tev ik eaxe, the
smmal s Jonch is-allowed o g the “wness of the cerature’s contoui



may not lie so much in smd].r, or at least nor in the formal definition nfsrud}r, that impl.ics a
mastery of more and more advanced rechnical or intellecrual acuiry. Surprisingly pechape,

an appreciation of the drawings of untrained children provides an answer ro what it is that
constitutes a “perfect” work of art. The differences berween the visual representarions done
by a child and those of a tained adult are apparent enough. However, what may not be evi-
dent in the comparison is the facr that the adult’s work, no matter how polished or accom-
plished, 1s not necessarily better. True, the child’s woik may display a lack of definition,
pethaps an nvemimpliﬂcacinn of detail, or what may appear w be lirtle understanding of
proportion and perspective, The adulr’s effores, in wirn, especially when distinguished by
years of study and pracuice, can certainly achieve finesse, ‘f;ampiﬂmc&s,'-’ and sophistcation.
But it is the seemingly intangible and emaorive aspects of a child's drawing that ene often
finds lacking in the work of more highly trained individuals. It is the uncanny ability of a
«child to be able 1o represent something in its most pure, moste simplistic, and yet, ar the
same time, most surprisingly complete and relling torm. It 1s the supreme error of the adule
mind to equate perceived ;ﬁmplmpr:ss with “correciness”—or technical complexiny with
-*'<‘-'5|.1__[:ltril:iI'i_t;:',?'.'H In fact, the drawings of children as well as these from carly or so-called “prim-
Jitive” cultures display remarkable insighe, skill, and complereness within their own, not nec-
essarily unsophisticated, frames of reference,

'%mi;ﬂ. Bl Fidd (19861 Mathan T, Schaller. Crayon, 780m » 1r7em
ﬁ&ﬂﬂ ﬂf”fl:!d'uﬁh #émti!ﬂ h|::|1: andd Thtanln't:l[nwed i to wssime the appropriate level of visual and composinonal
“impartance by completely filling the page.




When a child reaches for a pencil or painthrush, the results, ro the adule eye, more

'\-?I.|1.'||. -|‘|""!'|I. Ar T4 1:".' |'|I|I,1'I.'II."|:"||"|' |'|.|i'l-'i. ||:|L|. |'|I::"""-.i|.l-.'. '..'.ii.||"|'|:="_' JACEE :ll;"i" Al \-:.'“.- '."‘ill!‘|f‘:-'1||:|‘!|. Tl"l..’ll.'l
an exercise in farchiul FEPIEsCnTarion, But whar mav be viewed as a childs |Eu.u[|1p|:'1::, unde-
veloped, or limired way of secing can just as casily be assessed as an alrernarive way of see-
ing. These drawings may hold clues o an invaluable way of perceprion lost ro most aduls,

even to adults involved in the dav-to-day business of picture-making. Tt is |iur.ll|_1-' rhmugh

the eves of a child thar the tramed adult may learn those illusive skills thar can make his or
her ettorts at the drawing rable finally begin to approach the ideal.

UL T e |!||"' Ll s VATHORE: YRSWE ol i klll.l'll.'ll.'h |'I.'11I|_||i'3.1
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In his indispensable book, Art and Viswual Perception: A Paycholagy of the Creative Eye,
Rudoll Arnheim examines the drawings of children in an anempr to discover the genesis of
perceprion, the ways in which the human animal uses visual representadion w express per-
ception, and as a means of understanding perception itsell. In his own study and investiga-
tion of the work of others—educators, psychologists, and art therapists—Arnheim
convincingly argues that, far from being thoughtless excrcises, the drawings of children are
charged with meaning and clear representanion. Moreover, he asserts that this representation
is 50 clear as o appear abstrace, even :-.-}rmlmli.-;, 0or -;_'nm_'r:E'rlu:ﬂ. It is Arnheims belief, however,
that most children’s work, despite our more adule preconceptions of “symbol” or "concepr,”
is largely representanional, albeit often highly stvlized. He rejects the popular, so-called
“intellecrualist” or conceprualist theory, which delineates the division berween perceprion

and conception to explain why children draw the way they do. Simply put, this theory is

iiigl.ll'd' .5 .r'llllan' Sty Muildveg . [ppRA)
.ﬁ.‘i‘nl R Dl.'l.'h.t'r. ?"Ilrl‘l‘.'l FTem K fkm

Dlespite any apparent abstraction. it i
m fact conceptual representationalism

ar work heres the "fomvnes” of the

|:||.|.i|-.!i.||1:l Ay as .-l||||-.1||u:||.: EELSLE-

piomal factor.
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ir. Uridler this discipline. it is believed thar children know the world and, therefore, represent
it graphically. largely by relying upon non-perceprual, non-visual, and “abstract” concepis,
such as language. So for instance, if a child were asked o draw a hand (relying on an exam-
ple from Arnheim’s book), the primary impetus would not be derived from the visual model
of-a hand but racher from the idea of a hand as T:‘i'-'rf-'ht'ﬂhl“d h}" the kl'l“"'n"r']ﬂill-’,'-‘ aof its h:ﬁ'ing
five fingers. The child would first and foremost grasp the “fiveness” of 2 hand and represent
it graphivally in an abstract way ro caring lictle abour the look of the drawing bur taking
great pains to be certain that the correct number of digits are present. Perhips most adults
would view the child's actempt as quaint and certainly as technically imperfect.

But by conrrast, it is Arnheim’s belicF—the Perceprualist view—rthar while "fiveness™ in
this case may be crucial 1o the child, it is logically deduced purely by representational visual
reference and not by any sort of language-based abstraction. Furchermore, it is for the child
the real idea of “fiveness” that is parmmount. It is not important, therefore, that the hand
loks “perfect” bur thar it be perfectly represented. Figure 2-5 demonstrates material
enough to fuel this debate. The drawing was executed by the author's voung nephew follow-
ing a conversation berween the two on the wpic of a forty story building. The artist, having
rarcly, if ever, seen a building of thar stee was very taken with the thought of such a monu-
mental struceure and determined o draw one. Ir is clear thar the specitics of a partcular
building arc less important here than is the reprosentacion of the generalivies of a large
building. Moreover, it is evident thae, in this piece, "forry-ness” was the all-important realicy
tor the arrist to represent, as will be obvious to the reader who has rhe patience o count the
exact number of windows shown. A conceprualist view would hold thar the child’s only
input was the language-based conversation with his uncle; he construcred the entire image
based upon purely non-visual input. By contrast, the perceprualist would argue that the
child drew more upon his previous visually perceprive knowledge of both windows and
buildings to complete his work, But clearly, it was the notion of “forty stories” that was
most criical o him, which he wenr o great lengths to represent. Sull, this is a representa-
tion of a building, not a-symbel of a building: It is a generalized reality to be sure, bur it is a
real and not an abstracted concepr.

Arnheim postulates that, despite appearances, children in fact do draw what they see,
but more importantly, nor necessarily alf they see. They know something thar endless study
and academic pursair can rarely teach the adult picoure-maker—when to quit! Children
know what to put in und what co leave out; in shore, they know when a picture is finished.
A drawing by a child may be simple not necessarily in berrayal of any lack of perception or
insight or because of o simple absence of skill, bur because according o Arnheim, “ir fulfills

..I“ [!'ll_' I_'li!]'lili.|il2!-!1.?~ I'1|.' AL C ',l:.-‘II]I.'L' [id I'I‘H_"I._'T_“
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In chis highe, how brave, beauritul, skillful, and communicacive many so-called naive
works begin to appear, and inis in cheir clarity and direciness thar many macure effores ac
visual representation begin o pale. [f we look again ar the image previously discussed, per-
Il;}l,E'I-H W i hu._'g'ln EOb s .~.nr1|g'|]|i11g more than ium; T x1r11p|i'¢r'ﬂ' 0 |_|'|.i|r|1|.i:u§_1 i1FI.]l_’|L"Z ilie true
essence of the subject marcer emerges. If a more marure artise were asked 1o creare a drawing

based solely upon the phrase “ftorey-story building,” how much “berter” would the resules ber

i..itn:r i]'l. |Ii"|| \\"I'lrl';.. |'J'ir|'.||_|k‘||l'l ASNCTES tl'l.ll ]1{'T1.'I;:I'?1i|:lll ll'";,'g_i s "11r.i1|_| [!'H.' II';'l"n'.l'l'nl'n'l'.lll .Ill'i.i |||:':"'LL"|."..|."‘:-
to the specific. Bur perceprion does nor, in his view, commence with specifics thar are

abstracted 1into gencerahioes by the intellectual process. So then, it may be i the abiloy to
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Figore 2B, Caitle (1993} Benjamin M. Decher. Marken 25.6om « 20.50m

Fireworks and serucoare work togecher, in perfect balance, fir an especially

convineing overall acmispherd
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both grasp and represent the Ht.'.'lll':l.'.'li, the sesenrial in almost any Eil-'l:r'l HLI[‘.r'pEEIZ thar a child’s

clrawing can astound even more than it can charm. And it is this abilit}u ost to most adults
through the demands of the aging and educanional processes, that can make their attempts

at vistaal r::pr::sq:nmrir_:m while pn;:rh.n]:-:-; rich in technical skill and intricate detad, so mmjng
of spirit or ultimartely even of substance.

In figure 2-8, we see what may be termed a simple representarion of a castle. However,
this artist {the younger brother of the auther of the previous image, but having completed
this work at a somewhar older age) has in fact truly caprured the essence of the subject mat-
ter. Drawn shortly after a family vacarion to a cerrain mid-Flerida theme park, this image
distills the central figure of the structure o 1s most elemental components, More interest-
ingly, he composes the fireworks display as an element of ar leasr equal importance o the
archirecture in the overall composition. The human figure, centralized bur slipping oft the
page, is Imporeante, bt is |_'||..'.lrl:.-' .*-.L'-::mul.'Lr}f and, |:|1::'n:h}u gl::c:idt'dhf merwhelmed by the
kinetic display. No ground line or plane is indicated, not because the aroste lacked dhe skill
or knowledge of the concepr, bur because it was not deemed sufficiently important to por-
eray in the everall work. In fact, there is nor one stroke in this piece that does not serve a
purpose and which that should not be exactly where ic is placed. Morcover, the lack of an
apparent ground line gives the overall composition a more highly defined emphasis upon
sky and atmosphere. Notice how the whites of the page, the negative spaces, have as much
weight and importance as the rendered areas. This is a very effecrive technique that many
older, more “skilled” artists would do well to study.

The expression of morion is another charactenstic of many children’s works, which is
also addressed in Arnheim’s work and clearly evidenced by the previous image. The fire-
works quire literally explode oft the page, their trailing light rays are almost diagrammatic of
the idea of motion iself, Arnheim differentiares berween CXPressive, Phj’ﬁiﬂﬂl1 and L{E_q.:r[}-,_
tive, representational, movement in children's drawings. But these qualities can certainly be

identified in more mature arrists’” work, of course, as well. I is Arnheim’s view that children’s

need to be physically active carnies through ro their visual representations. He addresses the
simple, primal joy of movement as it may be expressed in the creative artistic act, The
purely physical motions that result in a representational “product” are, simply put, a lot of
tun. Here too, this simple pleasure is all o often something that years of concentrated

effore may dilute or steal away complerely in the efforts of the adule. Happily though, this is

of course not always the case as quite convincing examples of represenrational motion can
be seen in the works of painters like Monet, Jackson Pollock, Williem DeRooning, and the
[Thee I:,i'll'l[l.'r'l'nl,'-lll.!' T Rl .: |?\-q.'!""..'!. [ name I'-I;_"l.\'_ .l.lhli." ".-'-L'I'r'|' .I'.I['I.I.Shﬁtrl;}kfs. in. n'!ul:-\h 'I:I'!'- [hEﬁf

areists’ works vibrate, or leap off the canvas, In the world of architectural design, the con-



cept skerches of London-based architecr Zaha Hadid come to mind as especially representa-
tive of this idea. In the case of Hadid, though: her graphic representations are clearly an
artempt to communicate, as tangibly as possible, her design sensibilities. Thar is, the sense
of “movement” in her drawings would be only as impaortant as is thar same sense in the
buildings she hopes to realize,

Interestingly, it is precisely because physical movement is so crucial to the child, that
represenations of movement in a child's work may be juse as crucial. In figure 2-9 by yer

another of the author’s voung nephews, the title, “The Wind.” 15 apt enough. Amheim and

athers would note the circular shapes as absolutely fundamental to the beginnings of visual
perception, and, therefore, eventual representation—the primal circle—is the key concept.
Bur it is here in the urterly appropriare and descriprive brush strokes thar idea and percep-

tion come together in a near-perfect representation of mood and movement.

qu_,urr 28 T Wed {rgas) Thismas _I- Savers. Wharercolor, TOLSCIN X 20T

The senge, the fecling of a child’s poy in movement, is perfeczly caprured here in a series of vigorous “pramal” circles.
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Figure 210 displays, for the author, 4 omewhat mose roublesome problem in that ic
-« anie of his own earliese effores, Tn an attempr o be as objecrive as possible, 1t must be said
thar an carly facility and interest in deph of field, proportion, and perspective are evidenced
hete and thar the journcy from general to specific in representit ional terms had already
begun in carnest. The subject was a nonexistent house (an early architectural woopian fan-
rasy’) and its “ideal” inhabizants. While the general specificsof a house were undoubtedly
provided previously 1o the artst by visual perception {unforrunarely, not quite as success-
fully in the case of the sun, trees, or birds), it is the essential idea of a nonexistent “ideal”
home represented here that may be of most interest: the connection between the drive it s
roward, visual representation, and that of architectural design. The artist was intent upon
representing a pleasing environment—trees, sunlight, birds, and a family enjoying all this,
hut most especially, their home—the essent il Focus of the picture (notice the relative scale
of the figures), The artist, apparently pre-destined to a career in architecture and its repre-

sentation, must have believed he was awempring to state thar the “right” building could

bring happiness—the American Dream of the post-war 19505 incarnate!

|':IFI-I:I'E 40, Heaiw [nagh] FLT Sk
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An addivional and bnal observation from Arnbeims work with chitldrens drawings is
the importance of the face that the process of drawing or painring fand incidencally archi
recture iself) differs from |1|]||[ngl'.|ph_1' i thae e |:|'|-n-r:h u|||||'||||.|5|1' It 15, nor unbke th
very process of perceptual development itself, a comulaive an butly up in stages wherely
the resule, bur usually noe the process, is seen all ar once. This is especially critical for the
artist to comprehend and remember since ar hearr it contains the simple trurh char are s
not so much i the paine as in the ace of pancing. In other words, the statement demon
strates that the proces ol art-making is as imporcang, iF nov in oo more impaorcane, than che
produce of art-making. Therefore, if the process is true o the inital conceprion, then 1
must tollow thar the produce will resule in enhancing, rather than obscunng, the essential
idea that tostered its inception,

Hugh Ferriss, the grear American architect, aruse, and visionary, urged architecrs anc
architecrural arnsts o atccempr w tell whar he referred to as the “entre vruch” abour amy,

|_'|-|.|||-._Eil'||_!' O SV ITOITEend '.'-.!'1|I_|I e I|'|i'i_'h||‘. |'l-.' |.__E|::-._'-.| IiI,lllll (o draw, As |'l|'|".!l'-l.-'\.|'. "\.I.|r|_|| I=||‘-\.

"ITlIII'I“ Foar I'I..'I'I'-\.'-. I.I'III'-\.i"'[l.'Ll il |!-LHI'I iI'I|IIFI'I5|.IIIl.ZII'I .LII|| 111K IPI-\. LB BT, .ﬂ"-:lll. ‘-llll,"-ll-\.lll'\ﬁll.. LATLEel

|I_!_'I-I|'-' 200 I Vinisponr heifaunmt amd Ba Irrney I 2 UUPL ] Il '||||I'h'.'.:'|!.'|l::-l-\.| Faha M, Fladed

ciawan., k. ard acrele on bl recidpe PHEPLT, 20001 X 5207
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ble, objective architectural informacion 1s inherendy more simple For mose ot us to poroay
eraphicall—lor instance, the specifics of brick, stone, steel. or glass. Yer, since architecture
is a sculprural, three-dimensional art form, i is insutficient for the ardst o aempr o
mercly render physical facts upon the two-dimensional page. Tt is one art form anempring,
tor fully express another. Therefore, Ferriss thoughr iv essential thar the architecrural artise
attempr o represent visually something of the feeling, the spirin and the esence of the
building being portraved along with physical information in arder 1o el the full story—
this entire truth. Just exactly how one attempis 1o go abourt this, the process of how o iden-
rily and hopetully o caprure the elements of this essenrial 1dea, is precisely the aim of this
book. For the contemporary arnst, regardless of medium or subject macrer, there are pro-
Found lessons ro be learned from the works of Ferriss; Ihnmj__rlh a ganntlet al sophisticated,
often commercial architecrural specificity and conseraine shines the essential light of inspira-
tion with a childlike clariey.

JIHI.I.I I.]lll',_lﬂ,'.f!'”.i”'ll.lil'lg ”r |hL' ﬁﬁ'[lllﬂl” ii||i1:|' ‘.'IE- |'|l|'|||..-| e oereat i"r'L" l'l"ll:ll.'.'l."r'”r Wlk [.l.]rrh["r i]Ellr]'Ill'
nated by Arnheim via the wrirings of Baudelaire who wrires, “A good painting, faithful and
equal to the dream thar gave birth to ir, must be creared like the world. Juse as the Creation
we see is the result of several ereations, of which carlier ones were always made more com-
|'.|]1:l'1: IJ.“' the nest, o a Ft:iiliting. if handled h:!rrnnhiul]l{]:ﬁ, consisty of a seres of .‘-:l|.'|1ﬂ'l,'i|2'|1—
posed pictures, where each new layer gives more reality o the dream and makes i rise
another step roward pertection.” Perhaps with a broader, more wholly inclusive approach ro
T 'i"r'["'li.. i]“]ﬂL' ”l- L1% "n’i'h‘l"l ".]'"3,'1“.! Lr t.lr'l'“,' -_][11.‘|T|.I_'||-|['|g i1 I,1leL|_1_l'i:L' I:'I'I.'[II;_'I' "I-'IH&[I_"'II il'l'lﬂ_g_l:_"'i I-I'!.ij]r'
learn to develop, along with our continued effores ar rechnical expertise, a grasp of some-
thing of the “imperfection” of the child. Whar level and whar types of informartion are
needed in a developing work may become more evident to us, just as will those thar are not,
fﬂl ET:'.\'I', “i- i hﬂ.' ;Fli}ijrl.'l-i“'i';l"i."l | L=k 5] i.l.l“.l fil]lgﬂ H{.F:II'IH:H IS gr:jpl]i:; l'l.,:{']'”'l.l‘l.:ll.ll,_'ﬁ .I'I'l.\,'l_:L' I;,'h_"'l.'l._'ll;'llp, -lll'EI'.','
full story, which the work has o tell, may be allowed o emerge narurally, more clearly, and
with less effort, In this way, what is truly essentiad in our work may become, to ourselves

and our viewers, more perfect and more perfectly clear,
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CHAPTER THREE

The Essential Idea: Objective Form

If, as we have seen. children may have the innate gift of expressing the “essential” in their
drawings. 1s this ability necessarily lost with the passage of our years? In our inevitable jour-
ney from “the general to the specific” by means of age and learning, does this possibility sim-
ply wither and die or is it in fact “educared” out of us by the intensity we must give to the
particulars of our chosen professions? Malraux stares withour equivecation thar “the are of
childhood dies with childhood and with the development of the will.” Yet, while the actual
ability to produce the art of the child must of necessity wane, it is more likely tha the abilicy
to see and, theretore to express, the “essential” is not so much lost o adulis as i is obfus-
cated. We finally need o learn what we did not need to learn ac first.

Thar this learning can and indeed should occur is clear enough upon a briet survey of
the great art and artists throughout nme. Almost withour exceprion, whar distinguishes a
wark ol great art from a merely good or comperent work, aside from and often even secon-
darily ro a supreme command of rechnique, is the unassailable clarity of the arnises vision,
Regardless of the complexity or technical mastery and sophistication of any work of art, it is
the primary theme, the inspiration, the “essential,” that shines through the entire compaosi-
tion and differentiates the grear from good or merely comperene work. It is this thar above all
should command the viewers attention and respect. Whart exactly thar one essenuial idea or

viston may be varies, to be sure. trom arnst to arose, even trom one piece ol are to the nexr.

For painters such as Rembrandr or Caravaggio, light as well as the symbolic meanings of
light—rtruth, knowledge, apotheosis, redemprion—defines the very essence of their work. It
15 this one supreme idea that reigns and, moreover, that 1s served by an astonishing range ot
technical command. This "']:ll'it'lfmj |ig||11'I iz but one of the essential ideas that can be used l‘l_'.'
painters (to say nothing of the archirects of the Carhedrals of the Gothic Period, for
instance!). Color, tonality, torm, composition, and tension are among the devices thar can

I'r_'E'I'I't':-it‘.!l:l- 5'|-'[1]|':|13I|i2.".t!. eVen act as ||:H_' I-III"I{‘Ii!['I!IL']'Ilill SEHemens. }_'nr I;_‘!{jhl'!l'l]_llll._'. Ijll!' LZ!JT!l:I_'I.]'[ Hr.

tension-—the intentional dialogue established berween two or more separare and conrrasting
ideas ol equal importance—as 15 evident in the simple example of balance berween dark and
light. has been a highly favored device by painters throughour the history of are. The abstract
expressionists of the [950s were especially notable for their work in chis area, bur no less
f..'E.E:L:E,:I'i'ﬁ"‘.: 'llﬂ;" |_|"|ﬂ?i'l.,' ITHEATE :Hn-dur]li.lil. L:‘FI.IH]"E AT 1_"]1: I._'ll.,"['l"ll.,"l'l['.ﬁ I:JI'. iiE_;htlllll'ﬂll_“_' 'lu'f':lhil:,l'l ﬁ'hl:'ll"l].‘hjl-

rension in pniminga by Vermeer, Coror, and i"'r'ii!l'lll.fj:,"fll.u-



|'|_1{un.: = el W= Ead il proiwctiny fan abll ple (BRz) Al Designen Arthor Besestord Pige
CIEG1=F234), Yo andd mbk, so5om 563 somy Caosuttesy al The Birinsh Acchirecrisral Library. BIBRA, Londan

Shades of Beardsley andd Tharer as well as 2 heavy dose of Vicrorian-era Gothic resound through
rriueh of Piee's wark, snd swhile mane of the dav desmed 1his particular work loathsonse, it did
manage o secare bor s duthor the RTRAS prestisivus Sodne Medalbion in 1882, Az the very beast,
bue Fanewsng iz seceeeds o conving g the viewer of the communicatve potennal of an essen-
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Certainly no art form is excluded from discussions of the attemprs 1o establish an essen-
tial theme—a single pure and overriding principle that debines the work and, i is hoped,
shepherds the audience wward the desired goal of understanding, perceprion. and fecling.
The disciplines of sculpture and poerry, no less than painring or architecoure, are guided by
this principle. Music utilizes many devices, not unlike those of pamtng—dynamic range,
balance, wension, rempo, chromancism—to represent and even o imspire a whaole spectrum
I!li.'ir'llL'[]L'L'Ellrll Lll'l:ﬂ,l L'l'I'I‘I'ltil:lllu'l] fl..'."iij“]l?iL' ill. 1|'|¢.' |i'-i[|_'r'|L'I'. -E.llﬁ.' ".".'l.rll-'. [FI. HL‘L‘I"IIW&'II i"i |“.'|||.!P". CMILC
of the clearest examples of the effective use of these properries in his large scale symphonic
works. But think, too, of the canoy of vision and skilltul shitoing of key and color in smaller
scale works such as the Flos Campi Suiee of Ralph Vaughn Williams. Unlike many of the
compaoser's other works, which have as their theme an almost otherworldly spiritualicy, this
picce represents, almost replicares, the feeling of longing in the very secular search for earthly
love, Tt is the artist’s inspired choice to contrast a wordless human chorus with a distillation
ll‘l. ﬂ.':l'lh:'." "."i-'ﬂl.lLl'k"i'illi.l. POy [0 Creaie Qi :"|-|.|.|I.|:!|'I 'ill hﬂ]l“”"i[:'.".. ".'-.'l"lii.]l. '.t(:ll.""\. 1l "\.il.:'-' |.r| Tl tII'L' LIsES rif

atonality 1o establish a palpably human mood and atmosphere. Choice here is the point—an

Fagwire 3=, The Bripissineie i Mo Yark (1o8g) Artist! Designer: Albere Lorena, Ink line, spaom 5 148 2o

E;l.'w ATTISE I.'.:il"ll:lil II'Il. |I.I|1 F"Iltl:'llll.I] of thimr |jb||'-|'|'| |r||'|,[i|||'u L[5 []'ﬂ 1,"{|'|r|_"::.|l.¢_' ||¢_'i.rllq_'|_' il Livcids T e ||1|||||1III tha céstildist, i 1l sisnae of
movement inherent in the '\.il:llpl-.'. hand-drawn ik hine are .;'-;||',,|pq.||,||;.-,-|,| within this ]”l:l'l"‘ elaouebeful, wicey, -..-.|||:--.||,,,||..,-,| Plice o
intorm the cnnire soork. Thic arase suecceded in making the vicwer belicve thar the drawing s playful, omanic wmeenn would hove been ampaos
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appropriate choice of means o achieve the desired end. These rypes of appropriate and suc-

1¢ canon of recorded music, from the

cesstul choices can easily be experienced throughour 1
scoring and instrumentation of country and folk music to the sophisticated and subtle use of
leitmont in Wagnenan opera.

“Primal light" has recurred throughout the ages as 4 profound theme in architecture as
well, bur never more purposefully than in the Gothic Cathedral architecrure of Medieval
Europe. It is no exaggeration to suggest that the very stulf of light itself is as much an ele-
ment in the design and conscruction of the cathedrals of Chartres and Salisbury, for exam-
ple, s were stone or timber. As in more modern painting, the use of rension as a guiding
principle recurs in examples of more contemporary architecrure—perhaps as an appropri-
ate response to or reflection of current social conditions, William Pedersen, in a recent
essay appearing in Kebn Pedersen Fox, Avchitecture & Urbanism [986-1992, defines an
approach to the expressed duality of his recent design work as an intentional dialogue
berween harmony and conflice. Pedersen sees this duality or tension, which is one of his
most central design themes, as largely inspired by the ancient Greeks” dualistic view of the
warld and the human condirion. Represented 1o Pedersen by the symbols of the bow and
1I"|L' |:'r'r'|,'.' |"| Al 1'.'-'.];'“][.:{: I“:i“":”:rl “I“l'.ll:li'ﬁ'il'lg '{'Klf‘,‘“lﬂ'h—hlﬂﬂh |||r'||.| "u’h'l_]i“:', gﬂﬂd 1"."“'.1 F:'L"i!l i?ir[]"
and dearh. Each instrument, one of war, one of peace, has an clemenr under compression,
the curved frame, and tension, the linear cord, and, thus, from cach is 1ssued its function
and its beaury. Pedersen goes on 1o quote the grear cellist Rostropovich as saying that com-
position censists of standard and exceptional parts and it is from the dialogue berween the
rwo thar music can resule. I is this same tension, this dialogue and juxtaposition of con-
erasting and similar elements, which so often gives a Pedersen building its singular grace,

strur.-ugrh. and dynamic sense nl-'purpum;,

Figure 3=6, K Ditmidioial Aopead Campolidion ok it Lomossne Ve (gaga) T Schaller: Architect: Kohn Pedersen Fox. Warercodor and pen-

cil, jxgem 5 G jem

A commanding and primary interior versical surface dictated the organizational structure of this praphic representation as well,



For the maker of architecrural images, such discussions ot the auronomy and interde-
pendence of content and dntent in a work could scarcely have maore relevance, In the most real
sense, when we say we are drawing a building, for example, it must be undersiood thar we
are in face not drawing a building so much as we are drawing a represensation of a building.
As discussed previously, the intent and the content of an actual structure are, regardless of s
subject matter, vastly different from thar of 4 two-dimensional arework. I we, as makers of
images, set out to illuscrate the qualines of a specific fudlding rather than the qualities of a
specific drawdng, we will not succeed. A builder must use the elemenis of building to build, a
|1n:iEr|t+.'I‘, the elements ul.}:l.'ﬁnli!'igI (11 |1.'Li|11. Architecture in its varous g]li*i;'h has, more often
than not, the building as its aim, whereas rwo-dimensional arowork, even when representing
a building, has the image as its goal. 50 an arost, seeking to “paine a building,” can never uri-

ti'.l'.l: ||"H,,! '-'I-I.Zl.l.]:ll CONMEenNE Ell II'ILIl I'll_l!ilﬂli]lg |']l]|: IMLsL !-i!.‘l,_‘l'-'. LLH] FL'!_'.IF-L'SL‘H[ [hl_‘ .':|'J|"{-'Fi|f ll_'IE. [h_l." SUIULCTure

Fipure 37, Hmaersiy of Peinsplonma (o2} T Schaller. Architeor Kobn Pedersen Fox. Warercolor, 42.gom % Gfesem

A schemarnic SLAgE acrial view of this r.ll."'.'l.'|l.a-|.'l:|ltg |.|-:.'\.ig|1:| W 1'|||:||p||:_'r|.'-::| w0 address generalities abour context and volu
metric concerns, and o avoid unnecessary and premanie specitics,



by means of the ceneent of puntng—speahc mediums, techniques, and approaches, It is pre
cisely for this reason thar many examples ot architectural arcwork are commonly thought of
a5 INECrar or -u'-,.l:'n.l | LT TR I|| L 'killll!l'\- Art abonr art " | |:._' ST "||_'|'|4_‘||_'|'-:|'|IL'.-'- |'|.|__h
an almaost PreporEinc e CAsti- L II.|:. ICnos DELNE that It 15 an ATTETIRT 1o merely” l.ll.',',‘1-‘.'1. COPY, Or
imitate. Yer even when ar their most simphistically informational level, ir is inaccurare o dis-
miss graphic visualizanons of archirecture as nothing more than denvatve exercses. Architec-
tural arowork is an attempr o frecze in ome an image of something thar, more otten than
not, does not yer exist. It is 2 unique discipline dealing with the intellectualization and visual-
ization of a tuture marerial body. The arost muse discern the mmrenrot the proposed three-
dimensional building by means of the conrent of the artwork, pot that of the ||u':|L|j||g, and
communicate it clearly in owo dimensions. Furthermore. that communicated intent muse
come to terms 0 some wav wich the intent of che artwork ieselt, Ir is here that the artist has
the preatest challenge.

['his intent, this governing principle must, as we have seen, be clearly identitied and
commuinicated mn a work ol art for it to achieve any measure of success, and o lessso, 1In
architecrural arrworl. The relationship a proposed building may be intended o have with its

site, with the ne |_L'|'.|m|'.||g: buali environment. or berween the elemenes of 105 mass and nega-
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tve space are all possibilities for the sense of nrent which must be communicared in the
'uI"-lI.:l Lagee. ||Il.' |"|.I'| il II:-.'_l'I[. "\-I'I.Il.ll' and "'\.I"I.Illll'u'l.. I*.'||:'-..’I'-'I'- 1 .||l'-.-'-||"||l|| -|||--: and SCale
are other clues, The successtul arrwork has a lucid sense of prionization—a clariey in s
concept speaking ro the viewer as o which elements must come of primary as well as seq
ondary and tertiary importance. Bur while any good building may have a grear many porent
charactenstics, a good image of thar building muse establish a hierarchy ol representations ol
those characreristics, which will be most appropriate for thar particular image, w well is ston
eftecoively, All art of anv kind 5 an Attempt at storviell ng W tell the stomes of our hives
through our strugple w create art—who aond where we are as well as who and where we wish
tor be, Arpwork is a narrative thar both I-:'|"'I|.'*~|.'II'."- pivdd sviribolies I||l VEIY [PProcesy (El| “'.i!!s:.
Andre Malraux defines this process, “Artsts do not stem from their childhood bur from their
conflicts with the achievements of their predecessors: not from their own farmless world bu
trom the strugele with the torms thar others have imposed on life.” The best narranve, like
the best works of art—paintings, poems, symphonies, buildings—have a story o tell: one
that most often proceeds logically from the beginning wo the middle o the end, unveiling its

purpose ultimately, at once, pradually, or at some poine dunng the journey
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Perhaps the greatest challenpe for any artist is to chose wisely from the available means
by which to achieve the desired end. A medium must be capable of fully welling the story of
the arowork without consuming it somewhere along the way. For instance, no one could deny
the technical proficiency of Rembrande, but if asked whar one quality resonates atter viewing
an example of his work, the answer will usually be the light. Paints and canvas and brushes
are the language of his story, bur the light is the voice—the essenrial, the absolute, the desti-
nation toward which his work and his story proceeds. Similarly, it is the light that is remem-
bered after a visit to the grear Gothic cathedral ar Chartres and not so much the mangible
compaonents of construction however impressive they may be. This was a building designed
to be in service to a higher purpose. For example, tollowing a performance of Beethoven's
Nineh, Mahler's Eigheh, or Wagners Parsifal, one may be left with everwhelming exhilararion

or sense of exaltanion, bur rarely a tull recall of the speatics ot tonal changes or erchestration.

Here again, it is the story, the process, the journey, and the emations it inspires thar affec

P ]
]'1!”"' 310, i bl G 1 ot apal Rael Slogaloy ALY, Architeces: Bunwan Incernarional, Ssonl, %m and mk and
:|l|||| preen il "5 00 T ki 4em
A dramarnic and |!|',.' ilv wexeered words, | piece wan i Bct largely ervated by 3 din 'i'r"“'"-'lf' ectnimmical vae F e diand il
ling: & rechnigue which, in diis cax ueiten the subyje ca by means of light conteal. Motce the areas of the drawing
E o o dreas ok the driwing
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one, not the technigue by which thar scory is wold. So, in any work of ar, if the rechnigue is
allowed to dominate the essence of the work, the story it must tell rsks becoming lost or
subwerted, Worse, a work can appear 1o be a story about its own technigque—a form of “artis-

ric cannibalism” to be stridently avoided. OF course, it will come as no real surprise thar most

e W, ]
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often. those artists with the highest degree of technical skill and mastery are the very individ-
uals most capable of underplaying their rechnical gifts in service to the primary idea. Thar
this ability may only be made evident through an advanced command ot rechnical skills
should be considered in light of the knowledge that this very abilicy is a synthesis of the skills
of the intellect as much as of the hand.

I'he list of cancepts of which the architectural artist or any maker of images should have
Al LIII:I._{CFS[L'I_ndj":H;.' ..'I_I'IIJ | Ii_‘.].'iT ST 'I:UI'IlT“.]['lI:l.. i:‘l ||'|['|[_r| hl“ can |.'|-L' ]'L'li.luli;L'd Loy & Et‘iIiE:?II 1-I'_"||'||"
tor this discussion. Some of the most important of these are arranged below as a chronologi-
cal journcy from the most fundamental to the most comples. Works which incorporace ele-

ments from the lawer end of the list must also embody those coming before it in a

cumulacive, evolutionary way, lavering in a sense, ane level over the next not incidentally,
'ﬂ".'i[l'l 'r:ll'lﬁ‘_'l;]rl:"'rll.. W, -rhih HI'I.“U!{! i, i“:l'ﬂ'l,,"'i'li,"l'. ]['l'll,'l'l:lf 1|!.|:| 1.'..1:|I‘IL.'-. 'ﬂ'.'llil: |"| ||['|t:'|' Llli‘li:".{' I;:ll::\'[nt'!lt.ﬁ
occuring eatlier on the list are in any way necessarily inferior or less arriculate. The pho-
r:'l-gr.lp]l.-; 1'|f..'-1'|_|1|:_Ir|.'.1*i F:_'i:lu'll:ggr oar l']\'.'_' Eill'l'l.. :Ii'-hn:' ?-Jrl'iln"l"fl ."Iﬁ”. |‘nr I.,':E..'lll'lp.li_'l L'Du!d .Sl:.i]['[_"i_'l}r ]_"II;_"'
accused of lacking refinement or insight because they avod the use of color. A simple line

drawing or an archirecr’s rough conceprual design study nor only may net benefir from con-

siderations of tone or linear perspective, bur may in face lack impact or clarity as a result of

- . E =
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their employment, Again, the message here is that one must choose the appropriace means to

I-I.L'h .H."l."t' 1|'11.: E_Et'!‘iil't'l'.l I,'.'[11.'|- i ;I.'L':'llt'l' |L"|-'t'|.‘\. TR ].'t'_l.'li.'l."-\., ﬁ]i- !'i-'l.JJ.'.I"] i:'i-l iL.l H.'Zl.l [ = |1[I2i-|._] LG e 0 E.t LI

required 1o fully and correctly rell a visual story, bur perhaps even more often thar Miesian
mantra, “less is more,” continues to command respeet and deserves o be tollowed,

The shore hist of concepts from which nearly all architectural arrwork evolves 15 space,
line, light, color, and expression. It should be noted thar dhese qualities share, for the sake of
our discussion here, the rather simplistic framework goal of “object description.” As a desired
ili.]“. [hi:ﬁ i“ il:‘i{:]rl'['lil:r' rH"L'l::r' r‘L'ﬁ-l.I.Il i.]l sl :'ll.ll.'kl.:l'i”r “"“rli. Lli. dart, I."l.‘ "-'i'i1|'|l]|.1t l;.l'l“'n".'l';'l.lg';' L'|E. "l-"u"E'I'ii._'h
an architecrural arnist may alse be unable to achieve any loftier purpose. In later chaprers;
more specific works of art will be seen which incorporate all these gualities and more in vari-
LIS ﬂ]t“hi.“-"lii.f_"l?ﬁ 4] .lITi.".'[.' M| ll"l{:i:r :'il-l"."l.‘l H[liilh. nl:lr Llf:‘lig'll- 'Ilih- |]“'\.1 i"\. ML i”l_'l.,'rldl.,"d A% COm-

plete and is clearly subjective. Every arrist is encouraged o discover those very personal

clements of his or her own list of “cssennals,”

SPACE

An example of architecture, say a house, is most easily seen as an object existing in space. Bur
upon any closer inspection we can easily see the holes in this seemingly fundamental fabric
of perception. To begin with, our understanding of what a house is includes an awareness of
the voids—the non-object spaces—within the volumie of the object itself thar gives it useful-
ness, funcrion, and acrual “houseness.” So our supposed understanding of the strucrural-
based “being” of the house must also include some knowledge of s void-based “non-being”

as well. Speaking directly to this point, Rudoph Arnheim quores the Tao Te Ching of Laotau;

"We IJIH -!IJJrI'_].' 'ij"r.rl:::f. I'r.lfjulllrr.'l and call it a u1.|1|'|'||_ gl i on f|!}|' shiTce trlvere there s _I!::'I'JH'J:.LI'
that the wsefulness of the wheel depends. We turn clay to make a vessel, but it is on the space
where there is nothung that the uselulness of the vessel depends. We pierce doars and windows to
make @ bowse. and it is.on the spaces where theee 05 nothing thal the wsefulmess of the bowse
depends Therefore, just as we take advanlage of what (s we should recognize the wsefuliess of

bt is wol

The words of Laotzu, proponent of “active m.'.l_anivi.t.n}" or the "phi[umph_{f if i|'|[._'.r||g|il'|i]-
ity,” ring inexorably true and urge us as designers and archivectural image-makers o ke a
closer look ar what it is we do as well as ac whar we use w do i

Amos lh Tiao Chang interprets the philosophy of Laoteu for modern architects in The
Tao of Architecture. To Chang, the true understanding of the concepr of space is one of the
prjmar].-r elements left w.‘mljllg I‘.-:r' much of modern Western archirecture, “ The h%-'i”,‘-". of one

thing,” writes Chang, “is always made possible by the non-being of anodher thing. And real-
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izing this, that the being of any form is creaved on the basis of non-being, and the architecr
acquires his maximum freedom of expression.” In this statement Chang opens a door upon a
breathtaking vista for all who are in any way involved in the acr of art-making. The idea of
the basis of art, of life itself, is hope-—in a very real sense, a detfimnon of space as an accep-
rance of the known as well as the unknown. The process of life depends upon a dualisnic
beliel in the known and the not ver known as being interdependent, as one and the same
thing, “Man is a living being,” writes Chang, "He looks forward, He has hope. The complete
reality in his mind includes, as well as existing objects, those intangible forms which will
exist in the furure . . . and because of the interaction berween the objects man knows and
those he does nor know, the opportunicy for developing the meaning of a new torm is creared.

To him, the form of a new container expresses what it could be by expressing what i is not.”

ﬁhﬁ‘ H"“?A‘i -
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rial SPacs. Exactdy |.'I1l.ruE:h iifornacion isshown o effecnively wll the stoie

11



{32

For the architect of course, bur no less so for the artist who represents architecture, the need
to understand space, the areas berween, within, above, and below buildings as something
ather than a characeerless “negative,” or void, is erinical. On the contrary, space can be viewed
as a tangible entity charged with positive meaning, passibility, and even poetry.

Arnheim, oo, stresses the distinction berween two conteasting perceptions of space,
Onie, spamranems perception, suggests thar “space is experienced as the given that precedes the
abjects in-it, as the serting in which evervrhing takes place.” The second view, relative percep-
tia, seresses thar “space perception occurs only i the presence of perceivable things” or thar
space is in fact acrually creared by existing objecrs. The first views espoused by Plaro; who
defined space as "the mother and recepracle of all created and visible and in any way sensible
things™ and “the universal nature which receives ull bodies . .. " and Newron who described
space as an “absolure base of reference against whach all distances, velocities, or sizes have
equally absolute measurements,” is essentially a passive approach ascribing the definition of
empty void nothingness ro the concepr of space. The second approach, far more in keeping
with the thinking of modern physicists, rends o view space as having a tar more acrive role
m perceptual matters, Itis, in fact, only because of the interstitial space within a grouping of
butldings, for example, that we are able o tully discuss such relarive conceprs as heighr, scale,
density, distance, and context, As image-makers it s only through an understanding of the
|'H:IH.'||L_1.’ llf- .";IJL'“.";.' [Il.;:l[ Wi Gin l'l.l.'JJiI'.'[ i”'IL'I = il B I[li]['lij'“.][i.l“‘.' t!'”: 'l-'ih'l.]ill I‘:E'rl'ﬂii:l'l.'[.'ﬂ i-F"'EE_ 1J|-Th‘-::i'l.‘
concepts in our attempes o borh compose a successful drawing and rell a building's swory as
fully as possible, Like Fuller, wath his “pattern clues,” we must attempt to appreciate both
concept and contexr. Like the eponymous snowman in the poeny by Wallace Stevens, we

must attempt to behold the "Nothing that is not there and the noching thar is.”

LINE

When the visual artist sers out to depict something an a blank piece of paper, an immediate,
though nor necessanly unpleasant confrontanon must occur. In the discussions of relauve
space. we lind thar we can begin o know the nature of things as they compare to other
things, The two-dimensional world of the drawing immediacely determines, o some extent,
the perceprual parameters of the representational world in which one can work, bur it
requires 4 beliel or 3 suspension of disbelief on the part of the viewer, We must agree that

what we see on o drawinge able 15 not the “real” woarld but a “representation” of some aspect

obit. We ean choose o accept the world of dhe drawing as “real” and escape into it Here,
the paper represents space in a nearly Newronian absolute sense and marks upon it as objects

or interruptions within irs expanse. By means of graphic devices, wnality, composition,. and
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line, we can also choose 1o reflect our understanding and use the concepr of relative, active
space. Bue by far the simplest. most primal device by which the artist can begin o depict an
object, or to differentiate berween objects or areas 11|:5p:!1:u. 15 the line.

Research into perceprion and child development tells us thar the human mind, ar least
i attempt to communicate graphically, tvpically begins with the general and moves w the
specifics the mind moves from the simple o the most complex. Hegel insises thar only thar
which is 5.'|mp|1; constituces a begimmng, and in the process ol visual reprr:_-ic:m:uinn, it 1 the
act of drawing the single seraight line thar is seen as most elemental; the line is the genesis of
praphic depiction whereby all visual arnsts” developmental process begins, Ambeim quotes
Jean Cocteaw, who makes the case convincingly when he stares, "An artist does nou skip
steps, if hie does it 1s a waste of nime because he has 1o chimb them later.” So then, some
understanding of the use and power of the line 15 fundamental for the graphic visualist.

Narurally, even before the line must come the coordinate—rthe point. Furthermore,
since the straight hine can most easily be understood as the shorrest distance berween two
points, we come to grasp the idea of direcnionaling. Tris thas perceived kinesthetic dynamic
that begins to breathe lite, a sense of representanion, into even the simplest worle The empry
page. the blank sheet of paper. beging o appear as a universe into which Cartesian coordi-

nates are established against a Newronian framework of "edges” o creare locus points and

their perceived visual connections, or lines, in an infinite varery of configurations— “constel-
Lations” to Arnheim. Limired l1:.' definmtion to the two-dimensions of the Har page. our eve
can add an approximarion of the third by means of the conventions of linear perspective and
angularity, which will be discussed later. Bur it is by these methods and an ardsts skill thar,
even in the limired world of the ewo-dimensional page, we can begin to see how space is not
the Newtontan absolute, but rather is ouly perceived and created by the shapes and objects
invislved with it S0, the concept of relative space again emerges.

Thus, the line can begin o be understood as more than a static mark on a sheet of paper;
it can be perceived as an elemental function of the expression of space, or linear direction,
with consequent implications of vector force, rension, compression, velocity, and mass. The

hine then heging to be seen as the fundamental building black of visual form, the boundary o

edge which delincares ane space, one form, from the nexc. In words that echo the reachings of

Lacrzu, MNietesche observes, “The secrer of form lies in the Ficr that it s a boundarys it 1s the
thing itsell and at the same time the cessation of the thing: the circumseribed territory in
which the Being and the No-Longer Being of the thing are one in the samie.”

Clearly then, the line drawing lies ar the very hearr of visual representation. Using a
decepuively ssmple binary system lonfoff, plusiminus) of graphic L‘]{"Flil:[ian. the successtul
line work can sugges in its economy, far more chan it may show in fact. Breaking away
friom the straghbt line e emiplovment of sensual curves, Picasso construcred a world of
meaning in his spectcalar contour drawings, Again, the work of children when viewed in

light of their ntattempt 1o reduce visual and emotional saimuli o the most primal
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“Witheut the visual clues available 1o the aroise in perspecrive drawings.” writes Day, “ic is
essential to optimize, even exaggerate, the imited range of sparial cues in a rendered elevation
to amply the three-dimensional farm,”

shapes and informartion in graphic form, can be appreciated on new levels. OF course, a good
deal of architecrural drawing impares informarion on the basis of the most direct means
available; therefore, there appears a pronounced reliance upon linework in conceprual skeech,
more formal presentation, and rechnically specific orthogonal formars.

Little in the world of graphic communication could be seen as more dependent upon
the use of the line than the orthogonal architectural drawing—plan, section, and elevanon,
These types of drawings are far more dosely related to cartography—the suraightorward
communication of information in maps—than to picrorial or interpretative representation,

As such, they are primarily stories about edges, directions, and boundaries, Examples of

ﬁ--,
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arthogonal work can achieve high levels of sophistication and crafrsmanship, bur it is usually
their directness and austerity, their intended sense of removal and auronomy, that can give
this tvpe of work its beaury.,

It is the very straightforwardness of the orthogonal drawing’s communicariveness, usu-
ally withoue Aourish, pictorial, or decorarive intent, that establishes the truth of the assertion
that drawing is the language of architecture, 1t is on this level thar the reladonship berween
the drawn image of 4 building and the wrirten word can be established. An idea abour design
and an idea about spoken linguage are two methods of graphic communication that speak to
the human mind by the graphic use of line. However, while these is interest in articulating
the similaricies berween “drawn” and “written” means of communicarion, there is also danger
in oo emphanc an assertion of thar sameness. While all means of communication rely on the
use of symbals, the “written” learned symbals used o represent words or music, for thar mat-
ter, differ significantly from those used to represent objects or space in that the lacter also
rely upon the viewers universally presumed perceprion of the physical world, Moreover, and
more impertantly, while it may be possible, as Malraux points out, to conceive of a poet or
philosopher or even a novelist who never physically writes a word, it is inconceivable 1o
imagine a painter without paintings. Paintings or drawings are the visual artist’s medium
just as words are the peets medium and music 15 the musician’s medium. Bur because draw-
ing or painting depends strictly upon sight rather than sound, its expression is, by defini-
rion, differentiated,

When one sees the written symbol for the word “circle,” for instance, upon a page, the
response s significantly different from the response recorded when one sees 4 drawn symbol
for circle, The word “circle” can invoke many meanings, a circle of friends, a ring, and the
idea of encircling, But the drawn image of a circle typically represents, at first glance, some-
thing a bit more general—a flat dise, a circular area, an object, a void, perhaps even a three-
dimensional sphere, The difference lies in the facr thar the drawing, no marter how
simplistic, as opposed to the written word, which symbolizes an idea. is almost always a ype
of representarion of the physical world. It is a thing. So. like the child who strives for the
simplest, most cconomical means to represent the human form, mere highly trained aruises
can see the Miesian “less” once again as being “more” in the primal circle. What is remark:
able here, with regard wo human visual perception, is the rendency o see the straight ling no
as static. bur as direcional, and the circle or SQUAre or any ather 5|"|;jpr nof-as E'Emph: lines or
even connected vectors. bur as edges, boundaries, which are most clearly descriprive of shape,
space, and object,

When the artist st commins pencil w paper, it is importint to remember that, as Arn-
heim ptrin[h out, there is; In proat of f',u__'[. ‘e Elch I:iliug a5 the -':ilL'il.llj'.' ”-11. twio dimensional
image.” Conventans of visual perceprion deeply inform the ways in which we react toa

drawing—ne matter how si wphistic. Even if thar work js composed of just a Few abstract-
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Fhis vigcrte was omne of a lrger series ol incimate, hand-done Arawimgs which were deemed the most cbfecive way 1o

|."|.p|lr||.' the APl b and entry sEQUence expenence of this ske-sensicive proposil

looking lines, thev are not simply lines on a surface, bur rather lines in three-dimensional
space. This is grear news for the architect and especially for the architectural artist in his or
her attempr to portray buildings in space. It was nor so helptul, however, to abstract painters
I"-'II.I..l"I L :‘dumiliﬂn 'I-‘rE.“.-l‘ 1'};1'll_'FiIT'|‘t'|'|tl1! ":'l.'i.1 |'| ."i!'?i.‘l[i.;l.l |'|FI_'T:|.T{'J'!'!|' .il_THl "|'i.':i|.]i|| FH.:FL'L‘F"i{II'I. in FL|
attempr to greate a pertectly “Hat” imapge. Even in his most derached works, one line or band
can always be seen as passing over or n front of another, creating the recurring image of

H £ ol ROt
l?|.| el Anel empry spaceE.

i the world of architectural representation, the tenets of visual perception come most
i.!l..'i’ll.l'l' PALEr griasy war b ||'|.' I':._':Il'rl I||'- |.!|.|i.'i.|.! |':|f]'.‘i!:|f_'{-.1i1"L'.. .i-l'H.' ".'-'.;I:!.'El i!'l. "."i'hii.:h Wi pl:::l‘l.}(:i'l.-'t‘
abjects and space in the wal world are represented—somertimes even symbaolized—by the
ways in which we dew them on the page. These perceptual tenets are never more succinetly
represented than by o Uthe Hne drawing. Carresian geomerry teaches thar the three
major coordinares ' voand neighe (k,verl—are all of equal imporance; However,
upon the face of Earth, sl itsericly the case, Gravity diceares thae the vertical rules;
furthermore, thar mass armnees ioelf oboue the vertical awie in 3 ]-.|||]4j'r|-|!;r|_ Thus, hﬂriqr.untniily

and verrcality in architecture can eas seih s assuming symbolic meaning; for instance,
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to spatially understand our world, we assign a hierarchy o direcrionalivy—the verrical being
first, the horizontal second, and the diagonal a distant third. 36, as we represent our world in
drawing, our mind instinctively arranges the system of lines for us, telling us which ones are
perpendicular to the earth, which ones reach our along the ground plane or are parallel w i,
and which ones are tangent or angular. Since the vase majonity of building arnfices depend
upen the righr angle, the vertical, and the horizontal, and since our spanal perception also
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maost often recedes into space; it is the representation of perspecrive.

Of course, in nature, neither the cruly scraighe hine nor the parallel verocal line can, in
fact, exist. In the world of visual representanion, the lines are conventions or inventons of
the human mind and thus establish order upon the chaotic wealth ol received visual stimuli,
All methods of drawing, architecrural or otherwise, represent accepred forms and conven-
tions ot representation. Mose people, wich or withour archirectural rraining, can underseand
the plan, section, or clevation of a house, {or instance, without having to be wold thar one
can never, in fact, see a house in precisely any of these wavs. Still. more people can under-
stand a simple linear perspective skerch of the house withour skill or technical knowledge of
perspective construction, These drawings are ettecnive tools tor establishing concrere design
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nize our perceprions of the world around us in simple bur excepeionally rich visual rerms.






CHAFPTER FOLUR

The Essential Idea: Subjective Expression
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with an investigation of some less tangible elements of visual representation—light. color,
and finally, expression. Again, these are not qualitatve designations meant to suggest that
they are necessarily berter ways o describe objects than are the tundamental conceprs of
Space o line, Seill, !J'u.‘_v CAI 0 ~ii:||:'||‘al_'.' be characterized as other methods of ;l'.]phit' th'plt‘-
rion. After all, they do depend upon, or are in a sense evolved from, the elements of our ear-
lier discussion. So, in this regard, they are in some way a more sophisticated manner o
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the skills vo understand and manipulate the qualities in the completion of artwork should be
at the arnse’s disposal, each skill or all of them are not always the best choice for any given

condition ar work of art at hand.
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Whereas the line drawing iempes o explain the shapes or exrent of an objccr or a space by
describing boundanes or sdees. the one drawing accomiplishes this task by an emphasis on
delineating surface. The primary difference berween these two approaches is in the laer’s con-
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what abseract aproach insofar as we do not visually perceive the world as a simple system of
edge or boundary lines. OF course, it is imporeant to researe that this abstraction can: be the
great strength of line work rather than a shorccoming, There are nmes when this sense of dis-
rillation and remove are entirely appropriate and desirable by relling its stories so directly,
Architectural floor plans, for example. or highly schematic perspecrive skerches are most com-
mumicative in line form; they are perhaps closest to our intellectual understanding of object
and non-object, being and non-being. However, when the arempt is to approximate more
closely in graphic terms, human visual perception, considerations of lighr, and tonalicy must
come into play. Only in this way are we able ro more fully explore those grey areas beeween
absolute being and non-being undulations of light thar constinue our physical world.

Withour considerations of Eigln. discussions of visual ]:ltr-:tp[iur: become moot; tor
indeed, without light, we can visually know neither object nor space. Light is among the
most primal of all human experiences, and as such, any considerations of it come with impli-
cations of near mythic proportion: As subject marter, light has inspired endless artistic and
intellecrual debare in an arcempt to grasp ies physical, emotional, and spiritual navare, Thin
archirects throughour the ages have arrempied 1o caprure and subsequently utilize the effects
ot light in their ettores o create more pleasing or effective building tvpes, does not come any
surprise. For both wilitarian and more purely decorative or expressive purposes, builders have
long recognized the power of light, or more direatly, the power of the Sun. It was the mythic
power of the sun that was harnessed, for example, to illuminate the great interior of the Pan-
theon in Rome. The light was direcred 1o instruce and ro express the power and meaning in
the plares of the sculprure and in the coffers of the grear dome ceiling, The light was con-
trolled and subdued by the deep, heavily columned portico, and made the luminescence of
the interior just that much maore astanishing,

Corbusicr liked o quip that he “designed with light:” never was this more pmﬁ]undl}r
erue thin as seen in his Chapel ar Ronchamp, a masterful example of “light compesition.”
Within the reladively dark ineerior, the size, location, and configuration of the openings in
the massive walls act to identify the space, to be sure. However, it is the highly controlled
and directed light, which penerrates these openings, modulated by the thickness and color
of the glass, thar because of the archirecr's skill, quite literally creares the arr of this grea
architecture, One is reminded of that other gifted orchestratar of light, Louis Kahn, who
wrate, “We only know the world, the warld as it is evoked by light, and from this comes the
thought that marerial is spent light.” Again Kahn, speaking even more directly to the point,
wrttes, " The sun does not realize how wonderful it is until after a room is made. A man's
ceeation, the making of a room, is nothing shorr of a miracle. Just think, that 2 man can
chaim a glice of the sup’

Painters oo, in representative form, can be said o “paint with hghe.” Turner and Rem-
brandr seemed, for example, to more explicitly paint light irself in their dramaric

chiarascuros, fully exploiring the literal and meraphoric meanings of fght and dlark, A com-
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parisan of the work of these two painrers reveals the infinite potential of both an artist’s
work, with representations of the dramaric effeces, as well as the expressive potendial of light
ieself. While the light in a Turner is an explosive, indomitable force, a breakthrough. an
insight, and a force larger and more powerful than the darker elements ot Nature; in con-
trast, the light in a Rembrandr reveals itself gradually, bit by bit, as if struggling soberly bur
nobly against the incvitability of the darkness, and this light knows o will vanquish all in
time. Upon reflection, it is clear thar the feghe and the light these two men painted had less

to do with any actual physical properties than wirh the emotional or spiritual struggles

expressed by light, which each artist felt was best represented by conflice, the justaposition
of darkness and light,

This Manichean dualism can be as much evidence in an example of fine architectural
artwork as it may be in any superh building or exceprional painting, where the precise forces
of light and dark are ar work. One cannot help but to be reminded of the light-infused
effores of Piranesi or Ferriss, Tonalities, which help explain the physical characteristics of the
envistoned structure as well as the intentions, interpretations, or sensthilities of the
architect/artist, can gain an expressive forum not readily available ro or evident in the line-
based wark. It is precisely here, in this emotonally expressive forum, thar architectural art-
work takes its most substantive and, to be fair, controversial step forward. The non-tone
based line drawing, even the linear perspecrive, used w depicr architecrure, muse, by defini-
tion, always aspire to the physical and the technically descriprive aspeces of design. As stated,
such drawings are by no means inferior or necessarily less sophisticated than ones which urilize
tone; on the contrary, they are otten more appropriace 1o the task ar hand. However, when
ronalicies are inrroduced in a work, an expressive line has been crossed. Appropriateness of
usage is a consideranon thar cannot be over stressed. Typically, a toned orthogonal drawing of
construction derails would be specious, even confusing, to a contractor attempring o crect a
building. Yer, remember that students of the Ecole des Beaux Arts routinely pochéd the wall
thicknesses and sectional cuts on competition drawings almeost entirely in the name of descrip-
tive clarity. The obvious distinction lays in the facr that drawings complered tor display have a
different purpose, a different audience, than drawings executed for construcrion. A plan draw-
ing of a house, for example, could be delineared in various methods depending upon the view-
ers it 15 intended ro reach—a straightforward and fully dimensional line drawing for one
interested group, or fully rendered and complere drawing with cast shades, shadows, and sug-
gesred furniture placement for anocher, Simalarly, a perspective view of the same house, articu-
lated wath the play of light and dark might mean very lintle o one who is building, or even
designing, the structure, bur a grear deal to one whe may eventually come to live in it

The dualistic nature of architecmural arrwork, the often {ﬂnlp]immuar}. and sometimes

conflicting need ro explun as well as to express, 15 seen clearly in the perspective-based tone
drawing: Ts this tvpe of work the artist’s are mpt to allow the viewer to understand the
specifics of the structure oIt or, rather, 15 it an artempr to convey a sense of what one might
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feel in the presence of the specific building once complered? Clearly, it can be both. In so
doing. the very nature of architectural design has been defined—the collaboration berween
the tangible ideas, realitics, and the abstract, In the architectural structure, wrote Nictzsche,
"ril:_1l1-:1 I,‘.”':i'lji.". [1ans lfj“!T]PI'I aver Er-'l.'&"'ll:”i.("'l.. [11.1!}':-. 'ﬁ"."llt Tin [H'H-'ﬂ,:r.. ASSLLTINE b "."iﬂ]l:}le H‘.‘Il'ﬂ't.
Architecrure 15 a sort of oratory of power by means of form.”

The architecrural drawing can document. interpren, even forecast this journey of archi-
wectural identity and expression in its unigue ability o tell Ferriss' “entire truth” about struc-
ture—ies tangible, physical presence as well as its intangible spiritual self or its soul. The use
of tonality is the oratonical threshold which bridges berween rhe necessary realm of explana-

tion and the less clear bur no less crucial realm of expressive possibilicy.
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Differences of tonalicy within an existing structure have a tundamentally ditferent nature
than the shifting tonalitics within a painting or drawing of a seructure, Tgnoring, for the
moment. tonal differences bepween any gix'r_'il ]Jllilll-li'lg-.‘:- selecred construction marerials.

shapes and volumes in a building are differentiated o the human eve by the play of light

upan surtaces. The wonalities in the two-dimensional work of art are representations of tha
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play of light, just as the shapes of the structure irself inoa drawing are represenrarions of those
shapes. Indeed, it is the effective representative delineation of the elects ol light thar allows
the shapes to be seen ar all in the successtul tone drawing. Ir is valid, then, 1w discuss the

addition of color in architectural artwork as being nor an alrernative method of delineating

ut rather as another perhaps more complete or evolved method, For

shapes or objects,
while the tone drawing may not wilize color, our of necessity the color drawing must almosy
always use ronaliry.

This staternent is consistent with thinking that accepis the premise thar perception pro-

ceeds from the general to the specific, from the simple to the more complex. This logic sug-
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gests thar the tone of an object, in human visual perceprion, 15 more imporrane char s
color, In Eact, however, visual pr;r;:r.:;‘:llmn it less concerned with color or l:l:n.'u.il'iu. torie than it
is with shape: Thar being said, tone is, nonetheless, simply a berter, more primary indicator
of shape than is pure unmodulared color. When concerned with ordening our visual envi-
ranmoent, Enh .} fii'lﬂpl.',,“ WIEes .-'Jl.rr1|1|:ir1:|- .Ii."; i |1I.'“L'I fricaas o it‘II.'F'l'iII‘iL'iH.“:lr'l t}h'l.l! {'H]HF: it
only because it offers many more kinds of qualitative difference, bur alse because the dis-
rinctive characteristics of shape are much maore resistant o environmenral variations.”
Withour doubt, most of us can idenoby shapes, say thae of a howse or the human hg-
s, I.“:Il:ll ol Ilﬂ'ﬂl—'il'lﬂ]ti'ﬂ' "u";"'il."t:'r' “{illlglL"‘l ar Illldl.'r il ".“:IriL'I:l. ni-!.lglﬂilll_', l:‘:ll'll.l'itil'l'll."l-.. ru.'g;ln.':-

less of considerations of color. Bur for the ardst, the act of recognizing or identifying objects

15 generally no more importang, sometimes even less so, than s the inrellectual or emortional
response which mav be caused in the viewer, For this response, shape, tone, and mostly

color, are all essential; each of these qualities has unigue but interrelated characrernstics, For
cxample, it shape idenrification is lictle affecred by the properties of illumination, then rone

and color are, by contrast, deeply dependent upon these properties. To be more precise, in a

i
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painting color is affected by ilumination whereas tone » llumination. An object may be
identified by shape but it may not be able ro be fully understood in a painting, if not for tone
and color.

Articulating the traditionalise view that shape precedes color in perceprual importance
was Matisse, who wrote: “If drawing is of the spirit and color of the senses, you must draw
first, to cultivate spirit and to be able to lead color int spinitual pachs.” This statement, by

no Jess than one of the finest of all colorists who ever lified 2 paintbrush, defends the classi

cist view of shape and form as dominant over color. Araheim compares the work of the
painter Delacroix, who approached painting in more “romantic’ terms by emphasizing the
expressive qualities of color and shape with that of Jacques Louis David, Ever the classicist,
David created in solid, noble, and static shapes, which were further clarified by subdued use
of color, Kant, too, s deduced from Arnheim’s notes, had much to say about shape as “the
foundation of tste,” while he believed that colors “belong to the sumulation” of the senses.
He went on 1o discuss color as “enterrainment” and to say that color may “animarte the sensa-
tion of the object but cannot make it worthy of contemplarion and beauriful.”

Qualirative and judgmental discussions of the use of color in art notwithstanding, it can
hardly be argued thar color usage is without merit or superfluous to the maker of images. On
the contrary, it is often essential. For the maker of architecrural images, beyond attempts at
simple material description, colar can be a powertul tool for effective storyrelling,

That the viewer of a work of art may have an emotional response to the artsts use of
color does not come as a surprise. Bur for the archirectural artist attempring o fully represent
the idea of design, this is a facr as worthy of study as is the intellectual response a viewer may
have ro graphic representations of shape and form. Colors do far more than describe, they
..!lE-h.'Ll.. -"H J_‘I.Iin[irl‘l-_f' Linrn-m:inl il-l tE'II;' J'H,“,‘h f:lfi]\l'.' rl.‘llj r._]rlg[: "|"¢".||E I'!l._" rl;,'l.'l.,"i\"l;ﬂj IT]L]_L]] diﬂ;:rﬂ:".tl}"
than one executed primarily in the blue range, even though the objects and shapes described
in both may be the same. The “red” work can be said to be warmer while the “blue” work is
termed “cooler.” These so called “remperature” differences have nothing to do with any
innate quality of the specitic color, but everything to do with the emotional response they
produce in the viewer. It should be pointed our that pure saturared colors; such as red or
blue, for instance, have, as Rudolf Arnheim states in Arr and Viswal Perception, livtle tempera-
ture identty. The admixoures of color that establish these distinctions: a reddish blue, for
example, may seem a “warmer” color than a bluish red. It is only then thar the dynamics of a
color, its direction perhaps, dicrare its wmperate identity and, thereby, its ability in arcwork
tO causean emononal response.

Anthropologists have discerned char most primitive languages distinguish only beoween

| | T [ 1
darkness and lighr, and all colors are assigned w one or the other of these two polar designa-
' F
vons. When a languace aps a name tor a third color it mvaniably represents the eolor

we call red. It is then nor rect o think ol red as a primal color, representing, as it often
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does, passion, the cecular and the most insonctive and elemental of impulses. Volumes have
been written on color perception and thieary, and it is not prudent or, for thar matrer, possi
ble to attempr here a summartion of all scholarship on the subject. But perhaps it best serves

the scope af thiz hook to turn toa '-iIlH]f-' of the work of an individual who, if“‘“i'-"ﬂl}" does
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Cinematographer Vittorio Storaro has a deep belief in and commitment to the use of
color in his work. Probably best known for his Academy Award-winning efforts-on the Fran-

cis Ford Coppola film, Apacafypee Neow, and Warren Beatty's film Redls, he is per

Ll'I':l!‘:- TSt
l.'ll.!-l.l'.ll.'l'll. i the collaborative work done wich his fellow [talian direcror, Bernardo Bertolucco.
Such cinemarographic gems as fhe Lase Emperor, The Sheltering Sky, and Lettle Buddha,
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dominant rather than the supporting or decorative theme, Caolor is allowed, even encouraged,

T

to espablish s own n cOme upaort and somenmes in addition to the Fl'i-

mary narranve of the s profoundly vocal and informative and he

speakis of lite selt as essed LN
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orless, immobile states of being or rather non-being. Life tor him, in facr & color; and
hence, the journey of lite, symbolized by movement along the spectrum of color, 15 ar, The
colorless black unconsciousness of non-heing i |'|ir.‘n.'L'L1 by the first |ig|=| of life—red, the
maost primal of colors—svmbaolizing for him lite's first awakening and most primicive urges.
For Storaro, orange and vellow appear next and represent the beginnings of awareness, con
sCioUsness. and 1;111:1”].', Cireen 15 c-'u,'nlr::l[ ta Storaro's work, and not .HIIF'JFi‘iiI]Hi:;‘. talls CHTE |'|_'|j-.'
iJI |hL‘ center [l‘l. ‘J“‘.' l'.‘l]l“]' ."'\.J“.'I'_.“'H“'l.. ]IL i“l!'L'lL'l'.{ o o i[ akx |J“.' Irl.il.l.li.HL'.. b [E'll;' center ol aware-
ness, and as youth interacring with age-—a growing awareness of later knewledge. For him,
blue 15 the color of intelhgence. Much ot Storaro’s work is concerned with the tension, the
dialogue established |ZI:|' the “passion of red” l.:ullﬂi;,l:ing with the “reason of blue.” Indigo
and violer come nexe along the specrrum and are representacive, for Storaro, of insight, wis-
dom, and acceprance that may come with old age. Finally, he sees death as the color whire,
the pure light, the end of the journey, the enlightenment of the meering of all color, and the

final stasis ul-_[ﬁ}r'-_'u: and Aquinas,

.:-'--T-ﬁ"'. e ,
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Figare 4=13F,  TUL Pedommce Cenrer Thearee Fon Worik, Texas (1a0a] T Schaller. Archivecrs: Hardy Talanan Pleilfer. Wateiodon
|'\l::II.'I|I JJCTTh W il JOETH
Fhis ts one of a series of despen developmient drawings done 1o |_-:..|:|||_|| ¢ the wisial atmasphiere created by this and several oihes

n’. Thl' [ARREPERFH] I Ill.'l'!l\.:ll (EPHARS '\I L E:ll.irl r|-.'|| tor ¢ I'Il_' I‘,'ll, || ny,



As an example of application, in the film The Sheliering Sky entire sections of the work
were shor with a dominant red or blue case created by lighting and filrers. This was done not
only to affect the viewer but to represent in a narrative sense a particular character’s seate of
mind ar the rime. The first character, “red.” was following the sun, it was hoped, toward
enlightenment, Unfortunately, it was reached, in his case, in the form of death. The second
character, “blue,” followed the moon roward hr'lm'..h:il:]gt or undcrﬁr:lnding. Si.’ldl:r". she reached
only madness. In the field of music composition, echoes can surely be heard in Storaro’s
approach 1o the use of musical ferematif—character specific themes or tonalities which estab-
lish identity contlicr or resolution,

Just as life is a spectral journcy for Storra, the pure, primal colors black and red-orange
in art represent the past. while blue symbolizes the violets, and white symbolizes the
future, the destinarion, and the Absolute. While the reader is, of course, encouraged two
study chis man'’s films. i is nor so much o witness the literal ways we may utilize color in
our own arowork, bur to discover some of the potent responsibility any color or combina-
tion of colors may have in alfecting the viewer. In short, color can do far more than simply
decorate or describe, and a range of celor can establish a world of dialogue and meaning,
When we attempt to represent an image of architecture in color, we should deeply consider
the ennire palette of the overall work of arr as much as the color of any specific object thar

may be the focus of the piece,

INTERPRETATION and EXPRESSION

In the preceding pages, we have looked ar a very few of the techniques or possibilities open
to the artise in search of the “essentdal” in a work of are, OF course, there is a myriad of other
possibilitics. Kinetics or movement, various moods or emotional stares of mind such as light-
hearcedness, sobriety, formality, or a sense of mysiery, rock-like solidity, or sail-like lightness;
even meraphor or symbolism, are all examples of some af the guiding principles thar can help
srrucrure, guide, or inform a work.

[ we do come o see drawing as storvielling, then a grear many useful drawing lessons
can be discerned from the study of literature and other “narrative” ares such as music, as
mentioned darlier, Wazner conditioned his listeners o recogn ive ?ipt.'li:iﬁli: qualitics about par-
ticular characrers through the use of feimotif, assigning cercain musical themes or chromarics
to only one character or group, True, this is openly manipulative and the composer has been
roundly, and often nghely, eriticized for the choices he ofien made with the wes of ideas or
characters he “painted” in a charitable or unfavorable musical light—for example, Die
Messtersinger von Nuvemberg. Sull. such cxplicitly themartic and narratively composed music,

though commen today, was amazingly progressive in the mid-19th century and is, in any
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Figuare 4—0%. The Large drdaic [ hancackal Towe. (rgnod Tamoosa Yamamaio. |rr.||1|'.i:c peicil, Phoscm v soe e Courmesy o M 80 Mrs, PPaul

|. Carnedl AdA

O his subsly alsrming image, Baston-based architeer/arnst Yamamoto seares, “Marcel Duchamp added o momastache and goa-
tee (o o reproduction of the most famous painting in the world, Mona Lisa. and years laver he signed an unaltered pring of i,
subtitling it, Rawe—French for “shaved.”

case, a pertect example of the “essendal”™ in are-making. At its best, it is undeniably deeply
etfective, non-verbal alcrr}'lu“ing.

Beauritully nuanced writing, such as is tound in the books of Kazue Ishigure, again
establishes the effectiveness of thematics and a clear identfication of central “essential” ideas
in art-making. In his novels, such as Kemains of the Day, Arist of the Floating World, and The
Unconsoled, Ishiguro is most skillfully doing more than simply relating a compelling story. He
s establishing a mood, a tone, which 1s appropriace in each case ro the characters and events
ol his work.

Often, the word or phrase implied but left unsaid can tell far more about a character’s
sense of alienaton and remoreness than Pages 1_'|Fd.::5::rip1i'|.-'|_- rext. With a deft and economical
choice of words, Ishiguro sets a tonal lettmotif as effectively as Storaro or Wagner withour a
characrer ever having to utter a word,

What we come to see is that every word of an Tshiguro novel, every brush stroke of a
painting by Rembrandr, and every note of a Beethoven symphony is included for a purpose,
Nothing is extraneous, and morcover, every move and every small element of these works of
art exisis to créate the whole, which, because of craft and spiration, often exceeds in impact
the sum of its various, however well-designed. components. These “arr-stories” succeed
hecause of the clarity of the artists vision and the effective direetionality of elements. So, it is
not sufficient for the artise to idenafy in “essential,” a “main theme,” in a proposed work, It

remains thar the various lesser themes or componenrs muse be identified, orcheserated, and



Epjn_' H—1iln, irgl"f Pwenr Vork Dasdanrcal airideir 0 bialdeein's Adrrigu |:||I|||I|:II T Vark s 1., :"il,ll.l.ll-l_'r'. Archivecrs: Richard 1acomer Assisciares,

Landscape Archivect: Miceli Kadic, Sanercilor, foctom x as.dom

A clearly arnculared, highly detailed. and small-scale oriented graphic crearment of this proposal was selecied as being mess
suited toca project peared roward wse primarily by children

arranged in a hicrarchy appropriace tw the story, which is to be told by the whole experience.
The successful attempt at an expression of the elements of any given medium in service of a
“preater truth” s a loose bur workable definivion of ar

While there will be no actempt here o delincate any absolure, objective, reality-based
definition of art, this “greater truch” 15 often thoughe of a5 "beaury,” thoueh certainly by no
means always in the serictly non-confrontational, acsthetically pleasing sense. Beaury can per-
haps, in a wider definition, be thought of as order, even if thar order does nor necessarily
please the senses. Alberti defined beaury as "a harmony ot all the pares, in whatsoever subject
it appears, Frved Ingr_'tl't::r with such prroport ion and connecton that r1n|;i1.i|1.1g' could be added,
diminished, or altered but for the worse.” This lucid and definite comment confirms the sat-
istaction the human mind can experience while wirnessing the harmonic process of percep-
|i“|1. 'r".'l:'li'i.'l'l. hl,_."i_r'il'l."i Wi']'l Tl'".: Eﬁ,‘l'ﬂ,’nt] -'l.'lld |I._'$H,Lh (HA] rl'll." EI,':II.,'."I;,'“?I{;. J“i& rl'l.l;_" |"||_|'||'|_.\,'||'| 1I1|r||.| IALLITES. 1.[
begins o recognize and identify characrerisrics of the whole by unfolding the maore speatic
elements of any number of aspects of life. Arnheim defines “diminution” as the erm used by
medieval musicians to articulate the process whereby “successtul patterns are organized in

such a way that all details are understood as elaborations” upon a central theme. This illus-

|
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Figure 4-18. Chincloen (igac Christoglier Grobshs, Penal, sgacm x 52 90m

Prane barpely on e shordy afrer die devastaining San Francisco carchguake, this image caprores ohie moonlic calin of
deserted streers with a byrical sense of the I e e nes rhe |I'.i:.=;||||:. and the insistence of socienes chaim LL[aEen Earth. Th
ghy seems the only [rrESEEYE Creuly stable element of this CAITEpasILian, -.]n.'li||ll15: and SUPEOFEINEG the lehie rheTme | forms
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trates a “hierarchic scructure,” writes Arnheim, “whicl permits the viewer or liscener to grasp
a Culnplt'x whole as the 5|‘:uiu.t| l.'II[.Illl.lIl'I:.'{ amd enmchment of a theme.
The practice of architecture is. 1o say the least, a nchly vired field which bridges realms

of art and artifice and, w quote Hegel, "p|.I-:.'L' and symbol.” In a successtul bUildiﬂFF funcrion

and L';-.;prn;-sf.i[}n of form meld 1nto, it 15 hoped. a seamless union, It is illustearive here to [redra-
phease a distinction drawn by Arnheim berween “function,” thar which saristics a towality of
human needs, physical and emotional, and “expression,” the dynamics of perception. Percep-
tual dynamics are concerned with less tangible, more general characreristics such as, w quote
Arnheim, “openness or closedness, straghiness or flexibiliny” which, as such, correspond
more directly 1o characeristics of the human mind. So, in architecure, while the study of
function s pl_’im;tr:h' concerned with the !1|R'|’.iﬁ1..5 ul'uhjuu_'[s and spaces, the realm of eXpres-
sion is represented by more general stares or ways of being, For example, consider a partcular
h”il-'-liﬂ.L_’ lh;l_l' IT'I::I}' |:II;_" d{"iigllt_'l.l il] sLIL |'| H 'I."-":'I:l.' (8 "\.;'l.l.J”‘Il.“.:'- I_'|.][T:|E|3-HL' 'lu'i'jl'l.l'jl;:l'ln'f':‘i ﬂnl:r' ﬁlﬂng itﬁ.
primary facade. S0, because of other sources of lighr, the interior of this building may still
tunction wondertully well as a bright, well-liv, and aey space; however, the general perception

of it from the streer is one of darkness and E]:urulm:lin;._;. It cannor, in fairness, be said defini-

uvely in this case thar the building s a “tailure,” bur only that the “general” does nort allow

Figure 4-19 | LU oviidan it James Akere. Architeetss The Rochwell Group, Mew York. Black prosoacober on

FrETIng grapiel i o
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1 Bl . W dopenads upon vissal excitcinent and the eHective Choice of intencenal thegrical artifice;
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the viewer to perceive the “specifics” accurarely, and it therely confounds a more elemental
sense of harmony or beaury. The primary facade is not a proper “visual analogy” in the words
of that great “romanuc” rationalist, Boullee,

So much architectural artwork can be said o fail because i atemprs o explicitly mimic
the actual Tunctional and tangibly physical characreristics of a building. Many of these warks
suggest the arrise forgor thar whilg a three-dimensional work of archicecture muse, by deting-
ton, stand i two worlds—the functionally specific as well as the perceprually general—a
two-dimensional artwork should, by design, concern itself primarily with the expressive
realm of perceprion. Indeed, o succeed it mnsr do so.

In his Lhywammies of Avchivectsiral Form, Armheim quotes from Kanes Creeiguee af Pre Rea-
soat, in which the philosopher describes the “architectonics of pure reason” as “the art ol sys-
ems.” “Under the rule of reason,” writes Kang, "our cognitions must not be rhapsodic bur
must form a system, which alone enables them o support and promotwe reason’s principal

purposes,” Later in the work Kane desaibes “the ratonal scientific concepr las contaning] the

purpose and the form of the whole which s congruent o 1.”

Kanr articulates the notion thae a lucid, cruly valid idea or train of thoughe muse pro-
ceed along logical and whelly comprehensible lines o be successtul. Thar 15 vo say thar when
cach element of something is inspected. it is in service o lurther the purpose of the whole,
h.lﬁl.” g}nfr:l |]|ill|‘di['lg| [IlL"I'I.". l;.'”r'l'l.lll.l:,ll:h .'ﬂl.l'r'lilL'i.“l. "'L:'Ill. i:L" .";Hili.l KN .:lhrl'.ll't,' “'I".'l.'.'l.l"ll tll.l;,' {'Ulﬂ]lil_llﬂlrl H‘ll
archirecture.” Following this line, superior thoughs like good buildings and good arowork
are solid and well buile; morcover, they are true to their inital conceprions or their “essen-
tial” inspirations, All the disparate clements of any given work of art, chosen with discretion,
convene to produce an ultimate work that shines a clearer lighe on these separate dements;
moreowver, it shines a light upon the inital idea from whicl their existence sprang: a whole

which is greater than the sum of its parts,

i5
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Cirphews i Oilando. (rgas) T Schaller, Warercalos, sicm x 76cm
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P ofe Rome, Goemiers Pablics (37671 Artist/Desgner: Lous-Ambroise Dubwt. Watercolorn Courtesy of Ecole Mationale Supenesune des Braus-Ans, Pars,
[hes superlanive prece s surprisingly representative of much of the studene effors at the Ecole i the Lae 18ch and carly 19¢h centuries. The
image successhully explaing and illuminates i subpect wath egual measiees of subele intespretive shill and vechnical beilliance: furthesmaore, shades

% ! : ; e ;
of Bomanticism can be seen through the lighe of Ratonalisy formalicy

g.ur'n:u-

v Eesdence, Naples Flonda  (1oog) TS Schaller. Architects: Richard Meier B Pareners. Wharercalor =0, cm x o 30m

'r-:'-||u.-| torm and color juxczpased with tecrone formality s the essennal idea of boch this .Ir_--.pég:_ soheme and che i|1'.:|J__-;-:' rr|1r¢_-~.-:_-r||':|:|g L.
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and BI'T Development, Watercolor, trem 5 1560m

i cerral wome | Lo W T Schaller. Archinecis: Kol Federsen Fox

Though conrext was an important facror, this récord LI of 4w inning design wis completed as o celebration of Gosig

mature view ol & r'ﬂ.'.'l'l'r:"l.'\l-\.:l l.|l."-|_:|'| COnCept. g S |'|. '.|'|l.' '-dll.l-\'.':- _-|I-d colod :||1l|.||||.||:|l:'. i ke |1.||||'.i||5: WEEE el d 1o show

caste the new sorucouns



Mariena! e and Space Museon., Washimgtes, DO sectional pestectioe viee. (aud] T Schaller. Architects: Hellmuoth Ohata & Kascabaonm. Warer-
color, poo,iom 5 2 e Ll

Since a grear deal of speaific informarion needed to be conveyed in this work, strong tones of sky and ground plane helped o
establish and visually orgamize, in reverse silhoweree, the hight cool wones of dhe vast intenior space

LAEE Magazime, Drammense (nigs) TW Schalier. Arcliveen: Dennis Wedlick, Warcrcolar, 7o 20m x 56.2cm

A |J'\.".'|.'|'\' resiciemcial ErFeCT Wik -\.II_-_!_'_i|. hers by e wse of clear, :-'.1| WwWash l.l|.||i._|| -::-l‘.."-\.l."! ||'||_' OO Pmu:i.:-\.n T4 I'I'IEIIE'I'IiIL' PEE[L'I‘TE.I ];1|'|d-
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Whitelrall Ferry Terminad Competiion, Wew Yook Cine plaza sien {rag4) T, Schaller. Architecrs: Venruri, Scot-Brown,

Anderson! Schwartz-Philadelphia M YC. Watcsolos, Giom x 92om

A sense of moverment, activiey, and acces was the intention of this image, which urilizes 3 warm evening sky

tomaximize the cransparency of the gling and o complement the cool tones of the desigrn scheme.

Frrofesed Flaza lymebics 2oxmh fotambsd [rogng) TUW0 Schallee.
Architects: Sang and Mewdow Alanca with T Schalber
AlA. Warsrcndor, 92cm x Gech

Though framed in both foreground and background by
structure, the real focus of this picce is space—rhe pro-
posed plaza in the mid-ground. The challenge was 1o
establish the perceprion of grear deprh by value modu-
|.'|I:II::II'| .’H!llJ [ |'lz':."-'l.'l'|‘. the |::|.'|5:l.' Ol II'I\'.' .'.|||'|-:'|.| ||.15;|.|

:‘".:-p'!:m iy the distance from aver '."\-'I'Ii.'!lllilla: rhe work,
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oy Rosner. Archetect: Roabert Morres, Watcrcolog, 1 graphy by Brods Meuenschwander

hes thowehobul and skilled



7] Artisef Designer: Syd Mead. Goaache, 26.90n

“his remmarkable vaisualiscs theatrical
Il kal |
perspective ettect by value ringe mampulation s displayed
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s ol composttion and color as well as his
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m cthis work, intended for use by o

A evicholas, VoFema Sduigre
"'||'t|x|l'|i':'~:w|:'| Lee Tronmerte, Ink am

LRI X B

[his artist’s versanlicy with and appropriane wsap
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the subtle gradatiens and overall sobriery of ch
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Tourer of Habel (eas) Artist/Dresignen: Morntoshi Nakamura, Warercolor, §1.2om x s6.0cm

Makamura has achieved an '.r|l.]:-|n1| INECT]RE CALROE ot the venerable “myth-ot-Babel.” SAVINE much zbeur the muul‘-ili::-'

and mateniality of life and che “shiftine sands™ of aréhitecrund fashion

tived media and aivhrish, s2cm x 6.0cm
I g very personal respons rrihure, wr ilizing the forms of architecture
in the mest dasectly eommmn Cression.



Window and Fragments Mremeey ond Deore {10940 Actist/Tresigner: Richard B, Ferrier FALA. Watcrcolor, graphite, meatal, and phocographic imags,

FlhpEm K 025

Done for inclusion in an invitatonal exhibit sponsored by the Texas Fine Arts Association, this arresting composition 15 a response by the
prodigiously talented Ferrier, consistent with the investigative work of his ongoing Wendies and Fragmients series. This picce is, however. in
keeping with the exhibic’s more personal theme, using photographs as symbolic memery reference, the dialogue of architecrural marerialicy,
and compositional “neganive” space o speak a umigue experiential language.
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..ﬁ i rd Sl b oimen Trpeych, Repdugn, (190a) T Schaller Warercolor,
T i

[his tmasre s 2 free adapration and celebration of radinonal Foman

farms; moreover, it is a celébranon of the warm Iratian Light which

rives these forms shape and substance
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fmirde. [rgus) T2 Schaller, Warercobor, g6cm 5 Gicm

Inspired by cthe evocatve photographs of New York duning the

1 9eidhs ]3[-' Andreas J'i'mi'rlg-;-r. this IAPE ACLEmpEs Lo csrahlisls per
cetved depth by layering of atmospheric planes rather than using
stanclard perspectival devices

I'._;..:..-..II |_||.'.|r|l!l'u::. ¢ Mk |;.-'.|.':I;r u.'u.|:h..l ¥ L Igat T‘-'.'l'r', .\'_'il;_h:‘"rr, ":i:-q LEF-
codior, ghem x Hiom

An effort has been made here o describe space and form by the
use of pure color rather than by light/dark tonalicy, Warm reddish
hues were assigned to the land and man-made objeces, while cool

preen wias reserved for the wacer and sky,

107
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Fregland (19931 TW. Schaller.

W e, 945,00 XK 93, 808

ARBHAS N, Ol

Ihe foorprine of the archiecrure here s
established by the ancient Roman
barhs, bur the surrounding design is-an
imagined furure, imphiang boch perma-
nence and mutabiling The “fixed” ele-
menes, water and sky, are treared in
cooler, more “evalved” tones, while the
transicary creations of man are handled

1 warmer, more  primal” colors,

T, Schaller, Watcreolor, 72¢n & shem

1wre a5 a svmbolic device, emsananng froreas

T S
cived &y the subject :'-L||.L||||a:.
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Fime as allegory is che essendal idea in this image. Perspecrive’s
implied three dimensions of height, width, and depeh are aug-
mented by a fourth-dimension—zhe implicic passage of the
veirs, indicarsd here by the represencanen of progressive demare-
piality and by a glimpse of an expanse of infinie space.

Prapoad Resdential Spur, Soutbarestern Llwited Sttes (1993 T Schaller. Warercolos,

T 2om X 93.6cm

Few structures speak of movement as eloquently as the bridge. But to con-
sitder the span as both a means of transition (proces as well as a destination
(produce), is the aim of this work. Note the visual organization of cooler
blue/green tones used for all man-made honizontal dements of the natueal
components of sky, water, earth and verrical stone piers and the warmer col-
GIAiod Ereatment,
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CHAPTER FIVE

Informal Process Drawing: The Sketch

The search for thar which is essential in a drawing intended o convey pure emorion, for
example. is not surprisingly a somewhar different process than thar which may come about

in the completion of drawings meant as archicectural design investoiganons. The primary dif-

Ference is o be found i the desired L:_|1:|.'L|—1|1.'|l which is deemed essential isell. The pun']l.'

emative work of art may seek 1o be an acrual marerial manifestation of feeling—joy, confu-
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Lhis pather mimimalise deawing from che grear srchineer’s awn hand depects ane ol his most leg
endary designs then under construction. Teis felr thar Le Corbusier believed e el eonceps ol a
buihliﬂg 1'lll|'|'.=i:i5]:||.'d e crnporrance s onysaten, o his deaw ings often; as i the case here, -
serve the sirice purity of his ideas more than do che acrual buldings which ey have sesuleed.



sion, or tage—aor perhaps a more metaphoric expression such as darkness or lighrness, rese-
lution or contlict, stasis or kineticism. Naturally, a work thar secks to slluminate or explore
an emerging design concepr is not immune to considerations of expressions such as these.
Srill, a concepr which deals [‘|.|11.'.i.'unr:|11.'1“}' with considerations of human habitation or uri-
lization must, at some fundamental level, address such issues as function, site; scale, and
conrexruality, and no marcer how optimistic the artist, it must address propertes of material
and atmosphere,

Mevertheless, the expressive joys of the abstract artist or the exuberant child need not be
lost to the architectural designer. In facr, if a commonality is ever to be found among influ-
ential architects of the past and present, as well as among many other creative minds, it is
during a project’s early efforts when the artst fisst develops thoughes and conceprions. Most
of these creative individuals quite lirerally, “think on paper.” How similar in fecling, if not in
actual coneent are the sketch-book noodlings of DaVine and Frank Lloyd Wright? The ener-
geric musical skerches of Mozar—with notes, correcrions, changes, additions, and new ideas
wrrten over the page ar a scemingly break-neck pace also come to mind. Whar s, of course,
being described here, is the very nature of artistic endeavor, or its process. It is the process of
inspiration or creaovity itself—the acr of giving face and form to the artstic impulse. The
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If it is sand thar the creative personality is often characterized by the abiline w “think
with a pencil on paper,” it should be understoad that, in the opinion of the author, this
statement, no matter how true, should not be taken wo literally. That 1s to say, the “penal”
in question may be a pen, a painthrush, a computer terminal’s mouse, or a stick on a sandy
I_':ll;.'.illi_'l'l... a"l.” ‘l'!ﬂ::'id.: i['l'lpkl._'l'l'l{:nr"i ML= Ir'IL'rI.‘l}" a means tooan Q"I'I:d 0 [|.|"|.||5| [ENIN W FLREY |.'|_'||.i|.'|"i.|}' L L'E.E-L'li.'

tively explore urgent questions ar hand. Creanivity and especially the process of creariviry is

not media speatic. I for example, an arost works i a watercolor medium w explore his or
her ideas, the fdfeas should be the focus of the work and not the watercalor Media |l.!l'.:|"|]'tiL|||.I:,".h
have their place, of course, bue the conceprion is that more investigative waork should be the
tocus and not the means by which the conceprion is explained or explored. Ir should nor be
assumed that this book has any "ann-dhgital ™ stance when it comes to the question of com-
I'IIE'I.L:'T Er-'lnij]‘il.‘."i- .t.]'“.‘l'l;: i:\ |'|'|I|.I:'|'|.. :.“'Illi 1|H:J‘L' i!l't}m't:ﬂ::-. [¥ |.:|"|.: R R b =N .:E:‘l[l:“l]llii.lll_rli:\' i”"-'l:.'!'i|i=_'l.;||i.1"l;' .'"'H.l
viable work done by compurer, both in the finished and the mare conceprual vein, some
examples of which are showcased berween these covers. Sall, as with any emerging technol
ogy., obstacles can sometimes dilute results, and wew s nat always synonyvmous with ferrer, 1F,
for any given artist, computer graphics prove w serve creative needs in a quicker or more sat-

istving manner than more “analog” devices, then, by all means, they should be explored and

Fi;;_l‘.lﬂ A4 Prelmimary Sketth fnr the Wealier Diresnler Honse e Gormany Ferabicclime Vicws amd Plan Tpazs® Armistl] :I._--..I_'||||r |_|,||:|'|'.|:|l
Alies van-der Rohe ¢ 188619065, Graphiie aa iracing papen 2ocicm = wo.zem Corresy of e o Archieovre Canadiendt ana

din Centre ForArcliieciure, Moneneal

Van der Haobe wrone in 1953 chiar archarectore "d:-l'.;_-ru_ll: ot ird ime and alio tha when “e !Irlllill;_:'l' renches i real
fulfillment, ir rransconcdy e archicecrure, ™ Yo, the grear arestfenginecr s concisoly reprcsenied, belose the voin
[PULER a8, ini this cuananucal, very ".|11.|||::!_5" skieteh which cmbadics many of his ri |.||:ri||1: ‘I"'""l:“ prrecipaes: livk oxri
F"I':" il"“'rl'-"fl‘;-“"B volumes and hli':]-!llﬁ |1]:|n|:"- a madernise ITEE | AL al celpect i SRy, [T |.|m1.'|.||i||;!'_ 1ii
imagine how he might work today.
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urilized to their full extenc. Sell, others find the simplicity and immediacy of a soft pencil
and a roll of cheap paper the most expedient path 1o crearive investigation,

Aschicecture, as discussed carlier, can have various meanings ranging from the study, the
exiseence, or the production of anything from a single building to a grouping to the enrire
built environment. So, when discussing the topic, it is important to have a clear concensus as
to the specific discipline under consideration. When a fine artist sits down to complere a
work with archirecrure as a subject matter, the artist is. generally artempting o interprer ideas
abour the social, aescheric, or culural impact of that architeerure—Dbuilt or unbuilt. However,
when an architect draws a building, especially ar an early developmental stage, it is more than
likely thae he or she attempts o porteay ideas about actual structural, contextual, and spatal
CONCErns.

In his fascinating and essential book, Wy Archirects Dy, Edward Robbins, anthropol-
ogist and lecourer in Urban Design at the Graduate School of Design at Harvard, explores
the sometimes surprisingly vaned termin of the architectural drawing as used in modern
archirectural pracrice. He analyses the ways in which designers use drawings to explore and
cxpliin design for themselves, their colleagues, and their clients, but alse the ways in which
atchitects use drawings 1o establish an agenda widhin the social contese as well, in the process
of shaping our built environment tor themselves i the process of design, and tor their
clients. For Robbins, archivectueal Lll':iwillgi Cittt Fepresent wdeas and are useful as instruments
ot social pracuce. “Archirecrural drawing, " he writes, "has many effects, serving as it does o
join concept o its materialization and the architect as culural ereaor o che architecr as
social practitioner, Drawing both produces archirecoural knowledge and is a production of
thar knowledge.”

Raobbins goes on o poine our that architectural drawings are used by architects in many
ways—both as representation of an object as well as an object itself. Tn Robbins” words, they
are “the subject of conversation and the object of our endeavors.”

Among the many salient points and issues taised in Robbins' book is one nearly univer-

sal fact thar most architeers, regardless of their aestheric proglivities or personal and profes-
sional agendas, continue to draw as a means of exploring design, It is this area, this
beauritully “grev” area berween eoncept and realivy, thar the archirecrural drawing crosses and
inhabies so perlectly and necessarily. The piece of paper thar holds our thoughts in the mak-
ing—rthar print-out, thar doodle, that sketch—is che very embodiment of the creative
thought process,

| 'he pages ol thaps i:l.ir'[-.'l are devored o these Lypes af "|:||'Lu E5% drnwings"—tht: carliest

stages of design development in graphic foem. These are all drawings abour somerthing else—

signposts potnung clsewhere Understundably, and nor incorrectly, the idea of the “sketch”
comes to mind, While it aft berch—a hasty, diagrammaric, informal, kinetic, and eco-
nomic piece of work—tha: cvemplilics the process mast clearly, these carly stage eftorts can
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also embrace clements of refinement and pictorialism which are nor necessarily atodds with
their more purely developmental nawure, While the orthogonal plan, section, or elevation
skerch drawing 15 most often what s seen on an architecrs drawing board when solurions to a
design problem begin ro emerge, the isomerric or perspective sketch is not an uncommon
sight. These types of more “pictonial” representation offer excellent opportunities to explore
volumetric and three-dimensional questions carly on. As we saw in Arnheim’s work, however,
it is in the dominant horzoneal and the vertical planes that human visual perception firse
operates and so it 15 often essential thar a designer, regardless of which type of view is.
sclected, first make fundamental decisions as to the figural identity, which the evenrual verri-
cal elements will describe upon the flar plane of the horizontal. In any structure mtended for
eventual use or habirarion, ir is in the horizoneal plane thar we can best and most easily
understand the movement of peaple through space.

Thus. we begin to see the logic and purpose of the plan-based sketch as rypically the
fiest chodce for design development drawing, Man sketch drawings are, of course, essential 1o
a designer in an avempr o comprehend the nature of the eventual structure at hand. bur also
as a means of understanding the relaponship berween the new structure and its conrext—irs
buile or nawral neighborhood of environmental influences, The contexuality of archirecture
i not @ new concept, vet in examples of more current design and in the dawings utilized o

L 5
B LS -
e

. :
L -ﬁgl_ -

Fignee 33 Prelmenary Sludy for e Baman ©rdwbe: Wompedine Carbafad of O e K, Levrepond (egzy) Arast/Tresigner: Sir Edwin

l.l.ll"ll'tﬂ!- 1G9 1244 b, el itte] e Sk e i sheet Foom i ® """g.”' P‘“L b % 20 sem b {I“"“_} Umm HI:II'.I.I]I.A.I‘!:IIIII!I:‘—
tural Libmr, KIBA, [ ondon

His recurning vocabalary of 2 high central arch flanked by vwi lower atches wia evadbent in Latven’s drect un:l H‘lﬂ.'ll}'

perspective drawings for this wondertul but, escepi tor the crypr and foundaion, sadly unrealized structure. Form.
nately, an invalushle wealth of his proceseworks remam




achieve them. a near unprecedented level of intelligence exists about the consideration of
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maost “appropriate” building for thar site. So, whar may have been deemed as the “essential”
in a developmental plan drawing of Pedersen, tor example, may not be immediarely apparent
to the viewer: it may require some insight into che vagaries of the speaific site at hand. Sun
directions, sight lines, or ciry axes distant or even long-forgomen may all be influential o the
emerging shape of both the foorprine as well as the everall identity of the entire sorucrure. A
sense of twension—rthe contlicr and potential resolution berween elements—and a subse-
quently distinet kineticism are nearly always present in these masterly abstracrions from Ped-
ersens office. These are qualities which are inherited by many of his finished srrucrures,
directly 1r seems, from these carly inspirations on paper. Like all modernise expression
painting. music, and buildings—much of the message. the information, and the story of
skerches such as these lies bevond the parameters of the canvas or the page. Therr mspirations
and the creative reacnion they produce cannot be arbivrarily confined o any such classicist

concert as simple border, proportion, or resolution,

S HCH ETTE GHRE STHEN 5% CUSCHNITTENES PRLANSEN -_~.n|_|-.||}.:|
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By their very definition, these tvpes of “process” works are abour something other than
what they may be when considered simply as graphic expressions. While they may be valid
and compelling artistic starements in their own right, they differ from works intended as
more purely “artistic” effors by their very “directional” nature. They are literally signposts,
outlines, of another statement yer 1o be made. The essentials which provide the impetus for
their creation are shaped and mformed by the identity of an actual structure or ideas abour

an actual structure ver to exist; of course, it can quite rightly be said thar all' arrwork (ic is

perhaps ane of the definitions of art} 1s about something other than what s on the canvas or

page iself. Sull, the messige or emodonal impact intended by the painter or graphic artise is
a direct result of the artwork isell, whereas the message or emotional impact of the architec-
tural process drawing 1€ generally inended o be communicated by or contained in the even-
wal building the drawings describe. There is of course artwork that uses architectural ideas
and identdries as subjecr marcer without the intene of ]_‘lﬂ-||1_|i|'|,¥, toward or ;'.:_n:u]ﬁng in an

actual structure. These works: looked ar in laver chaprers of this book, can ar times achieve



levels of merit commensurate with any other expression in the realm of fine art but are, of
course, not to be considered process drawing as such since their real message lies within their
own artistic and intellecrual paramerters. Sall, as hinted ac carlier, process drawings may noc
always take the form of the scratchy, gestural cconomic sketch that most often may come ro
mind. The more “pictorial” formats such as isometric and perspective drawing (somenimes,
such as in the case of their use in various archirecrural design comperitions reaching a high
level of finish) can just as likely be thought of as plattorms for process explorations,

While the plan-based skerch s essennial in helping ro establish a projecred strucrure’s
fundamental relarionship to irs site and irs more purely funcrional horizontal plane idenriry,
clevational sketches begin to give torm to its more visual idennicy. O course, issues such as
heiﬂht are u:mi]:r understood i the elevavonal skeech, bur more subjective ssues such as bal-
ance, scale. and harmony can be studied in depth. It is difficulr to think of the beautifully
polished and refined orthogonal drawings done by students of the Leole des Beaux-Arrs in

the 19th century as “process” works, but to 4 great extent many of them were just thart
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Though lew examples of architectural arwork, of any style or in any medium before or sinee,
can approach the meticulous finish and level of craftsmanship routinely found in so many
works generated by thar institugion’s studenes, i is imporeane o remember that many of
these exercises represented buildings not necessarily ever ntended for construction. Racher,
they were a means to another end—a student’s heighrened awareness and knowledge of the
principles of classicism and neoclassical design that would be apphied to the works of his or
her Later pmﬁ:ﬁﬁimm} fite, While these "studies” were commonly gfnur;ll'ﬂd with considera-
tionis of an actual sive as their basis, they were vehicles with far mere validity in the general
stucly of aesthetics and design theorem dhan in the imterest of solving any specific building
problem, OF course, unlike modernism and its subsequent disciplines which promore the
ichea of the possibiliy of unique and a near-inhinite number of destgn solutions o almost any
given problem, the classic and neoclassic ideals allowed foe, if non less Hexibility of expression,
a much more speatically defined language of design expression parameters.

OF course, it was the estblished principles, with licde or no differentiation berween the

intellectual or the acsthene, which were the guideposts and the genesis of classicism in

dc_ﬁign- I'he pictorial or more strictly emotive compaonents of architecrural dEjign wWere
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eschewed by Beaux-Arts discipline and were Lirgely shunned in their graphic representations
as well. The use of the perspective drawing, for example, for the presentation of a formal
design in comperition was virtually unknown, though courses in perspecove were taughe at
the Ecole. As students final designs were submitted in comperition with one another for the
cowered Girand Prix de Rome, the decision to have all graphics submired in an orthogonal
format had a certain logic vis-a-vis questions of clarity and equality; sull, the choice had as
much to do with the overall tone and beliel system of classicism and the Beaus-Ares disci-
pline in general,

So, while the rigid formality and high level of finish of so much of the student effores
done in the Ecale des Beaux-Arts appear to discredic this work as being considered as
“process” oriented, it should be remembered that all of these pieces were student design com-
petitions, illuserarive of emerging professional designers’ aesthetic development. Furthermore,
as we shall see, a grear many picces of architectural art, especially perhaps in the realm of

design competition and often rather polished 10 terms of overall finash, are in face process-

F-i-!:ﬂl'lf 5.0, Cienmgde Wi [enoeciaty, Provee Willam Innttiwle Sroscarnces § ener {99zl fehp B, Fernamder, Aschiveors: L5 Molshel amd
Pastiers. Watcicolor

This bmmage is diseinguished by o vabid and strikingly effecrive graphic crearment which simultneonsly depices bah
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oriented. Despite appearances, they are not so much records of a final artstic desanation, but
rather a documentation of one milestone of the journey,

The Age of Romanticism in the lare 18th and early 19th centuries profoundly affecred
the ways in which almost all creatve people felr abour the very narure of artistic expression.
The utopian spiritual purity and severity of classicism had to make room for the more secular
cxpressions of mysticism and mortal demands ol humanicty. In the dominion of architecrural
expression, arguably no single individual had a more sweeping effect than Giovanni Batrista
Piranesi (1720-1778). '[']umgh he shared an interest in the forms of the ancient Greeks and
Romans with proponents of the Beaux-Ares movement, Piranesi differed trom thae insoitu-
tion’s belict in the unassailably utopian perfection offered by classicism. In altogether darker

and more reflective depiction of the ancients, Piranesi was not afraid vo illuminare the failings

and mortaliny of these societies implying his own mortaliy in his emorive graphic rumina-
1_i|:'|'l'|h. T-IE:\ i.11r1.,'|'t':-.i WS Iﬂ::'iﬁ mn tI'II:," .ILri_l.il '.I.I‘I'I'l'l?ﬂi 'IJI'. ';,:I-l:'i.";il'i!:lr'l'i 1|1.‘Irj i.]l |.|"|‘L' L':l['l'n'ti”n:l:] P”H'ﬂr -
tained by these forms. His sketches of ancient ruins and his architecrural fanrasies are
emaotionally charged wstimonials to the power of archirectural forms and the spaces created
by them: It is no surprise thar he typcally worked in perspecrive as an especially clear and
dircct method of pictorial and, therefore, emononal exploranon, More will be made of
Piranesi’s impact in later chaprers,

While Piranesi cannor, of course, be credired with the invenrion of the architecrural per-
spective drawing—the weners of perspective construction, having been reasonably common
knowledge since the Renaissance—he must be given much recogmition for his influence in
establishing the emononally and inellecrually communicarive power of architecture; buile as
well as unbuile, as a subject of artistic expression, and as portrayed by the perspective draw-
ing. His creative legacy is deep and can be seen as a major influence in the developing forms
of licerarure, philosophy, and art as well as in a good deal of western architectural expression
well into the 20th century, How different might the work of John Soane or Joseph Michael
Gaandy been, o say nothing of the American visionary Hugh Ferriss, had iv not been for the
patent chiaroscuros of Piranesi:

In any case, the perspective drawing became and continues to be a vital explorative ol
in the archirecrural design process. Even those whom some may consider o be rather asrin-
gene modernises of the carly 20th century were not immune to the persuasiveness of the
perspecnive dravwang in developing their work. The Russian Construgrivises, Tralian Funurises,
the Bauhaus School, and DieStijl, for example, all employed three-dimensional images for
purposes of study and presentanion. Le Corbusier, Mies van der Rohe, and Frank Lloyd

Wright were highly cognizant of the emorive qualities of their respective design ideas and

studied them through use of the perspective skech. Wright was especially sensitive 1o the
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ways in which his proposals interacted. “lived,” with their sites, and he helieved char lictle
was as effective a rool for exploring landscape and contexruality as was the three-dimen-

stonal visualizarion.
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drawine i the evolution of o desion scheme

Today, there are, of course, architects whe still feel that perspectives are an invalid or,
more to the point, a too subjective conceit. Most designers, however, see them as an invalu-
able avenue which offers an unparalleled opporunity o see whar their proposals may lek
like and feel like—both ar home and in contexe with their environments. While, as staved,
somie process drawings are paradoxically more, rather than less refined in overall level of fin-
ishi, it 15 far more common and generally more appropriate that these tpes of exercises are
sl and suggestive in nature, As we saw in Arnheims work, it is the 1-:.1m.i|::|l:,.':.r of percep-
ton w0 proceed trom the general to the specific, and the most successful examples of artistic
I:3{|TII'L'hhj4JIh dic Ul-lln'.'ll []l.“'!'il." Wy I"llli.!l i"'ﬂl: I,_'l.."'l;l In a |.'|“_';L1 .ﬂ_nl:_l |'_|.|'|'L|_]I"¢'|_I ';I_}-' ﬂ'{]m [l']{',' g‘:n:nll—[hl:
concept, the big ide, the essennal informing genesis—io the specific—rthe means and media
of expression, the supporting elements. the details, [t is nataral to see designers or design stu-
dents attempring to caprure or record thar “hig idea” or that essenitial gesture of crearive
impulse in the quickest, mose economical. and pure fashion—the sketch. These documents
are wsetul as early design stage devices for client presentations, but are typically even more
1l':\.1|1.|l1|.1|||.' ML hi”lkl“—lg |'|!”‘|.:|'\..51 ol din -.'*.|1|".'!r1!_'. Ill:"'-l_i_"h['l—'l.:i_']'i[..]l"ll-l_' '-,.I]JFLSj]{:lI‘E -I_'II:- I_"I['::lcfﬁ_
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sonably Facile with a pen or pencil often develop such skerches themselves as an organic cle-
ment of their own creative thought processe Sl others employ the services of a skilled

stafl member to graphically explore design ideas in andem.
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Orher times, a freelance perspectivist may be called vpon w visually and lierally record
various steps along the path toward a finalized design, ['hese drawings can range in scope
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more refined skerches, requiring a dav or more 1o complere, In these cases, the treelance per
:«u]"'l.,'l.,'l,i.".'i:-il_ may act as a literal '"|1i|'1_'gl-g1||1" II'.I'-.|'|iI1‘L: tor the office of the de xipwr tor work
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ment of a larger design ream rurning out any number of quick sketches inan attempr o
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tural lluserators are also architects and giilcﬂ designers in their own right, 1115 olten the wise
architect, whose time is shore or whose graphic skills may be less developed, who may avail
him- or herselt of the talenes of these individuals, Sull, the assertion thar che L|u'~iglk architect
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bear some significant clement of wruth. Almost every design will appear in a graphic formar
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tinal design.
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It’s impartant here to understand the rarare of the successtul skerch or process drawing
as compared with arowork which represents a completed or finalized design. Of course, there
are similanties, and ar tmes one cannot disnoguish one tvpe ol work from another, but there
remain crucial distincrions. The formal presentation drawing, representing a structure whose
every design detail has been formalized and whose use is more one of record or for parposes
of marketing, is. by s very nature, fr more abour praducy than it is about proces, Tt may or
may nor be viewed as sufficiently “artistic” depending on how well the artist conveyed the
hicrarchy of elements, how clearly the essential 15 preserved and delineated, and how the
whale is orchestrated. Sall, the formal presentation drawing nearly always conrains a far more

emphatic insistence upon specifics and detail which can, if the artist is not sufficiently vigi-

lant, dilure or even obfuscare entirely the essential arristic gesture of the structure and of the
artwork. Rightly, a client needs to know, for example, exactly how many floors are being pro-
posed, how many and what type of windows are being paid for, or specifically, whar rhe
nature of the building eaterials may be. So, more often than not, the required details are
allowed o dominare the work and dicrate the nature of the drawing ar hand. However, the
I:_'.IIFI;"I'I' ]l{'l.".!:\.. L :||_|1:IH|.I.J |'|L'4.‘I'.|:. i ||i.||“'||"|' h::][ll:lhir'lg I £

Ihe directness and relative simplicity of the architectural skerch can almost assure the
:I|1..'r| ;1r1|;| Hkl.”[.'fl ATEIN “l SNICUENS, .J-“"'l".'ill'{{ [E'lilt L'Hd. i :‘ii['lll"-ll’.' r1|'.|..‘f.il'|1 ['I'I.Eght hl:: 'Lll.'.l.L'I:‘I[iE;" FI'IE'
essential and preserve ir.” Thar essential, as we have seen, may be a shape, a relavanship, a
directionality, or an effect of hghe, If this one primal element is clearly stated and all other
elements of the drawing fall inco line behind it a compelling work of arr will almost always
result. [n more process-oriented work, it is nearly impossible and impradent to portray
details and specifics of wall surfirces or mareriality that have yer 1o be delined. A judicious use
of the representation of specific design detail is a characreristic quality of the mest notable

ﬁktfﬂ']l \"l"irl'l':.h. Hli'H'I'IL'l.i.I'I'II::-i-. = |-|III'.' O Wik, i g-;.‘hl.'lll't,'.. a I'.'Hl{]r. 0or a SI'I::'IFH: are ﬂ“ ‘[I'I.FIT I.'I'I-‘.'I}-' I_'-'t.'

needed o tell the essenrial story ar hand.
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Medsa is, of course, important in these kinds of works; still, more importane is the
manner in which the media of choice is employed. S0, while airbrush or compurer imaging
may appear to be more suited 1o the formal presentadon, it could be used in 4 decidedly
maore gestural or economic fashion, Warercolor—opaque or transparent—is equally ar home
in either tormal or informal spplications. The same can be said ot pen and ink or pencil—

Ei[l"lt_‘.‘l' g'I_';I[JITiH_' ar I'.'HI-I'_'II;'. :"'-FI._"n'l:I'lhl.']L"‘h'-iq IT-I.,!I._'ZiI.I.hL‘ i+ i!l.'-. !'niFIL'f.'I.l HI- .IF'I-[]'IiIi'il[il!n J”-I:_I ﬂlli{lit"ﬁ [ramns=

parent watercolor lends itself most naturally wo skerch work, especially when any suggestion

ol tone, color, and the effecrs of light is required, Watercolor may be superseded only by use

of the soft graphite pencil ar the fronr line of skerch production. Capable of producing line
or tone with almost equal disparch, the penal 15 quite simply unsurpassed ar providing an
unferrered channel from rhe crearive mind directly onto the paper. In many ways, it is the

VETY :":?_r"l'lll'll:l‘t af process,
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HAPTER 51X

The “Finished” Process Drawing

In the previous chaprer, we looked at the ways in which process drawings differ from mor
finished work—nor so much in technique or finish of media applicarion as in fundamenral
intent. In this chaprer, the finished work 1s thoughe of less as arework char attains a high
degree of sophisticated technical expertise and maore as preces which record a destination
rather than a journey—rthe end ol Process, nor the process isell. T is the purpose and
design of the process drawing o record a step on the way o somewhere else. The informal
|
sketch work mav be the best and most appropriate method o record this process, bur, as

-.fm'|15|1|ifu'xl by architectural design comperioon drawings, clearly s nor the only way o
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[lesign compenitions may assume a variery ol tarms ranging trom the small-scale and
informal in-house exercise ar a design office to the massive, far-reaching, and very public
international event, Examples of the later may invalve a great number of high-prohle design
lirms willing to commir large quantities of manpower. time, and money o vie [or a winning

place. OFf course, a hirst-place win is the ultimarte desire of most entrants in such endeavors,

burt still, in the case of |'.i:_;I~ v visthle and widels |1||||||L'i:u| -.ll!IIF"l.'lLIi.I.ZIIE?- lor notable civic
."-.-_||||,||||I~_'.x or environmenits, the notorer _L'|i1|1ll'.'L| by ursl'lL'I||'.I'|_£', less than a ﬁl'hf-]"lJ'JC‘L' finish
can have nearly as desirable an effect in rerms of publicioy—espeaally in the cise of gifeed,
emerging, and less well-known birms, 3o, while few designers sacrifice their rime o enter cost
intensive comperitions hoping ser to win, benefits can be derived by other than firse-place
finishers, Wich this in mand, it should noe be ~L|J'|1ri.n|1|g tor chiscover that not all |_'|L]i]|_]iﬁ5!-i
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the precise form in which they are porerayed.
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unusual o find rhe resulrant commissioned
andd constructed building ro differ signifi
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submiteed comperition graphics,
Competition entrics ohten represent an
“extreme” solution o the |1rnflf-+:r:';| design
problem. Construction budger guidelines
could be threatened: sice COVErage or ]'I::ighl.'
restricoiens, for insrance, could be pushed
bevond suggested limitations. None of this
is to sugeest thar most architects are neces-
sarily errant or rebellious by nature, only
thar they may wish to show their “oprti-
Mum '.l'..'!*i;_[“l solution: At best, they may
hope thar the seductiveness of their solurion

will convince the ey that their entry 1s not
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Fagnire 63, The Reval Baclvoge, Lawden (ifge) Arist/ Diestgner: Charles Robert Cockerel] (178818631, Pen, pencils ansd sepria wash

Gl Gom & fr7 e L ANy al The Birinzl Archorectural Lilveary, BIRA, London

Cockerell, along wich Allred Warerhouse, may well bese persomiy the rype of “old school”™ archizect/aroses whose dessgn and
graphic abilities evolved from and sastined one another. In Cockerells beauriful perspective of an unesecured competioom
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only superior, but possibly even worthy of having various parameters strerched o accommaodare
its obwious brilliance! More likely, iv is wished thar the submired design will sutficiendy
impress and convinee a jury o have no alternative bur o select them as the designers of the
“real” building, In this sense, it can be seen thar the graphics used o “sell” this design, no mat-

ter o retined, are ar heart process waorks because they represent another step _allseit a more

evolved step than an earlier design stage sketch—along the path to a final design solution,
Leimarely, a compention drawing must seld! Certainly, o a large excent, all archirecrural
drawing can be seen as an attempt to sell something—an adea, an approach, an actal buld-
il'lyl. 4] |hL' l;.i.’ll:'.l.l"ilil.if:';- {'I‘- a h‘l'“;.:l_'in'l.' ﬂ!l.'higlh'l'. Hl.]t lllll!lli.l.' {'Ir.l.“'i'llg.h I:El::lllli.' !-l:" IThAT LlL"illE_’\. ar
other more specifically commercial concerns, which by and large arrempr ro sell the public
on the very specihic meries of an actual building, the architecrural design comperition draw-
ing has an additionally different task. It attempts o sell an often very discerning jury. in the
face of potentially formadable rivals, on the merits of a specific design firm on. more com-
monly, a design firm/developer team. It is often reputation, ability, and skill that are being
sold as much as the intricacies of any actual design solution, That being said, the graphics
utilized by the design/development ream are often of wrmaost importance in convincing the
jury of their professional merirs as well as the strengehs of their submirted design. The draw-
ings must be capable of both gaining and maintaining attention as well as in quickly and
clearly imparting intormarion. Subtleties of execution and content, which may give more
Et‘]l‘l[l:l'l!}'.rl'.lLi'n-'L" W I";.:'I |.|:'|L'iT d:]]'l'"i.‘i!l.. r]lil:'." I'I.'I'i"l.,' 1i'||[l.,' O Theh I'?LI;I._"I_' hl;_"rl;_'_ ‘u_.”-l,l_'l'l- ||'Ii.' .-Irl.r*-[ TEIsI ITI.'

lﬁl]:lslbln‘. ol i]l]pl‘_-’llllg H;:L‘tiﬁ-:.‘]tjl.-‘ and ‘s‘r_]msiug over unbecessary or unresolved deails, Giv iy
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Figure 65, Wil Temad Compridion. lesaad Bee Dvserre, Archiveces: Handy Holzman PReiffer Mixed meedsa

Agaten, this smost giifted andse proves thar the approprare handling of any given medium iy the key o an image’s suc
{hs Al s vlew, we know tha i, bustling rermimal 15 more than just o Boetlding; e oan atmosphere. #
cesss Ul b dhis view, we ke Bsar 4 kineoic, busding termi i £ B

15 A0k EXPErenes

the appropriate amount of graphic information is crucial; for example, too much informartion
and the overall gesture, the essential idea, may become weakened or diffuse, Likewise, too lit-

tle gl'.LphiL.li information may 'Lr.n]"l]'l.' 4 lack of dn_'_nif_:}n consideranon, or conhdence, and a hesi-

tant, unresolved, or insubstantial pall may descend on the work.

Fhough it s ohen the case thar informal sketch-based perspective drawings are com-
pleted for design comperitions, it is more common 1o se¢ larger works of greater ambition
and rechnical complexiny submitied, especially for competitions with a high public or profes-
sional profile, While similarities berween successtul examples of these more and less complex
works are not apparent at first glance, they do appear upan reflection. Their commonalicy
lies ot so much in their relarive levels of congere as in their consistency of mtenr. The story
IZE'IL‘f- have to rell illust rates a hierarchy of creative -.|L-.‘t|gu i:11pl|!.w.+-: ;II'||,,| AT IOnS. What I]u::n;
have to sell is the cssennal ides—the central intorming .;_!;_-s.ig__u gesiure of the pece. [ Yespite a
higher level of finish or greater amount of deeail, the successful architecrural design competi-
tion deawing should be able wo rell its tale with the same immediacy and clarity as the quick

i r1ﬂ CCnoIm i1_'.'|| ‘-.li._ .

While conrradictory or ar the very least p.i.r.1-:_1n‘-:1|.'.ﬂ. the formal LHIIITIFIt‘tin{'I-H dr:l".‘r'ill.gi
L”I]I!'l]i.'ll.'l.l st '|I-I'i.' |'l M I A4 T :i'-'. 1556 ¢ .:.II.'iI.'r L'l"ll'l"i.'{_'}"‘l- |'|'|.;|.|'|':|' li_"'};ﬂﬂ']PlL"S ﬂr};uc&'ﬁﬁfid
process-oriented graphic s Coerenly, few examples of these magnificent and lumi-
nous works ¢an be accused of | - of lacking in derail or finish. Bur it should
be remembered thar deril—or to be mo i harmonic and proportionate resolu-
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tion of that detail by the play of light upon surtace—is the cenrral 1dea of much Beaus-Arts
architectural Eiﬂ'ﬁi_g_‘l'l, r.':'-;l':::-r;i;ﬂl}' 45 por ru:.fu:i in the rendered elevation format. The more
graphically refined, defined, and clearly delineared works swod a far betrer chance of success
than did their less well-resolved compenitors. These works illuminated their author’s walent,
skl

intended for construction. In this light, the dogmarics presumed o be inherent in the acs-

: ::ruﬂmnn, .'|r1d promise bar imiore than 1]1-.::1.' mav have -ihqu;gujc'd anv hpq:n;:hg' |1L|||Ll|:|l=:

thetic of Beaux-Art design are, in fact, tempered with the knowledge of a surprising degree of
subtle, abstract, and understated arviste expressivencss,

The formal design comperition drawing is an ideal platform for the production of
process-based artwork, which is among the most expressive and effective one could hope 1o
find in the architecrural idiom, bur it is far from the only basis. As we have seen, the skerch-
based drawing used 1o present an initial design idea can cerainly result in a dramanc and

compelling image. In truth, architecture or architecrural ideas and concepes can provide the
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ments. From editorial, sales, and advertising pieces 1o posters, matte painting; and produc-

tion design conceprs for film and stge work, architecture and the elements of architecture,

are used o grear effecr.

Archirectural arowork, commissioned

the maost familiar or frequently seen of su

vinee a specifically targered audience
sumers, or the public in general—af ol

design, Typically far different in approa

presencation or marketing purposes, is perhaps

vork. I'he presentation -:El'au-iugii task iz 1o con-

v otficials, specific demoeraphic con-
1 established or already constructed
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design comperition worlg, these pieees, if skillbully done, can achieve a certain high level of

artistic integrity i, as touched upon carlier, they succeed in maintaining an appropriace hier
archy of elements. The level of detail, no matter how excensive. can sull be made o answer
and not wo-dictate the primary aesthetic gesture of the piece,

Az clanitication, it should be said that even in the cases where these drawings may
explicitly reflecr the design of a building as it s or will be built, these drawings still, in con
text. dct as process pieces. Fhe reason for this is found in their functionalice—rthe facy tha
they all point toward another creative, yer directly commercial end. These works of arr exist
in the express service to another form of expression, OF course, this distinetion is not draswn
as any attempt to diminish their porential EMIPACE 4% AULONOINONS arastic stements i their
own right, but by way of ganing a tuller view of their governing contexts. and therchy, «
el epe |=|II.IL'|"«-[.:||'|L|:”|;._’| of the acsthetic impulses and choices which tramed and informed theis
creations. As an added nore, arowork creared by the arist expressly for sale should nor be
viewed as " process-oriented” even though it may have a commercial component; it 1s cssen
tially an income for cthe arrise. In this discussion, “artistic motvations within the creation of
a particular work should not be contused with the external “morivations of an artist

As rouched upon earlier, architectural compertitions or, tor thar mareer, presentation o

markering concerns are not the only venues thar allow for the execunion of process-based
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architectural arowork: Interests with decidedly non-architectural goals as cheir ultimare aim
il I.Il'\'lill.l.L'll'I:I" 'L'”I'IJ'l.'I‘}' |hL' |.1!I'l'r‘|.*i ”‘- i!thitL'ﬂ.“.irL" i'll i:l.'..lpll.il.::\ ;”'ll.l '“l"'ill'll.“”'l'l. -I.l'lﬂ,""rl.' I;::lrl'l'l". A
often used as non-verbal representatives of individual or socieral stares and arritudes or, more
simply, as highly etfecove ac establishing a desired mood or atmosphere,

Avid fans of cinema, especially films of the science fiction genre, will find iv difficulr to
lorget such classics as Frite Lang's Megropolis from 1926 and the 1936 filming of the HL.G.
Wells tale, fhings to Come, which articulate portentous futuristic visions and, in the case of
the lavter filmy the successes and failures of an entirely glass-based sociery. Aside trom sporad-
wally compelling storylines and advanced production values for their ome, whar disein-
Ellihht‘h r|.'|L':':\-|." ll[llpil“l I:.l.ll.“l:'illli:h i"'| Ih-.‘.ir {:l'lu"l,,'rllll{ii“g .tr:‘lfﬂ:':'tllr:il H{'ll:\!l]i]i.l_'i'. .:R[Lhift‘{'ll]ﬂl_i I'li'll']ﬂﬁ._
concepts, and images are used as a metaphor for progress and as symbols of advanced civiliza-
non, both in the positive and the negative sense. Stlls from both of these Rlms reveal com-
positions of intense drama and scrength, which make it clear thar the forms of structure,
represented graphically, can assume grear emotional weight, and thereby, they can speak of

far more than merely construction clements. They can often speak, quite lirerally, for charac-

ters who won't or don' .~ip{-nl¢ for themselves.
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Though more often perhaps, in such works, it is the image of the "City” thar speaks its
Omrwellian text most eloquenthy. In these carly ilm projeces and others like them, the idea of
the fururistic, “ideal” ity is expressed in overall producrion design, primarily by the graphic
use of matte or scene painting, that is expected ro carry, to symbalize, the myth of the
“Future.” As a crearion of man, the image these early modernises had of the ciry were not
unlike imagery in the myrh of Babel for Medieval civilizations—an irresistible appeal. The
ciry symbolized the best and the worst aspeces of man's insagiable arrogance and ambition—
hope and despair ar once.

More modern examples in the field also contain any number of striking and powerful
examples of production design and stll imagery. Such films as Terry Gilliam's Brazil, the
Alien series, or Ridlev Scort’s Blade Runner from 1982 exhibit far more than just the inter-
miteent rivering still shot, Like the pioneering carlier flms they also utilize in tandem with
!'I'IIJ.Ch ﬂtl'p'ﬂ]]CCd n'ii':l'l.lll'_'-n'_l.:l]'l.ll'ILL'l [I{"L'_I'Ir'll'lll:i‘L::'r'.. lhl_' |-1:Ir|'|k."-. :l['lL{ l:il'lHll.:.lgﬂ." l:ll- :'!I.'E|!'|i|!|1'-|!'[|JrE are UHEL{
to establish an overall mood or armosphere. Stll, they do provide astonishing saills as wir-
nessed. for instance, by the work of contemporary artists such as Syd Mead on the afore-
mentioned Blade Runmer,

Aside from the rather Gorhic gloom of many examples of the tuturistic fantasy genre,
other films display, in a sometimes less bombastic manner, an essentially “archirectural”

nature or sensibility. The films are far less dependant upon dhe completely paineed flacs, char-

A R T

filEE
= rArnFRGRRAAIT S, f

Wi FIECREEEE

Figewe =12, Fropil 5 I 1| T Solualler C et Kaherrson and [Purtners!d
Kallman Mg Eamecl aricl Wisoal

Tn creare a coherent sense of umn bis schome o an aerive MVersity sernng, 1 care

ful modeling of dark and light. wa vy means of lage graded washes of specrral color,



!
—

=k

e |

View by [bay

e

actenistic of Lwgely studio-bound efforrs from the 19205 or 1930, since rechmcal advance
ments allow modern films the abilioy to creace 4 mobile, all-encompassing armosphere in
|1nrudl_|.:_'t'mr: |_||.:~;ilq|]_ In this rq_'g;lrd. the tilm waork of Britain’s Peter Greenaway and Derek
_[.‘lrm;m Comne in1i1u'4]':.al-:|_1.' to muindd. In o llrl'l'll.'l'l.-'n-'.l:l.-'lh “r:.r:.r‘::.l"hf.nl.l.m'ﬂ.'- Contrater from 1982 (an
odd, although compelling, mixture of architccoural drawing and sex), and in his Belly af an
Avehirect from 1993, or in Jarmans 1986 hlm Cargeageio, we see characters straiming againse,
ar T;IIhl..'r 'I."r'i[hill. 4,.'||"|-'i|"|'|['|"'||.'|'|!"| ”l. ill1t'il|i”“-|! ;llLlii‘IL'Ll'ulLll lI]I..'iniL-itl.“'fl-. .J.I'IL' |'||'I FLlllLti‘Ilrl
designs for interior or exterior shors act as rooms, as containers, tor the dramas untolding
within. It should be noted too that in cach of the examples che charcters seruggle tor or
.lg,'l'il'l!'it .I"l"..'.lfﬁﬂ:.f.l'.f.l'l'l".'.l'f. purhnn.‘il .Ir'ldlllﬂl' "ilifll..i:t'till. .I:'I]l"l.'.lfh Cok |H.' ||'|1.' I."'i!‘i-’l'l'l[i.'ll- ]Jl'irll.tl'}' ||]|.!|'|Il.' |.|E
the screenplay. Also, in still afrer stll of these films, we see shoes aligned with intenrional use
of onc-point perspective, symmetrics plaved agaimse asvmmernies, and scenes illuminared
with purposetully “unnatural” lighting effects. Traces of Piranesian hyperbole are noted here
as well as a sort of post-modernist Romanticism bur primarily an updated homage to a grand
hiseory of thearrical stage design, daring av leasr as far back as the Baroque. Ar the very least,
these Films make a serong case for the communicative power of architectural forms.

Sutely, the warld of stage design has also provided endless memorable imagery—Dhbath in
the case of design concepr drawings and the "archirecrural” environments they help ro creare
onstage. Modern stage designers Lan MacNeil and John Lee Beary have creared some of the
tew effective environments achieved in recent vears. Beary's recent efores for a revival of The
Heeress were overwhelmingly “architectural.” Based on the novel Washington Square by Henry
James, the play traces the events and non-events of a wealthy young woman'’s lile whe is

trapped and repressed by her Vicronian-era sociery and domineering father. The architecture
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of the set, which represented a single room of the house with subdy transparent walls, suc-
ceeded in capruring a sense of the oppressive order and containment of the life within, as
well as the vague notion of the knowledge of “something else” beyond.

Inn the field of operane stage design, architectural sensibility and theatricality are com-

pletely ar home, New York Ciry's Merropaolican Opera has produced many such examples

Fagure G=Ta, Wintssell Frory Tornal Comprtiton, Steer York: Plazamoe (ragq) TR Schaller. Archivectsz Rabel Vignaly, Wacerculor,

BICHIE % SIEUTIN

[he primary destgn statement ere & the brillian dl.w:;;u concept whose signaiuee rosold form ligerally '.i:u.':lks-. thi L"l:':gu:gl: ol

MO EmEnE

Figre 615, Wntakall Ferry Termingl [ b B Schaller, Arclurocas: Venrun, Scotr-Booawn, Amsder-
e Schvwartn, [Mhiladefphia/ MY C, Wieeal

l'- I.II.'aIII.LI 10 Bndp=ryenime virw was selerned o |

1l ig the story of this proposal. The project ws

intended as o amigor center of oravel indom I3 nliadized eities



over the vears—Philip Glass™ The Voyage and Pucani’s Tosea to name bur two. In s sparse
modernism, the design for the Glass work by Robert Israel s in direct contrast to the more
baroque opulence of Franco Zeffirelli's sets for the Puccini's work, bur both succeed in pro-
viding architecrural environments of stunning power. Moreover, both productions select
:'H.'&l._'ﬂli.ll 'I.'!..";ll.;_'ll tl‘li_'l]}l',_":; "u"u'l"li:I:,'E'l dArc F“_‘TIL";_":':I.' ill_'lFl'Fl::lI'.lr.IiHL' ECk ‘i“_‘ FIALLLT .||'|.f| |3i5|‘uri|,_:.|| COmbexRt i]l'.
[hL' |ﬂ|.|:"uil|.:.|l |L'i|'r-'|.|i1r'|..‘.": ||.J|HJJ‘|.“['|E il lht' Hl:lg‘l'-

Nor unlike the gestural skerch-based drawing, media choice in the completion of more
tormal, finished works, regardless of their use, is far less important an issue than are decisions
|J|.'H1|.“ hpﬂ.'l'.‘.ll.i':. r]iﬂ':l.j.l .lIFIﬂi.'q'ii[iHTl. ."]I.r‘l:l.'1llillg I."HIL IlL"Il :ir1L|. ir!L L1 di.gi.“l.] i]l'l...lt_:i“g Ll IH.' il
valid approach. Still, to some degree. a cleaner, more lucid applicarion is generally whan is
called for as an appropriate response to the essential design gesture, For example, where a sin
g_]l.' Hl']:l |.'|l' LM U Tse l]l.. ‘,ii“.,'(_" i”['lillil':ﬁ' i?i [I'lt' ['I'llllllra'" i.l:li_r| E.:“. tiar il'l FIEEpNis] L'.;ll'l:}'-"i[ilgl.' ]_"II'I:'I'L";,'!';:‘\';
skerch, an overall armosphere, qualiry of light, or convincing sense of place more likely dic-
tates the picce thar is more complex or highly resolved. So, while a few brisk charcoal or pen-
cil strokes sulhice perfectly for the former, a more considered and deliberate application of
LTS ;JI'L{l l':”l“‘l:‘:' i:‘: |E|.JL|jfl_'d Fﬁr ll“..‘ I:"“:]'. [-ITL‘ t]l]l_':'l-t:il_'lr'l .li'ﬁ (RN l;:lll-_'li,'li,?ri:lpriﬂtl.,'l'lt_'ﬁh. |['| IJI_"I'HI_'H_‘I._"
tive ineerpretations of proposed structures or environments, it is alwavs, o some degree, the
telea ol light that contrals the hand of the arose. Yer, this idea rakes on a distincdy differem
meaning when, as is often the case in ser design, a convincing sense of light is determined o
be the one essential idea of the piece: Consequently, the results are markedly diverse when

this idea 15 used w complete a skerch or a more formal work.
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In the instances just cited, media application becomes & more critical issue, As color,
while it could well be, 1s often not part of the equation in the sketch drawing, tone and
shape rake on increased significance. [f color in the more formal work must carry added com-
municative weighr, its application becomes just thar much more imporrant. Notice the ways
in which light and color carry a simulaanecus message, or rather, how color becomes the
frameworlk, the medium, by which light most efectively tells the essential story. In these
cascs, more fluid, transparent color, capable of a wide ronal modulation; is generally the wis-
est or most expedient and appropriate choice. Transparent warercolor, applied in clean con-
trolled washes, 1% one hij_:',h]‘_. cffective Wiy af '.4.|.|'|'En;"'.-in:,r,I this end: rhnugh in fa.irr_lr:ss.. stmilar
effects may be achieved in any number of other mediums. The somewhar more obvious
point 15 that while subtle or intricate effects require a certain brand of media application, the
bold, gestural type of work also demands an appropriate media and media application
response. Bevond rhis, however, the arnist should come o an awareness as to the approach
most suited o the work at hand from the outser of the complerion of a piece. Copious
amounts of pertectly delineared derail would be incongruous on a drawing designed from
i“l'l‘.'P[.!H“ dh ."'.Ii'i:l':h- ‘..-I.H'I".'r.'th'L?r'. 'r':.'l']' !'.I{'I'.'H.']'l.:'r' L g’:’h“l]’ill -::1-::.111.:.11.1.".‘ mii]r' F&.‘ﬂ'l iII Al easg iﬂ [hf.'
maore formal presentation piece.

Finally, in & work that at any level of detail is intended to carry dramanc weight, it is

Aot uncommon o see a certain degree of dramatic hyperbole emploved to help direce the

Figure 617, P Mol 1 0 Schaller. Architecis RTMJ“‘hhinEtuu- Woarercnlor
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perception of viewer and emphasize the chosen essenrial idea. In Facr, v is a deviee the arriso
would be well-advised 1o invesngate, This kind of “exageeranon tor cifect™ s most ar home
in works intended to illuserace ideas for the theater or the cinema, but it should noe be over-
looked as a perlectly legitimare device for enhancing the communicarive etfectiveness of
more strictly “archirectural” presentation or commercial drawings.

I'.'I-:r" "l-'ln";]}' Ul I;_"HI,I[TII_'llI;_".\, i[ IIE LD pm‘:::i:-i:jril:.' ﬁ“‘.,ﬂ?l"lsttﬂ '.I'Ii'li ||“,‘ ac |.L'|| F'I‘l';il]'.lﬂ'rl i‘l'l'l'lb or r{'i.lliﬂ'
sl {]ll."-:lﬂih.l.‘!'i or objects should be :.'Il:ll'lgt:d 1IN any given ;|r;|~.1r'il1'&:;. However, if for instince, it
is a sense of height thar is deemed to be the most crucial aspece of a design, a dominance of
vertical lines in a pen and ink or pencil work will help to establish this concepr clearly in the
viewers mind. The sense of d;l:.'“ghl ﬁm::li!lg PELEY At i Lerior spece can be enhanced |1!.'
pushing illuminated areas ro their graphic extreme. Furchermore, in color work, the selecrion

of warm rather than cool tonalities for sunliv spaces can subtly suggest the feeling of the sun's

E'll,,'.;l.‘l. .dllhl:l. tll:f: l]"-'l:fl'..'lll CCATIES il'l i I,Tit'il'l‘li!l!_.?' {ar ¢ |'i!1|"||'i'|lg Ll I:II'." {11°L |'|l':'||“'||rl.'1j [ii I-i:lli.'ll.h- .i|.1_|L'|'|Ii‘|'IF'|
on especially importane areas or, conversely, detract from or gloss over other less crincal ones,
by increasing the level of conrrase in the focus arca and decreasing iv in others. Furthermore,
ane can increase the overall level of contrast between an enore area of mcerest and the rest of
the drawing or painting. This "silhouerte” wchnique is particularly effectve inomany media

ar various levels of finish and can work in either direction. Thar is to sav. the entire {ocus,

l:igl-“'l:' h-08,  Pallams |I|II'|:.IIII|| B.III!]-.Cﬂll: ':I:-I-:_I.[.:' 1w schaller. Archiceors: Pei Colil Frosd 8 Pariaers. Watcsooled, =0 2cin » Gk
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space or building, can be made to appear considerably darker against a light surround or,
conversely, far lighrer within an overall darker work.

Another effective technique, often to be used in conjuncrion with silhouetting in color
work, is the use of “temperature” variations, For example, a proposed structure, space, or
COVIFOnNMment gmphicﬂ[]:.-' partrayed largely in ]ight, wari tones and ser ineo a context or

atmnosphere of primarily darker, cool tones will often have a considerably greater visual

impact than if the entire work were completed in a single overall warm or cool range of col-
ors and values. Naturally, the reverse condition, a generallv cool tocus in a warm surround,
will have an equally strong effect though it may hold a different emotional impace. In gen-
eral, cooler, darker tones are felr as being more “sober,” more seled, or more resolved than

the vibrant, "vital” range of warm tonalities. One is reminded here of cinematographer

Sroraro and his theores of color respOnse.
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Owerall values ina work of art can be modulated in botch black-and-white and color

work as well. A dark line, shape, or area can be used w help explain or emphasize an
CEPanse ;rfligh[ [USE as a Iighl,‘;‘f element can take a ML|:I|:HIt1iI‘.|g role for a more eritical darker
zone. Certainly, it is no surprise to find thar the overall darkness or ligheness of a work can
be used to manipulate and exaggerate an emotional response in the viewer, So, in drawings
of buildings which are intended to impart a sober or authoritarive public face, such as cer-
tain mumicipal or governmental structures, a shighely darker or more subdued overall palerre
and tonal range are more appropriate. But in works thar are used o explain residennial or
retail-oriented designs or spaces, brighter, sunnier colors and a wider range of value and hue
is more in keeping with the essence of these subjecrs. In both examples, the desired “direc-
rion” of the value range, as well as the selecred color range, can be emphasized by shightly
pushing, or “bumping up,” the appropriate tones and hues o more strongly make the
essential point of the story,

The few types and specific examples of drawings cited in rthis chaprer, regardless of
their use, of their level of finish, or of their validity as works of arr in their own right, have
something more in commaon. They are all, to a greaer or lesser extent, about something
l,‘.!.";t'. Tilt':r' i]ll serve Lo glliﬂ,lﬂ" t]“.‘ 'ﬁfi'l:"r".'i.‘r 13 :1I1ul]]1:I' Ii."n'L'l- l.ll.]:li'."l'l l'.‘l'”i.“ll ar L':";I':IL’lil:'ll.l;,:l.". 1"«1'{"I|'|.ill.‘ |1
can be said, with justificarion, thar all arv is, o some degree, abour something else, these are
specifically pieces thar support, explain, or supplement another are torm. It should noe,
however, be assumed that such “art about are”™ is by necessity any less valid or “real” than
artwork completed primarily as an auronomouns “produce.” While these picces may by
design point to another destination, many provide highly satisfving and “complere” derours

and destinations as well,
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CHAPTER SEVEMN

The Black Sun of Piranesi

In her remarkable and insightful essay, “The Dark Brain of Piranesi,” Marguerite Yourcenar
discusses the influences and impact of this unique visionary. Sucancely, she describes some of
his early artiscie UM Pressions s |1|.'i:|§_1 glixr:ngnihh:'xl Friven Fashionable drﬁlwin:_'ﬂ of the d,a_l. |1_1.
“their intensity, their strangeness, their violence—as iF seruck by the rays ol a black sun.” The
inherent contradiction in thar poenic phrase only serves ro underscore a number of parados-
citl elements of the ife and work of this complex genus.

Born in 1720, Giovanni Bartista Piranesi., called b brographer and Piranesi scholar John
Wilton-Ely " The most Roman of artises,” was Venetian ar heaer, having spent the firse

20} years of like in that great artistic and culwaral cenrer. Visiting Rome only once for an

e

I'il.'l-lli 1 L tadlvcbural Firmtbigy gt e e CDoiovanimi Banvisea Mivanesi. Poii, bioonen ke, omd beroveen wasli, a0 I 1 b opaisires

Ihe Yeerpeoir Morgasy Library, SMew York: Gile of Janos Schialz, w7027

I contmast o his more polished prine work, Pirancis skeches on paper—Ilike this example from B i Ham

R p

FE R LY S II'.|"'.'.'.I|II|'I'.I AT RS NVEGED |"a.|||:-q,'| T _|||11 IS CINL Ve,

144



R

extended period thar began in 1740, he came to be praised by many as emblemaric of, and
singularly instrumental in, the dawning of the age of Romanucism. His prolific outpourings
of work were represented primarily by his ecchings, contained in Prima irte di Architetture ¢
Prospestive from 1743 and 10 Jnvenzions Capricet di Carcert from abour 17435, as well as by
hundreds of plates of topographical views, or pedurista, of Roman antiguity The publications
represented archicecrural fantasies, capricer, based upon purely fietve structures—most
notably aarvers, prison structures. Though not complerely unappreciated in his own day, not
unlike the work of many supremely gifted ardses, Piranesi's visions were sufficiently ahead of
his time to have their full impert only gradually perceived, long after his death in 1778.

[he son of a stanemason and nephew of a prominent architect. Piranesi continued

through his life to pracrice as and consider himself, at hearr, an archirect and builder. How-

ever, it is surchy his unbuilt and, more 1o the point his snfuildatle structures upon the two-
dimensional page that have most profoundly shaped bodh his career and his legacy. Writer
Robert Harbison terms him. "one of the most persuasive paper architecrs” from whom “many
have learned chat they prefer shams o the oruth L . .7 Yer, the potendal veracity of such a
statement noewithstanding, it should be cautioned thatr Piranesi and his work were in conrext
exceedingly modern, even avant-garde, and should not be judged merely by similar bur more
pictorial, decoranive, fashionable or serictly commeraial endeavors of his day. His insights, his

“rruths,” are in every respect as valid and concrete as the VETY SLONE CAVErns which fired his

carly imagination.

Piranesi did not concocr the 18th CETTURY passion tor the ANtIqUIties of Greece and

Rome himsell. Palladio and Neoclassicism had already raken culrural voor, the ruins of
Herculaneum and Pompeii had long been under scruciny by the nime Piranesi made his pil-
grimage to the Erernal Ciry, Piranesi's homertown, Venice, was then at the height of her cre-

ative influence. The ciry was rich with writers and painters of Tiepolo’s and Canaletio's

magnitude, who had rravelled exrensively on Grand Tour and carnied their scholarship back
home with them, Vedwer and capricer were rourinely completed for the edification of students
and the pleasure—to say nothing of a percentage of the disposable income-—of tourists. So,
by the time Diranesi was escorted through legendary and already disappearing Roman trea-
sures by scholar, builder, and mentor Giobbe, he was well-versed and poised ro record his
own interprecations. He was, ar abour this dme, also acquainted with the astonishing work of
Panning, then ar the heighr of his fame, known as, o quote Wilton-Ely, “the grearest living
exponent of the Ruin Fantasy.” In addition, Piranesi was introduced to many of the scholars
and artists of the French Academy in Rome; from whom he gained scholarship and an even
more polished wechnical expertise,

Cansequently, fortitied by a wealth of new inspiration and encouragément is well as the
need o bolster his Hageing fnancial reserves, Piranest began to produce a series of remark-
able topographical views ol Rome. However, these plates, which he continued to create our

of necessity throughour most of his lit tar from the mundane or pedestrian commer-



clal venrures nlh:lnjgln surmise from ﬂ1uil11rhq;nu[hllL In the words of Wilton-Ely from
1988, these rany well-known works of Piranes: “transformed the convennonal sedsa From a
TR 1(3]'"::':';5]';,!'_1'11'.'.][ "'li'lll'-";,"lti]' L an i”'l:!l_'ll.' il Il“' ‘ul"i.'.ll:l."‘ﬂ '..""';F"l'i.'h"\i'l.'l.' LR 11k i![l:l:ll_"l.' ".'-.l'li';.ll
has continued 1o haune the European imagination ro this day.”

wonetheless, despite the intense occuparion ot his topographical eftorts, Piranest was
simultancoushy engaged in an éven more ambitnous ceeative endeavor—ihe publicanon of his
first independent series of images, the Primea Parte. These 12 plares and accompanying fron-
tispicce wiere completed just betore Piranesi was forced to return o Venice in 1744 due o
||h.:|'i ol I.lll'li.'l";. .J-l"ll.' I,"l.-ll'."'i rl.,'I,'lfl;,":'.';"l” 1] \.““I.'-I. |.“:l|'| il il]l.lgilhll':‘-' '.'.F]Fl]:l(:l"'-.ll.“'ll'l"u .|.|H| .1r|i-.'l||.=|l.|. al
culminative expression of his years in Rome and Venice. His rechnical mastery over the
demands of the eeching rechnique and complex perspective construction 18 awe-inspiring
un:ujgh,|1u[|:1x m his u1ﬂ|qaru1g:afin1ag1n.uixr mvention that the ﬁrn1Fn1hnixu proat of
lis 1;UI1;[IH is found. The remaing of ﬂ:11i:l1Li1}' were used with these Lurilllwtahilltmlmh a5 s e
jumping-off place tor the creation of new ideas. These are nor compositions mired in his-

tory or, worse, in the sentimentalicy of which much work of the Romantic era may be
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gruilty. These are essentially “modern” exercises, where the pasi hecomes, for Piranesi, .nimplj.'
a "pui|:| -1|'|_1|_-p~1|i|'.|'|_-" LCh CLIEHEE Wilton-Elv. To Piranesi, the ruins of Bome were a pro-
toundly moving and symbaolic experience which, he felt, spoke 1o him quie literally of the
tangible forces of time iselt

Yourcenar contemplates Piranesi's fixation on “irrevocable time ll':llir'l:..._’ this period by

SUFMIsing chat his interest was nor so - much in the Facile |:|-.[.1|'l|1l'll derived from dl.‘:.‘:i[.'. refer-

ence to lost grandeur, or in the fudlity and instabilioy of human endeavor. Tt was rather in the
“meditation on the duration or the slow eroston of things: on the opaque identity af the

.l'lll'll.'ii. [ |-r|'ii:|'||ir|:-_r,. '.'-\.ill'lill Il'n.' [ERERNRINEAR TSN} |0 i["'\- |||II;'. i."".i"'il.-'\.'li-..'l.' ':'ll SCONIC oS SRTRE, . J'.i.'ll.' 1I'I|i.11|.|'L'L'II.i.I.!..
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Caesar,” but rather “in a broken vault.” At heart, for Piranesi, “the edifice is sufficient unio

iself.” This thought is corroborated by the artist himself as he writes, “These speaking ruins
have filled my spirit with images thar accurare drawings, even such as those of the immortal
I:I-t“.;ﬂl.

eves. Theretore, having the idea of presenting ro the world some of these images, bur no

10, could never have succeeded in conveying, though T always kept them before my

hoping for an architeer of these rimes who could ettecrively execute some of them . . . there
seems to he no recourse than for me or some other madern architeer o explain his ideas
through his drawing . . "

As profound an impace as Piranesi’s topographical work and archicectural fantasies in
Premg Parte had affecred, the apogee of his creative arc was yet to be realized. With the
ﬂppﬂ_"ﬂ[’ﬂncl_' iI'I ﬂl'll':l'l_l[ ]TIE':J 'I'_]I:. ]r_?”"lf'.l'fgf:{.rf.'.fl f.-lfl;.l‘l"f.fr.f |"|'rl' f.}:n'{’rf. hl.l"‘l-"«"l."'l-'ﬂ.:r, 1|':|.'||. ?-.itll..ll]ﬂﬂ 'I."r":“dt{ |1'L‘
forever altered. At once and by turns shocking, pleasing, confounding, and deeply affecring,
these 16 plates with their loese representanions of imaginary prisons would provide a near-
infinite source of creavive inspiration and fodder of mwellectual debare for arnises, architects,
writers, and thinkers for centuries, All the -;,::1-||”'i-;;|i|1§ elements of Piranesi's rotean :.:"-Il.l!i
wirild meld ro produce a fever pitch of creacivity in these works—his respect for and rejec-
rion of the past, his profound rechnical mascery, his precise dratrsmanship illusiomistic the-
atricality, and his Baroque theater design training, Perhaps most touchingly, they may frame
a personal commentary on his ambivalence toward the human condition. In point of fact, it
has often been hypothesized thar an acrual fever, perhaps a bour with malaria, was more than
a lirtle responsible for the febrile kineticism of this work, Actual drug usage was even sug-
gested, tor instance, m Thomas de Chancey's recollections of Colernidge’s impressions of
]"'ir'.u“.‘.'ii it'l ':-..;".'IJ_IF.;'.'IJ-.!:I'H.!.'- I'.il||lll"||.?|I Flfgllll'..'?;-' f}fa‘lﬂ'ﬂf |'!Z:|'J'!r'.l'. :";I'l”.. it lli". i 1 ilLL'l:F' t]l..ll ||'H.' l:.ll.'.il.i'\'l,‘ ir1:||1-l|l:-.L:.-=.
which culminared in these disturbing images with their crashing conflicts of dark and light,
unending series of ramps and stairs, and infinite perspectives were the resule of a prolific cre-
ative intelligence grasping lor release and expression,

Whereas, for Yourcenar, the idea which dicrates Piranesi's series of plates on themes of
antiquity is I'ime, the “hero” of his prison series is Space. In her essay, Yourcenar writes of
Piranesi’s series on antiquity, *. . . temples and basilicas lying open and as though turned
inside out by the depredations of time and of man, so that the interior has now become a
kind of exterior everywhere invaded by space like a ship by water.” Conversely, Piranesis
prisons are great indomitable expanses invaded by man and substance but incapable of con-
quering infinire space. Furthermore, Wilton-Ely commenting on these stark cconomic waorks
relates how they, “compel the specrator w undergo an oprical journey of frenetic morion . . .
4 nervous continuum with no point of stability or rest throughour.” It is true thar when
viewing reproductions of the Carcers, the eye jumps from one clement o the nese and while
each separate component appears believable in contexr, they all become fanrasric. In rthese
works, the viewer embarks upon a fruitless search for resolution, bur none is 1o be found,

except perhaps tor the E}'E'rs final escape dt:::p within the image toward absolure infiniey
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[n an attempt to comprehend these images. the actual subject matter cannor be over-
looked. Why prisons? Why the inclusion of so many cables, ropes. and conerapriens thar can
only be idenrified as mechanisms of rorue? Representanions of the human figure do occur in
1|]L'!'|L' '|'||'|.|r!'\!1. |:||.||. |'Il|.'|'L'- (CETH N '.liFl'..TiL‘[llt..ll.l.:”. |'.i||'||.'|' t]l..lll I:":ll'l'l.l:!ﬂ'l Elﬂ L) |:T|.' I;!:l'lillli. Fnl‘. 'l.'-']'lf.!l'l. [hl.‘
representations of figures are not in seclusion, they appear 1o be nonchalantdy occupied in
some sort of inscrutable ritual, None appear frighrened, particularky concerned by, or even
cognizant of their apparent condinion or fantasoe locale. By contrast, most appear bored or
p::1||.l|‘l.- simply resigned, and this only serves to add o the viewer's unsecrled stare. Piranesi
himsell is as impenetrable as the hgures in his drawings on these tapies, leaving speculation
to scholars, Prisons. considered specifically, would be far less his area of concern than is their
metaphonc representation. A comment on the oppressiveness of the Baroque “wall o power”
or a Danresque version of the Last Judgement are owo theories forwarded by Yourcenar. Per-
h:!p.t. these i]tl:]g{:i were meant to refect Piranesis stance an the idea of “!-:rruggh: In Conttin-
ment,” Perthaps an answer, like a visual resolunion in the works themselves, was intended 1o

I."L' e i]ﬁill ..IHL! l..‘l.l["-ui.'-l..



Figare 7. Fonebill Awaiear. (igog—iaash Dan Willis.
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Mot in question, however, is the degree o which these masterpieces have affected cre-
ative thought through the years. Victor Hugo, who himself coined the phrase “dark brain of
Piranesi,” wrote of the “horrifving Babels Piranesi dreamed of " and used them as the basis
for several of his poems. Baudelaire was inspired. as were Huxley, Balzac, Poe, Proust, and
legions of other writersand crearive individuals, The eftect ot Piranesi is clearly seen in the
lare 1 8ch -CEniury French architectural visionaries. His roats took r.f:.'l_'|.‘l-lrl.' in Britain and his
legacy is easily seen in Soane, Gandy, and others. The post-modern movement of late 20th-
century architecture must surely ewe a debr to Piranesi s knowing and romantic extrapola-
tions of antiquity. Similarly, in the world of painring, cerminly the work of English/
American Thomas Cole (1801-1848) must come to mind as a substantal branch of the
Pil.ll“':‘linlll [ A5 ol =

Cole, most commonly identified with other members of The Hudson River Valley
"‘i';. hl.ll'll. LI.i'I.'l."l'I:_r'I_':\ frisim h.rr-. |.1rgr.‘[:l.' |.|;|:|lj.'«il:.||.j1l;'-|:ﬂ'il.'r'|iI;'I,‘I k'(ﬁ!lk';lg_li&':i i!'l. 'lI]';,' T{'I;'L]rr'ing ﬂnd ﬂhidjng
appearance of architectural language in his worle Rarely, however, was Cole’s “architecture” of
the extant, picturesque variety as seen in other Romantic-era painters. Rather, it was exempli-

fied by more grand, visionary inventions that consistently displayed elements of symbolic and
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Figuee 7=7, Tl Comrse ol Enapire Thie Divstraction oof Frapiee 8563 Thamas Cale: Chl on canvas, Sq4om = becbom: Conresy of collecoon of il
Mew York Hiztoncal Sisciory

The tourth paincng in Coles series, Dherrmerion, illustrics a prodonvpical secicty in @ stare of violen decline. While bililical
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image, however, quite possibly informed as well by the work of Joha Martin, would be unthinkable i no for the mflucnce of

Piranesi,

ﬂll{'gﬂ”{il_l Iﬁlrfﬂ;li\'f. F‘!i"« “J'!'LTL'llnhfl,,'ll.". ['J'n:':iru" l'l‘l.. |H"-"|'”'.. 1':" t,‘.xulﬂplq'. |i-'l:'|| atl II{.'.'E:\I dl '|||||.'i.:|| L8]
say abour an entire sociery’s aspirations as those of any single individual, Thar the individual
“dreamer” piceured in the work is an architect, a "builder” of socierv, only makes the point
maore emphatic. Not o be overlooked in Cole’s work oo is a compelling ambiguing bold ele-
ments of & wholly Rational and Newtanian utopia are in conflict with fragmenes of a more
picturesque, almost wisthul Romantic obsession with moreality and decline.

Piranesi’s impact cannot possibly be overstated as a touchstone tor the work emphasized
-'I“d .";I'I“"a"r'l:.:il?ﬂ:lll il'l. ‘l"li::'l hl_:l”]{- I[ i?'; ‘I.‘.HPL'ﬂ,'i-ﬂ”}' I::”.:H:i:jl ECy L'ﬂ_:ll:l.':;'idﬂ'r l'l'i':. I:,“_Itp'l,'l[ 1R Ilg]ll Ol liil'l'n. LE%-
sions of “process-oriented” pieces. For, while as stated, it can be said thar all work is by defin-
itien to some degree, proces—about something else—Piranesi is presented here as the firse
artist whose work is considered in a sense, post-process. Especially in relation o his Clarers
series, it becomes clear thar if these picces are signposts pointing to somerhing or some-
where beyond the page, then that something or somewhere is not marerially rangible. fes
g::-al i Found, iF it is o be found ar all, within the artwork itself, For this reason, these
picces and many of the others considered in this and the nexe chaprer have the capacity o

o a 1 ¥
approach the realm of fine art. In short, they exist in autonomy—not directly as a means of




explanation about another form of endeavor. The drawings or erchings may represent build-
s, but it is neicher the express intennion nor the passe of these artworks thar the hui]dings
portraved should ever exist. These pieces use architectural language not o creare buildings
|'||.Jt o Cresile art.

“In Carceri,” writes Wilton-Ely,” we have reached a situation where each plate no
|u|l§3.t‘l' FEPIESeTils but & an architectural t.'-‘"-}"n‘Tiu'lwr i itsell.” The viewer has thus, in
Wilton-Elv's view, become irrevocably involved in the creative process. So, in this work, we
are no longer just a witness ro process bur we are the ;'ll'|1t'l2'"::.‘-:—1|]t' process ::d_]u:r-l;i:'.plil:u'l- OF
course, though he is unigue, it 15 not suggested that Piranesi was or is the anly architecrural
artist capable of this sorr of artistic illumination. Bur an emphasis 15 placed upon his work
4% Mosl i_;';_';:ll'l?," |.,'|'|I|'I|I.,'|'|f|.;|_[il,_ 1I|'. [l_ll.,' J_"”H'I'Il'l..l_l f.nr 'illlllllL'r'lLt' ..II'I.(E ::}.i'.‘l'-f.'hhil'r.' P‘l T Ll‘i-ill.'i.'hi“:{:-
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As suggested, the Romanric Age was far from being confined to the borders of Traly, In
| Bth-century Europe, shockwaves of intelleceual and culrtural upheaval followed one another
in rapid succession. Just as the Enlighrenment, or the Age of Reason, rejected Neoclassicism,
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Baroque Romanticism, with its interest in the irrational, emotional, and with mortality in
general. Though the vwo disciplines shared an imterese in the forms and ideas of anciem
Grreece and Rome, the meanings and expressions derived from Neoclassicism and Romanii-
cism varied widely, However, both movements, with all their differences and similarities con-
sidered, were 1o a large extent as much movements away from something—rhe suifling
oppressiveness of the Barogque—as they were movements toward something else. [n this sense,
artistic evolierzon became Far more than fashion, it became a much more mudious torm of
social revalution. For Romannc writers like Goethe or artists like Piranesi, there was lile
shade of anachronistic sentimentality cast over their work, despire whar image words like
“romantic” or “antiquity” may conjure in the modern ear. To no small degree, these men and
many others were pioneers, vanguards, of an unprecedented age of social, sciennbic, and cul-
tural rebirch.

MNat surprisingly, the French reaction o these evolunionary rimes dittered markedly
from what occured in Grear Britain, Germany, or Ialy, for example. In the field of archirec-
rural expression, as in thar of painting where the neoclassicist David ser the seandard, the
.Ii::ul_'.-ri::l}' and reserve of that J.]'im;;ip]im_' held Sway artil 1‘|L|i1r..' late i che 18th Century. A semall
group af architecrural visionaries, spearheaded by Boulee and Ledoux, succeeded in advanc-
ing neoclassic stvle in archicecrural thoughe 1o s ultimare expression, and thereby achieving
a new level of brilliance. “ Their work 1s in no sense the product of the tantasies and cunosi-
ties of wayward minds,” writes Jean-Clande Lemagny of Paris’s Bibliothéque Nationale in his
meroductory notes to the catalogue for the exhibit “Visionary Archirects” from [968.
Lemagny thinks their work was rather "the beginning of a grear development thar has
reached its fulfillment in our day.”

In any case, these men and their contemporaries produced a body of work ar the end of

I 8th-century France of almost hallucinogenic power. Heralded cven today for “moderniny”
and an anticipation of 20th-century design sensibilities, this work, which wypically portravs
imagpmary buildings of an immense scale, combines neoclassic severity with a near-mysric
Romanric surrealism. Again, the majority of these works were in no way intended for con-
struction, but instead for exploration. These works intended to instruct, confound, delighe,
provoke, and inspire the viewer. Boulee, Ledoux, and their contemporaries largely rejecied
the ormamentation of the Baroque and the Rococo whose excesses denied the very nature of
stone itselt. They loved the severity of pure proportion. geometry, and the unadorned plane;
1'|11’_'].' were men of Reason. Yet, wo CJuote i.-;'m;ign}-', [h:::.' WL |.;1:1r1[|:|1'|p|;}mri:¢_--: of Rousseai,
wha “heard the music of pure proportions . . ." and “loved o give their feelings [rec reign.
They were Romantic classicists. Their wish was to touch the soul through weme avchitectsore

parlante’—architecrure that speaks . ., its character and funcrion.”

In one of the grear testaments 1o both a man and his era, Evienne-Lowis Boulee
(17281799 created on pajer -.iuii,r.,: pnﬁ:.ih]:f the .~;1|P[|.:r|1;_'|:.' emblemane work of this genre—

the * Cenotaphe de Newron. " Sir Isaac Newton, arguably more than any other individual,
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I'he shape of the sphere,” wrote Bouillee, “obters the Bargest sor

Fage en i eve, ansd thes lends i@ majesv. e as the urmose sim
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heloved perfect sphencal shape was most approprian: 1o his
hespiiee b MNiew, the "Universal Mun™ whom Boullee himseli
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4 might, the intenior of rthe sphere was 1o be illumuenared with a
large lamp to stmulare dovlighe. while, during the day. sunlighe
filvering dlirough small holes which picreed the sphere would cre-
e the effect of san in the heavens. Mewton's sarcophagus was to
B the onby. meterral olpecr ool '|n flect” unmiverse. In light of
this concept’s perfect fealiearion. discussions of i "bubldabiliy™

4 i 1
i rerclcvant amdl supserioois.

came to represent, with ardent lucidity, the age of Reason. The principles of Newtonian

physics, though larer discerned o be overly simplistic in part and acrually erroneous ar times,

tormed the symbaolic cornerstone of the grean scientific, cultural, and intellecrual behemoth

which has come o be known as the Enbghrenment or the Age of Reason. Seience, lenovw]-

edee, and ratonalioy were, in short, felr wo concain answers to any question or mystery which

might come to face humanitye. Schools of wtopian, neoclissic thougha UTEW L determined o
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classical way of lifte coupled with then modern ideas forged by scientific discoveries—the
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course, who have come to dread as much as w praise the resules of scienrific discovery, it

appears to be a stunningly opomistc and naive, if seductive, A,

Phis astounding piece, the Cenetaplr, is overwhelmingly Newtonian in its self-contained

grandiosity and is perfectly sympromanc of the age as much s it is of the man. In addinon,

it is a elear illustration of the effusive devorion with which Newton, often credited in his day

1'-'IT]1 rli'i.‘ Lj'N." very of gothing less than .'1|]~:L||ul-;' rrutl, was routinely |.n'i.~.h:'-|_!. Thnugh Ilu_'
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mieant 1o be a self-contained and universal environment tor the body, mind, and spiric—a
“divine” concept to be sure.

Boulee had a successtul carcer. He was a brilhane student and an accomplished architect,
bur unparalleled as a draftsman, theorerician, and teacher. Even more than actual commis-
sions, his interest lav in his fantastic grandiose designs meant, it s clear, to carry far more
weight as messengers of spiritual, social, and aesthetic concepes than as primers for acoual
construction. He was constantly striving in his simple combinations of pure mass 1 achieve
what he termed the “poetry of architecture,” which speaks both to the intellect and the imag-
ination, Surely, there are echoes of Piranesi in the work of Boulee as well as precognitions of
Hugh Ferriss, Graphically, Boulee's work is as lucid, divect, and vainglorious as his concep-
tons. The simplicity of clear, direct value readings is perfectly in keeping with the sobriety
and nobility of his designs. Ar all costs, he avoided whar he considered the thearricat—exces-

sive ernamentation—in deference o the pariey of form and mass. His erisp and economical

ink and wash drawings are wholly appropriate and almost overwhelmingly effecove ar welling
his story. Coneradicrorily, those stories appear to be, by modern standards, if not emorionally
theatrical, then at the very least intellectually melodramacic, As a final note, the work of
Boulee and his contemporaries should not be underestimared in s effecr on the efforts
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Possably the most imporrane and revolutionary of the visionary French “Romanric classicisis.” Ledousx
designed this remarkably funcoomal seruciare (lor his parially realized project, the ideal rown of Chaus

which I'“E:h_'l.! has imeeresy Lo fruriey il CORe Pl as L'xF:-r-."m'L[ |:|:|r1'|l.|lrr,|'| [rueriy of form

{1



Figire 7-12, Fye Rellecting dhe Theatre of Hevances
[Caoriy) Arvise/ Designes: Clasde-Micolas Ledous,
Engraving afver Ledous, a7 « 20 7om; Conreesy of

Biklioahegque Manonale de France, Pans

I'his stranee image, showing the meerior of the
constricred rtheaser—aone of Ledoux's own
designs—reHected in an eve, e further distin-
guished by the addivion of 2 mystérions ray of
light emanatng from above and illuminating.
'I'lll‘{'ul?'ll:l'. II'I.'Ir 'l'-'l'l'll. I'I WAk, “I'l_ll:.'l'l i!.\_ |'|ﬁI;I iﬂ '|.'fr [19]
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“IF you want 1o become an architect, begin by being a painter,” wrote Clande-Nicholas
Ledoux (1736-1806). A contemporary of Boulee, Ledoux was in many ways an even more
.':'I:'Il-l:lh"iﬂ.”'ih-l.'l'.:. gr..l"(til].'il.'. Jl]d €L ﬂ.':l.‘[”'l'.ll'. .'Irl.|:|i1r.‘.|..lur.Li \'iﬁiun:lr:n.f. HL' Wils rll:"'ll:.'[l'it'tlf'.ﬁ?i i exiranr-
dinarily gifred designer with a painter’s sensibilicy for the importance of the fmage. His
llt:hig“': L':"]:‘n-i:'rtl.'f“l:.' T."f'l]l"l':'l-:;'ﬂ.'Ll. |.l|.|||.|. ii”[l "iif'l]F"‘l.L,' IThLAS I..”F'I'l.]"”!'llﬂi“ﬂﬁ f]“[ri]f.":_‘rll?j_'d h}" Eu[ﬂ’l{f
variery, the paucity of decorative excess, and richness of expression. He shared Boulee's dis-
dain for the Baroque and love tor the "beauty of masses,” but diverged from his approach in
substantial ways. He was even more readily prone to self-expression as evidenced when he
wrote: “rules must not impede the drive of genius;” thus he was convinced, quite urrerly, that
he was the grearest archirecr of his day. Ledoux had an abiding interest in posterity and as
such, in his case, a2 much greater urge than his l.u“u.’tgm' e bl r}{'spitr his radical st]r']r.',
and possibly owing to his skills as an inveterare self-promorer, he was able 1o obtain a good
many prestimous public and private commissions. He was a true “son of Reason” and
attempted, in the words of Lemagny, 1o “push his thoughts 1o the limir as he tried wo discover
the prime elements of architecoural beaury.” He believed in the clarity and primal beanty of
the circle and the square, and as such, his inventive and boldly geometric design usages of
these shapes strike 2 pecaliarly modern chord with lace 20ch-century viewers.

His design for an “Inspecror's House at the Source of the Loue™ demonstrares these sen-
sibilicies clearly. Unbuilr or unbuildable, it was an dlement of a hypothetical utopian city
which Ledoux used cither metaphorically or licerally vo convey his thoughts on mankind's
relationship to nature and to iself. Archirecture was o Ledoux the “rival of nature, out of
which another nature could be formed.” In this sense as well as in a similar level of skill and

an unbridled egocenrricity. Ledoux’s parh cunverges with anather more modern visionary
designer, Frank Uovd Wrigh:

[ Ledoux'’s .":_|=;' Heflerts ik eriar af the [hearve of Besancon, we find ar once a ratio-

ral and a surreal image. Th FlLGr s ich reflecred the image of the eye (possibly
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Perhaps the most striking clement of this work is the representation of the ray of light, ema
nating from above and outside the space, illuminating the inenor and continuing torward
through the plane of the drawing and bevond, Ar once, in this remarkable image, we can
wirness the synthesis of a neoclassic reserve, a Romanric expressionism, and a rouch of genius
which ourstrides and transcends all scylistic convention—a hint of what was, what i, and
what may be vet 1o come.

The strange -:Ir:nving of a cow'’s stable by Jean-Jacques Let Juen (1757-1825) 15 included
in this discussion as emblemartic of boch a fascinating bur conthered personality and an cra
L l']'ll;_' 'ﬁ.‘rg;‘ 1'I|' I_I'.\,'l_“ﬁ.ll_'llﬂ,ll'l. i['l "ﬂ"h'l{l'l |I'i,' E'rlhl'l‘l't.“'l.l- E._.II'Ilili.I.' E'l'l."i e 'H”'H'Il]."i .||'|I:,I ‘rl.lL!i,'L'."i?l-El.Ii l,,'l.'ll-
|:.':31‘_TJ|.J|_'F., Boulee and Ledoux, [.L".‘:_'IIL'II was haunred |!|_'.' eccentricities, dreams, and some Sy a
meagre talent. Sull, amply evident in his fantasric and racher Horid designs were, in equal
measure, the contradictory forces of the rationality of the age of Reason and the expressive
||'|l|.:1i||g."i “i- I]“,' H.“I'l'lal.lﬂ.il'. E'H,,'l'i“ﬂ!. .‘il.:'llglt'lL' .Hl:“l]l‘l.' L“ll]d l:}lL'rL'i:\L' |:|f:-. ['IL'E.'(l I;:FT ‘,':'-;]]rl.':'ﬁ".i“!l i“ ||'“_'
context of rigid design didacrics and Ledoux's ego allowed him o successfully invent a

unigue, though scholarly, idiom of his own, LeQuen succumbed o bizarre and disturbing
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expressions which betraved a mind in tormenr. Nonetheless, his bold originalicy and inven-
tivencss commands attention even now, One can only Spet ulate as o whether it was humar,
genius, or confusion that impelled him ro produce this warercolor of a cowstable in the shape
af 2 cow. The handles on the urn mimic the horns of the animal; this is a clue as to the
apparent obruse message embedded in this work, Whar could possibly be more “rational”
than a building that literally speaks of its funcrion and what more “romantic” than the desire
o build such a picturesque conceit? Perhaps not incidenrally, the drawing was completed m

about 1790, on the eve ot the French Revolunon.
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CHAPTER EIGHT

Visions of Utopia

“The tare of the archivect,” wrote Goethe in [808, “is the strangest ot all, How often he

cxpends his whale soul, his whole heart and passion. 10 produce buildings inww which he

himsell may never enter.” S0 much of the L'|14.1|.|1'i.|1|_'I and universally r_1|:11l1-1'|li|15_1 mature of the

pracrice of architecture, in its many guises, is addressed within the realm of thar statement.

Goethe, the Romanric, bemoans the architece’s "dilemma’” racher less than is deeply rouched

|'|:|' i1. ]'Ii.' Wl .LFIiI._I_]liJ[iﬂg Illl;,' Illﬂﬂtgl"ll:. ALY I'.Fl:_'-l'lLIL'H[i:r' l]i.h.l. l]'-.hL!IIE iI'I. 1|1i:1- I'H'IHLZ .I['II.I L'l'-.l:."l.'.'l'l-:_'l'i_'.

that the pracess of creation is often, perhaps by its very narure, far more of a motivating force

tor the artse chan is 1ws angible goal—rthe produc,

Yer, in tradivional architectural [mlulin'-::, pvrh.l.]'.-h more than anv other art torm, the fact

-I.Ir.JJI'I.ILE:-.h is inextricable From the facts
of the structure thar it may or may not
produce. Undeniably, much greac
“architecture” exists without, i point of
face, any actual |'L':-:L|lling adilice to vali-
date or, to the crass marerialist, justify

" iE = .

it. “In no other art,” writes Harbison,
ik

‘L'H!_l.lti L0 |:.'I.E|.|['|'| [!'H'l_E ll!l;_"l'i_' WETS Wil
forms of architectures, plans on paper,
and structures in stone and brick.” We

could be interested in an wfiniched

Figur: B—1. Thr Towrer of Haba Q028 Mavnis Cor
nelius Excher (s8gl—1y=2i. Waodowr, & [BL
gGem; Copeerighe 1996 80O, Bl ordon A
Baarn-Hollamel, All riglus reserved
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-views the Tower i
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Beethoven symphony, but probably not in an wnpleyed one. Likewise, are figure sketches by
_"-.1i._|1;1._-l.|||5__:._|n_ fou .,_-:-,;!.|11|1|._-, universilly eonsidersd as .-:_|'|pt“|'1§:|'» i.'l.!'ll'.IE to the |_1:|rT:p|L'n:q|
MEASICTPICCEs 1N paing or marble in which :|t-.':|. were 1nstriamental? Architecture ]'l]r' CONLrast,
|,||_'|1L:|||_|_|_'r|1 ||_|‘|nj| '-.i-;_"i.'."1|:'||||'. ._||'||_| COMTExT, |,|1|-."-: 114il IIl.'ﬂ.l.| ] !"lli!r'-_fil'lg [ |'|.__- I.,'lifll:l]'.lji.'l-:_'. I"‘*:-I'I;i”
because of the relentessly “stone-by-stone” nature of actual building construcrion and its nec-
essary reliance upen, or rather, reladonship two human seale, it is difficult wo think of “real”
architecture as |1-;-Jn!_'| itentionally and by -.E-;‘Siy,l't fierive, Yet, it is often just that.

I The Buils, the Unbuile and ehe Unfmlelatle, Robert Harbison explores {“}:Elmpl-.‘::-'. of
such “architecrural fictions,” among them, Boullee's Cenoraph, the monument to Sir Isaac
F‘.‘I,"l.".":l,ﬂl I,Ii'h.l_l_lf-.h.l:_"l;,l 161 |E||_' |I|'I_'l|iII|_|"| |_|'|.E|'|['i_'[ E |.|T|"i"|-'l||| I".l.rﬂl"l'lf.l.hi."'l sl !:'l 'F"1|J||.|' "|'i.'|||i1l'|L'['|| .."'l'l“l'l.‘L_rl
invererate marerialises who may stare thae, “there are no unbuildable buildings, only unbuils
ones. While he goes on o speculate thar the previous statement, even it true, might not nec-
I_""C!'\..I_Flh' l,,l_l,_'ﬁl,,'l'il.,'ll_' | -lil;_""\.il.ﬂ'.l]-l' I.“l'l-l'lilill‘l'l. |'I{' .'||"'i” !J(\i:|1t‘l ol |||::||.. dat EL'H.‘\." ill. 1|IL' Eh:-l]'ll'l.:ljf.' [I‘I-
Bowllee's design, such is surely nor the case. Acrual construction of the vast double dome,
CYEn || 1T W'l {L‘..I"iihil,_‘.. 1|Ir'|::|'||-|11 1“]”“.' ||'Ii_' l'l'||r[|'| 1.l|.'||'H.' I‘I'Il'll.l,,'[“ ||[|I.| \'-'L'-II";.I:'H []II.‘ in'l]_'lq'll.t 1'|FT|_H..'
architecture, Whar Boullee has done is in perfect keeping wich his " Rarional™ age and disci-
phine, He has followed his acsthenc and intellecrual process o 16 logical exoreme. He has

|1rm|'.|-_n| an Absoluce, a "prl'i'-.".lu dv&-ign- which is the aestheric and intellectual stasis. the

b i Schinkel irfie—aBpk Monand wach, shofom x 7858 oms Conresy of Fhe

k3
LEL R

[has L iie of the gréat Romanne classicsrs, nopifies: the manner-in

whach his s 1 his bale desiimns



Ill_'].ﬂrj[ﬂﬁ“ Ill'. |'III.I'._I|_|i:|].|I_";—I_'|'|_.II'L‘ ATt |'II'1- P“:"...L'h"u. Y I.,'”IH.J'||1.'|‘|.'. |'|ii:'~ I'l:,"'.|.||1l;,‘l:| 1 . l.ln"-.[iﬂ.!fiﬂﬂ- ir'l |
work of art, which, in the words of Wilon-Ely, “no longer represents, bur 7 an archirecrural
experience in itsell.” And just as in the case of the Carcerd images of Piranesi to which
Wilton-Ely was referring, the viewer looking at Boullees immense sphere is no longer simply
<l "-"l'i“ll':‘l."l L8] Iﬂ'ﬂ'i.'l.'."i:'l |:||.I|. |"|L' LR R .'1]'H." ||I.l|".|_'|l'.l_l'.l|'£"_| 1|]L' I':'HJ':L'.'HH. h'.'L””]L'."l [l!'i.' F‘L't".'l.'l"[l';:llln. Tugal i'.lh[ []'I."."
perceiver. Similarly, the image, as idea made manifest, no longer simply represents process
but o process iselt,

]'l:!ri‘]ihnl: ".'I.'Filln.'.'\ “I. HH".”L'{'-h -.II'.!'-.".iHH Hi-[llli.' ':-.-E'.rllll.lllrﬂlllr-'ulllll ||‘|.|[ i1 h-;l::‘i- I-‘I':ll.'L'l'I hll!:}_."L'."'\-"i.'Ll S
thar the most refined pleasure produced by this projecr is the idea ot the scaffolding which
would be required to build ic.” This humerous notion only more emphatically demonstraces
Boullees aim in his work, which was (by way of an homage to Newton, the “perfect” univer-
sal man} 1o creare the perfect containment by which the human soul could study the uni-
verse and thereby contemplate "an even greater engineening work, the heavens,”

|"'||'1|:|.I:'|"| |'|H."| hl;","ll |]|.i|I.|L' ||"|“:||,ig|'||.'|'|.|t EJIi"l |:|”HI'~T. uf.}m:h. Chh J['ll:,l I'.l|"|]l|.'l,,"'|:‘|-|::l|'|'i_‘l|:|'i_'ILL 1.'..'1:|rl»:. -_I.'l"ll.,'
most recent examples discussed and the focus of this final chaprer are images and drawings
mere in the mold of Piranesi's Ciarcerd and Boullee's Cenoraph—"pertect” or “absolure” works
in which process; as sad, 15 no longer simply represented, bur achieved. These works are des-

rinations, points of arrival, usually by design but, an occasion by pure happenstance. It

FJ'EIJI:I-' Beed: Mo Decomsdrafinism. ozl Luis Blang: Wi freme | wmovelbiem, 47 4cm x 35 gom

'|'|1|:_: VITIEITnELY rq".-.-ml':-larlr.r al =0 Illl.l-'.ll “eaeereiit architecinral | E."-:"n.lu 10 :h.,' 3J;||'||_L|-:|'| -.'I:u_ lne bk :-.uq_l .|||.| O
seruscre| |1]-' these truly in need of sheleer, tnspireed ghsarose to lend his conssderable imape-makimg abalioy co an ediee
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should not be assumed thar by use of the word “perfect” 15 necessarily implying any superior-
iy n|'n.n|u.r.'p: [H 1||::L~:.-i;|i|;|]:ifit}' ol ||.'-.h:|.i1|u|.' or exceurion. While a certain level af l‘;!xpl:f'l'l"rﬁt'
on the parr of the artise s raken for granred, such works represent a full spectrum of gifts and
abilitics which may range, depending upon the viewers point of reference, from che insignifi-
cant to the inspired. Strongly suggested and even encouraged by the last sentence is the
development of a mature sense ol subjectiviry m the viewer. These are pieces that ar least
mvire, and ar best demand. inrerpretation. By and large. they are imended as pure ideas, as
destinations. and not as blueprings, sketches, guideposes, or directionalities.

Crertainly, one cannot enter, in any strictly corporeal sense, the sublime architectural
-'.;ulu‘nl:'l.'i{]n_li T::I‘lr-:_‘*i-:_‘:|1u'|.| In in I,.'I.'Ell'l]:ljﬂ,' Hl]li.']'l. R Pi]’.'”]i,'hi.‘h [’;ﬁ'rr'e"n :'I-t']'iﬁ.".':l. ‘HE“. LI CIETATTONE I'I_l:lr_l
bur wonder if Goethe himselt would nor agree rhar arguably they provide a far more porent
artistic experience because of that fact, Within the achingly emotive framework of Romantic
expression, it is the inherent incapacity of viewer and arrist alike o ever unravel the
inscrutable myvsienes that give these works such a hauntng presence. Yer, like any well-
crafted mystery, there are clues and some hine of an answer within the confounding maze, In

the case of these particular images, the key may be locked in the vault. Though inarguably

Fagure B4 Prposed Aty and Cslinee Carier;
o {m¥=1 10 Schaller, Warercalor: sicm
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architecrural, how less forceful or viral would rthis architecrure be if it were possible for ir o
be materialized? The real worth, the value, of artwork such as this lies in its very improbabil-
ity. Like the key in the vault, its possibilities are locked within its impossible nature.

The influences of Piranesi and the Romantic Age with which he is inexorably bound
were, as stated, consequential indeed. Especially in 19th-century Gireat Brizain, the Romantic
notion of the ruin, popularized by the erchings of Prranesi and athers, was adapted, some say
perverted, by designers and landscape architects. Mock ruins and so-called “follies” dorred
the landscape and were intended to afford their owners and visitors an escape o a tangibly
picturesque, bittersweet state of being, A frivolous melancholy and indulgent sense of deca-
dence pervades many of these strucrures as well as the social and personal atritudes of those
who built them. “The ruin taste,” writes Harbison, “is an eccentnic branch or owig of
Rococo, which in England threatened to run away with the plant. There it remained a sovle
with a powerful liverary bias, always coming loaded with narrative.” Tt represented, however,
a taste and a sensibility which prefigured the neo-Gorhic, pre-Raphaclite, and finally the Vie-

torian era near the close of the 19th century. Tronically, these types of architecrure, often

Figurr: B=%. Caisill Simdio (10931 Arostd Designer:
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-;:Euy.-'in:_:; n;ll.'_ﬁ':gn c:}m:uit:-., \vcrle have been |3rg-':|].' unthinkable notons to Piranes: the df&igﬂ-ﬂ]’
as idiosyncranic as he may have been. Like Boullee's "perfect” abstracrions, much of what
Piranesi drew should, as be intended, remain on the page. When one amemprs to build upon
a finished concepr, the effort ofien ends in bathos.

As an important adjunct point, Malraux points out that a masterpiece is a work of art
complete unto iself. Nothing can be added, taken away, nor improved upon. In addition, he
speculates that its meaning, ity strengeh, is immurable and unaffected. as much as is possible,
by context. Thar which is grear would be considered grear by any age before or since the rime
of ies creation, However, he also reminds us thar a Romanesque cruaihix, tor example, wis
not considered as sculprure or perhaps even as a work of art to citizens of the age in which it
was creared. Thar distinction was conferred UTIl:r' with benetic of hind!-iig]'lr and, not insigniﬁ-
cantly, with the relatively modern appearance of the art muscum, The point is-that conrext
and history are nearly always required for appreciation and understanding,

Sir Johi Soane (1753-1837) was, by 1800, among the most noted and original archirecrs
pracricing in Europe. Rigorously trned i classicism, his sense of inventiveness was quickly
made impitient by the constraines of thar discipline. His success spanned careers as both
builder and instructor ar London'’s Royal Academy where he once warned his stadents of the
“licentious and whimsical combinations” of a man who had “mistaken confusion for intricacy
and undefined lines and forms for classical variery.” He was speaking, of course, of the draw-
ings of Piranest. And ver it s deeply ironic, as Wilton-Ely points out, that Soane’s creative

focus was largely indebred 1o his exposure ro Piranesis works. The two met in 1778, the last

vear of Piranesis life, when the vourhful Soane was studying in laly. Soane soon acquired a
number of skerch drawings completed by Piranesi as studies for his well-known series of ropo-
graphical views ol Maestum—plares which, ironically, would go on 1o prove a substantial con-
tributing factor in the development of the Greek Revival style of the 1%th cenury.

These speaific pieces formed an early cornerstone of Seane’s now legendary collection
at artifices and arworks which, crammed over the years into a sort of organic museum that
doubled as his Lincoln's Inn Field home in London, Dirawings, paintings, and architectural
fragments spilled over walls, Hoor, and every available surface until Soane began o lirerally
push the physical boundaries of the house. The structure eventually consumed propertics an
either side and creared an integrated sequence of overlapping, interlocking spaces. These
rooms appear o be o hiving “series of Piranesian fantasies™ in Wilton-Ely's words and remain
today as a tangible reminder of both men and their respective eras. The house was also a

work-in-progress, o liboratory, where Soane experimented, himself as guinea pig, with his

archirectural conce; wntarion and spatial dissolution. Walls appear to be free
standing, ceilings app. nn filaments of lighe, and in the center of the house is a
grear vertical space—rh which serves as the physical and philosophical heart of
the place. Fragments of ma rary. sirciure, and lighe collide wo-create the most eche-
real and moving tribute in thrc TIENS10] nesian sensibilicy one could imagine. OF
the house, Harbison wriees, "One of oh | paries fruies of the ruin craze:” This chree-



dimensional reality and much else of Soane’s best, most serious work would be unchinkable
withour the images of Piranesi. As too perhaps, mighe be the tar more modern series of Best
Products Stores designed by James Wines of SITE in New York. More witty and controver-
sial 1o be sure, these contemporary “fantasies of decay” seem a direcr, if distanr, result of
Piranesian concepts.
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reconstructing the Bank of England from 788 o 1833, Equal o the fertile and imaginarive
design work of Soane, was the astounding body of graphic images creared for thar projec
and others by aroist and architectural visionary Joseph Michael Gandy (I771-1843). An inor-
dinately gifted visualise, Gandy was regularly emploved by Soane in the capacity of perspec-
rivist and, as such, produced grear numbers of images of that archirecr's work over the vears,
It was a tortunace union as the strengths and sensibilities of cach man meshed pertectly.,
Guandy's faltering design practice and subsequent financial difficulties necessitated his illusera-
tion work, and this helped, in rn, w support his production of prodigious numbers of
enigmarnic but undeniably inspired architecoural fanasics, which he regularly exhibired ar the
Ru:p':ﬂ .-"u,;af_:h;nl:.'.
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the artist’s most marure tr-_,ift.a in the illuscrarive vein ar work. I"ur-:u:pti'.-c readers will no douba
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Figare 8-6. A daah Eye Vies ol tive ok of Espland, London, Bieds eyevire (28300 Joseph Michael Gandy, Archivect: Sir John Soame. Watercolon 71.20m
v Courtsy of the Trosiees of Sir lohn Seane’s Muoseum.

I'he Bank ol Enghamd was among Soane's finest commissions and l:ll.-'.l.l.|lll:-:1 toirm 25 well as ‘.:.llli‘l:l.' for muany veare 11 owaes the geinis of
Gandy i complete this astounding image as it the bank were In o stare of cuin; thus, succeeding i borh cxplaning the rechnical aspecrs
of srructire and the circulation a5 well a5 s ceding ar the more l.'|‘|:l||r.'l'|!:_ul|_: fear of I:-.|!||u:||1 ithe edibice, then nearing complenion. in a
“classic” |i:g|‘|1—.] ]:I:ll:||!|:1 1 the Bomantic views of Piranest and Roberr Adam.
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already have identified this piece as decidedly "process-ariented,” and more so if they are
tamiliar with the projece and knew that this is essennially a projecred view of an actual build-
|-|!1'_ |'|'L'|'][i||g| |'|||| |L|."|'illg T :'.'I_'l rl.‘al.ln.l'lL'ﬂ.I. tli:l]'lll"lit"il'ln. Et .I"I- i‘llli.]l.ll.]l,,:d i'll‘ 1|'|1."'|:'|,'.' l.lihl;.‘lJ.*i.'i]i‘}r‘.IH a5
somiething ot an anomaly, in thar it successfully rranscends its use and achieves a more
“absolure” state. Ir was intended as a formal “record” drawing of the project, If'.]ir]ﬂ'1.|||}' and
cleverly delineating the arrangement of spaces and rooms of the enormous strucrare. The
genius of electing the patently picturesque device of relating this informarion in the form of a
hl.lill:l!ll!-]' I THARS, r.i[hL'I' [hl‘l“ E” 4 muore l]:"i:l..Jl 1".'I..|]r'|.]'..'.'|| !.I.H'IH.“. Ii:'i- "l'lu"h;,lt Lli.‘hfi“glilﬂ;hﬂx .'".:Hj L"]L""
vates this work. Though the structure 15 portrayed as being in visual decline, the implication
of the work is that the bank has achieved an aprior status as a future monument, a “classic.”
In addirion, the choice 1o eliminate any surrounding buildings ensures thar immortal Time,
the fourth dimension, is the real context of this subject supplementing the usual three
employed by the perspectivist—height, width, and depeh. Uncompromisingly romantic, this

|'|j|.'l’.'L' embodies the Pimnesian legacy to the fullest,

Two carhier works by Gandv, The Tomd aof Merlin and Puablic and Private Buldings, dis-
play the arrist's gifts et most evocative and thearrical. lronically, one was a commis-
swoned piece, a collect vool Seune buildings designed from 1780w 1815, while the
orher was derived purely artists own nvention. I there is-a2 message in Gandy's Pub-

lic and Private Buildings, it high ecicem with which Gandy regarded Soane’s work and



the level of inrense dedication he brought o all his effores. As a work of art, the “purity” of
the deawing he compleced for Soane is inescapable. This watercolor was not intended 1o
result in anything other than perhaps the viewer’s increased respect tor the genius of Soane,
i[' 1L ‘H_:Ir {_;a"d}r I'I'il'['l!'il;_"i['l. ]-1_ IIH 'jl.]l'l.'.'l}' il FL‘”I-'l.I'I'Z.'Il_JII:' i.Ill'-l.gt' Il'iﬁ'ﬁ"r'l:'ﬁ“t'f. k] rhl: |"|:||'l|“| |‘.|L'li£;.’||. AS5ETN -
blage of architecrural models is orcheserated within an enormous proto-typical “Soancan”
room, o a deeply dramanic effect. Note the mysteriously intense light source necessitating
ditfering shadow angles to be constructed on each Linle building. Not o be missed is the
miniature characterization of Soane himself roiling away ar a riny rable in the foreground.
As historian Gavin Stamp has noted, this s surely “one of Gandy’s finest creations and a
tour de force of the perspectivists ar,”
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Gavin Stamp points out in Dhe Grear Perspecrivises, by a passage in Siv John Harringron's

translation of Ariosto’s Ordande Furiose. A most literal reading of the lines, ", . . the very
marble was so clear and hrighl v s That [huugl‘l the Sun no ]iﬂh'[ i gave . .. the tomb jwself

did lighten all the cave” impelled Gandy 1o produce this ethereal work. By che artist’s own
account, the architecrural elements he drew upon were derived from the School of Constan-
rinople at roughly the time of Merlin's life as it is supposed—the 6ch or 7ih century. Sull,
while historian John Sammerson and others may question Gandy's scholarship on this

wunt, few can doubr the haunting, eniematic prose of this composinion. Azain in a Gandy
B B L ]

work, we have the powerfully mysterious light, physically impossible in the days prior w
clecricity, and therefore all the more astonishing, Gandy's light 1s more than a licle remi-
niscent of the infinite light thar picreed the dark caverns of Piranesi. e reminds one too, of
the light, the “spark from heaven,” thar se often puncruates the work of the 19th-century
English writer, Matthew Arnold (1822-1888); the subject was a recurring and especially
pungent Romantic theme. Finally, by way of Stamp. Summerson on Gandy is quoted:
"o oin his own particular kingdom —rhe kingdom ot architecrural fantasy—he reigns
absolute . . . this local sovercignty makes Gandy. in a sense, the companion if not the peer
of Wordsworth. Coleridge, and Walter Scor.”

Another companion of Gandy in various sensibilities if not in Fact, their lives being sep-
les Riveoli. Like Gandy, Rizzoli,

who worked i San Francisco in the 1930, dedicated copious amounts of time to the cre-

arated by a cenrury, is the recently emerged figure of Achi

ﬂ[iﬂl] liil:l_ I'I.jh AVIE VETY E'l-l.‘l'!'ilJI'].'ll .'ll'l.:llli.lt‘l'_[iIT.'ll E:i_l[]ti!‘iiﬂ!i, Eil.]l.' I.I'Illlllit'_‘ r._:ﬂl'll;_{:l."!:: W{H.'l-ﬂ'“ Hi.ﬂ'?ﬂlli.h-

cfforts remained entirely unknown o the public uneil the very recent past. In 1992, vase
reserves, in fact an entire carcer of his sketches, notes, letrers, finished drawings, and general

r:phcm-:r.l hidden from the world, were discovered ﬁlilnwi.ng His death, within his home, It is

i g & - i - i i &
difficult to say what is most striking abour this man, the amazing richness and unparalleled

skill displaved by the work discovered. or the fact that he was nor only willing hut success-
tully able to hide it so completely in his liferime,
By all accounts, Rizzoli was an excremely medest, quier, and altogether unremarkable

presence who shunned sociery and E1-::I'H:Ir1:|| contact, He had a Fairly nm!imuguialu--.l eareer a8
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Fig'u.m R-8. Abrabam Zachariab (Ca 1ogof Aria/Designes: Achilles G Rizzedi, Ciodored ank, toiom « sgoom: Courtedy of Bonnie Grossmin,
The Ames Laalkery, Berkeloy, California,

The work of Rizsoh, whe labored for vears in obsouriy wo design an ideal cirv—rhe YTTE (Yield o Toral Elanent which was
o e :u||||'|1r|.g shore of Heaven: that s, an acoeal archeeecruee for the afteelife—redolent of Biblical IMAZETY, This cnigm-ati:
piece 1% emblemaric of the complesiry and invensity of chis prolific aiscs werk

a dratisman in a local archiveer’s office and in his spare time, of which it appears he was
amply blessed, he merely set himself che Herculean rask of designing Paradise. Like many
artists, he was inspired by love. Unlike many, however, the object of his affectian was his
mother who, as ramor has it, remained within his small house for an unfortunare length of
time following her demise.

Rizzoli designed che streer layours, compositions, and a great number of fanrastic mono-
ments and buildings of all sorts in his “ideal” world, which were dedicated to and quite liter-
ally planned for use in the hereafter by none other than Mom. Not yer satisfied with his
tribute, Rizzoli also invented 4 unique language of written, if not speken, words which he
penned over every spare inch of almost every paper surface he found, including his drawings:
these words are only now being deciphered.

Reactions to this idmitedly hizarre and quixotic personality aside, in an objective sense,

his meticalously crafted and often quite large pen and ink wash drawings are impressive in

the extreme. Displaving Foil nes wholly undisaplined design ideology, these works
portray, typically in rende: don torm, an inspired, if deeply troubled mind. Touched
by mysticism, by pseudo-spirite | rcligiosity. and by an almost talismanic devetion to



“divine” light, Rizzolis work is a direct and near-warthy, it
essentially unstable, descendant of Gandy’s. It is also striking
to note that, as far as can be discerned, this is the only
instance when the entire ourpur of an arrist, process and
product alike, has been located intace and in one place. e s
a sad but unique porerait of a unique arrst,

Far less enigmartic and ethereal a higure chan Rizzoh is
the toweringly vital, functional, and visionary characeer of
Frank Llovd Wright. Though certainly, he was no less mvsii-
cal ot uropian in his way than his much less successtul con-
temporary. In the conrext of this book, it is the dichotomy of
Wright's carcer—almost equally divided berween the built
and the unbuile—thar is most inriguing. Many could con-
vincingly argue that the only unbuile or “paper” architecture
which interested Wright was that which by sheer force of per-
somality, intellect, or will he could bully inte being, He con-
stantly pushed, chipped away ar, denied, or complerely
exploded accepred boundaries of fashion, of style, of behav-
ior, of construction practice, and some would say, of taste,
Still, he is among the Few that can legitimately claim the vitle
of pioneer. He went where others lacked the intellecr or
courage 1o go-and, nor surprisingly. the workings of his cre-
ative mind are inseparable from the movements of his pencil,

Wright, alwavs full of conrradictions, would himselt
deny that epinion as he routinely berated students whao
attempred to design “on the board.” To paraphrase Wright,
he claimed that “the idea must come upon you whole” and
then, whatever the hour or circumstance, you must rush w
the desk to record it in its purest form. Anyone who designs

or draws for a living will prabably be of the opinion that,

Figre B2k The Chicago, Mele High Bailfimr Qosed AmiseDesigner: Frank Liovd
Weighy, Color pescil and gold inkeon tracine paper, Grom s« 2g6om) Conrmesy ol The
Fraank ]_I:;._..-LI "'x"rig_lll Archiaves

l]ur]i.t:lll.'r.l Eda, AlOng mh-,-r::, ] w1k} E ﬁull:ivﬂn. '|"|15|'|.r 1 ¥ips FRUGRL LR ||i. I||n'
up{“t‘l.d?d street —and John '|1na:'|1l'|r|15|; this colbossal despn i one of "-5';"J||_:||I.':-
0L g.r:nnd amdd, From a serpciural poimt of siew, miost soond (the "momic
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Fignre 8= 100 The Uldysey Propt (19960 T, Schaller. Architects: EL, Wright and others, Watercolor, urem x 1qoem; Courtesy 'of The Oz
Elevagor Compam

Sorence may finally be able v achicve what Wright envasoned forty vears ago. Warh the evoluooen of peoplesmoving rechnol-
oy, Wrght's comment, "hile hlgEL? '1";-’|1:l.' stivp thete? may e lomger seem fr-Feschadd, Thas image 15 as much an hnmg.gt 7]

the man and his imagination as o any tasgible posdbilicy,

bor mast of us. a crue description of our creative processes is probably something of a com-
promise berween these rwo approaches. Inspiration and investigation can be said to define
creative process and most often go hand in hand. Regardless of his process, however,
Wright's results are indisputable. He left behind, for a repurably difficule and visionary fig-
ure of such idiosvncrasy, an unparalleled achievement—a multitude of virtually uncompro-
mised extant realizinons of his designs as well as a sraggering wealth of drawings. These
images are of such individual and collective merit that, like Picasso, whatever he pur his
hand to has long since “rurned o gold.” Their nawre is so stvlistically individualistic tha it
now makes litdle difference rhar Wrighe, though he was an exceptional drafisman, completed
very few of them himself—such was the dominant force of his vision.

Because Wiights drawings now command a sort of quasi-religious reverence, it becomes
difticulr for the medern archiiect or scholar 1o objectively assess their impact as pure graphic
pression. Many, while having perbaps inspired someone or being ar least Inreresting com-

s, are otherwise rather undistunguished in terms of rechnique or media application.

Clearl i is the beauty and the clarity of conceprion, not the vagaries of physical inception,



that establishes the enduring worth of most of these picces. Interestingly, there exists a water-

color perspective view from the 19205 of Wright's design for the Imperial Hotel in Tokyo by

thar most gifred of architecrural arrists, Cyril Farey. Though this is rruly one of the mose our-
standing visions from the hand of this remarkable arvst. there remaims something decidedly
process-oriented abour this piece; simply pur, iv s intentionally afent process. The focus of
the work, in tandem with its many other telicitices. 1s not only the ideq of the building but
the actnal building itself. So, despite a stellar artistic performance, it is the building itself that
is the real star here, Most of the drawings—including those that may be termed less techni-
cally exemplary, which were done by Wrighr or his studio, by contrast with the Farey draw-
ing—are more directly linked to pure ideas and concepts whether they portray actual
butldings or not. In this sense, many of these can be seen as more “pure” arnistic expressions,
autonomaous of the buildings they may represent.

Numerous parallels can be drawn between the 18th-century Ledoux and the very 20th-
century Wright, Clearly, both were self-stvled utopian visionaries with long range plans for
ideal towns, which would incorporate new (designer sancrioned of course!) ways of living,
They were tuturists who were as deeply concerned wich their own furures as with any alerus-
tic projection. In contrase with Boullee, Piranesi, or Gandy who, on eccasion, may have
wanted vo build, Wright and Ledoux had o, Both were deeply valid architects on paper bur
their dreams of immortality required more. Each had a near-mystical relationship with
nature that has been characrerized by intellectual contentiousness. It was a definite love/hate
relationship which caused their work to, by turns, seck to dominate or to work in harmany
with heaven and earth. Neither could accepr the noble Piranesian notion of the fluid, cvcli-

cal, dust-to-dust nature of existence with its ultimare submission o the Infinite.

Fugere 8=11. Morwement for Vidma and Lawse {inosd Tamonsu Yamamoro, Warercolor, jicm 1 76 70m

Anocher auseere and h%ll-l-l'l'lilflg image |1}' an artist who, wirth customary ||:|'|1|_.;|I|I and hmeorn, coninues w L[UEAE 130 thae '-'i:.|l'|i|i1:.
et archicectural "mﬂh-m:iking" within the |:|r:|nr¢_'r Frebdd of “art.”



Yer, it is in Wright's as well as in Ledoux’s arrogant refusals to submit to the Inhinte that
kept their creative eyes on the clouds of future possibilinies, even while their feer were planted
squarcly on commercial ground. Their funurist visions, even those which may have seemed

unrealizable in their own lifetimes would, they had no doubr, someday be achieved by their

inevitable legions of disciples and converts. Wright's proposed mile high building is just such
an example, It was proposed in the mid-1950s for the ciry of Chicago and only, it would
appear, half in jest. A supreme display of ego surrounded Wright's assertions of its structural
integricy and physical viabiline. In his personal drawing of this behemoth, the line beeween
fact and fiction is completely obfuscared. Iv is doubtful char in his heart of hearts Wright
himself actually believed thar such a thing could or even should be ¢recred in his liferime,
Yer, he had disproved so many other maxims in his long career thar his own sense of whar
was possible, ler alone “proper.” may have been ambiguous to say the leasr. What is not
a:nlji%un:_m however, is the impact of thas greas :lr;iwil:g- Like facr and hicrion, arr and arrifice
become confused here; is it a dream or a possibility or both? It is, in any case; a verv pure
expression of a very pure idea complete unto itsell. As for possibility, it may just be thar pos-
stbifiey iesell 1s the theme, the essential idea of this drawing iwself thar is very clearly ardcu-

lated.

In Vistonary Avchitecture, Christian W, Thornsen delineares thar whar he has termed the

hen again, we may soll find char Wright has a few angible surprises lefi for us,

myth of Babel or “the myth-forming” funcrions rowers, have served, wittingly or by chance,
since Biblical nimes. Though historical facts are scarce, there 18 hrtle dispute thar somenime
around the second millennium 8.0, an acoual edifice, a grear tower, was in fact constructed in
what was then the ity of Babylon, near whart is now Baghdad, on the banks of the Euphrates
river. Biblical references to iv do exist: "G so, det wes buerld ws @ coty and a tower, whose top may
reach wnto beaven: and let ws make ws a name, lest we be scattered abroad wpon the face of the
whale Earth” (Cenests 1. 340 The Bible claims its construction was to have occurred immedi-
ately afrer the Grear Flood and the story of Noah, but in any event, it appears to have been
an immense realicy with a footprint of one thousand square feet. The tower also contained a
central stair, thar measured two hundred feer in length and thirey feet in width; and s
believed to have been nearly three hundred feet in height. In shape, it assumed the form of a
riggurat, or stepped pyramid, and was constructed to honor the city god Marduk.

Babylon was 4 wealthy ciry and its legendary excess, vaniry, and penchamt for indulgence
appears to have, as the Bible would have it, displeased God gready. However, with the erec-
tion of this new monument, the arrogance of the crizenry of Babylon pushed a strict and
apparently peevish Old Testament God oo far and, in the fashion of irritable gods every-

where and without warning, dispensed big trouble. Not content with destroying the Tower of

Babel, God also, in Thomsen's words, allowed “the edifice of language” to crumble as well,
The survivors found they were no longer able 1o speak a common tongue, and so the town
and the people. because of their presumption that they could rise above their humanity and

hecome godlike, dissolved to hubris,



Over the centuries, the story of the Tower of Babel resounded 10 Western cars and
came, with the passible help of a legacy of apparently peevish religious leaders, to symbolize
the unpleasanimess that we were expecred 1 believe o occur when man dares to stand and
raise his face to God's. The symbolic image of the "arrogant” wwer in Europe, throughout

medieval times and into the Renaissance, ook on the charmcrer ol visionary archirecture—

less a building than an idea. Consequently, only the most brazen or wealthy dared conseruc
an edifice of more than modest heighr: thar is to say, only towers for military defense and
steeples of churches interrupred our skylines tor hundreds of years.

.I'.‘|_'|'|'|I:_l]'l!;"| 1'I[I'|.L_'r F'l[”i';:]“[]‘l“}' H\H'I:'L'F'Fi['lg LE'l;.'II'l.glﬁ'_'h- 'I."u'“]l]E]H L|.Ii|“1| [I'IL' rl‘l-l.“l.'h |Jr:gil||1il]|-:f, jll 1|':|L'
9ih-century, were staggering advancements in construction and engineering, The shitt
from simple wood and masonry buildings o a reliance upon iron and steel resulved in
hri:lgua and towers of all sarts that transformed the Face of cities and the Ll'HI[Hr:'."'-.ilJL' alike.
Cultural and social shifts away from agrarian 1o induscrial-based economies augmented and
accelerated the change. These 19th-century achievements were crowned by the construction
of Gustave Fiffels Tower in Paris in 1889, Ae 984 feet in ht‘ighr. i Wk mol 1:|r1|:.' a beantitul
and audacious testament o the secular capacity of man, bue simply the tallese thing in the
world for nearly half a century.

Eiftels eriumphant achicvement has never lost its beauty or fame, but in the New York
City of the 1930s, it did lose ies title, A passion for height as exemplified by the skyvscraper
seized upon the collective public imagination of America ar this ome. Advancements in ele-
vator design as well as construction rechniques in skeletal concrete and steel evolved trom the
8805 to culmimate 10 an unprecedented race for the douds which would, for good or i,
itfl{::{l:':l‘:lhlj.f :Ill{'l 1t 1]|:||.:||" 1|':|l.' :'Il';.._'l.lit'll::'l- ‘I]I'- :';.ll.l'_h g‘!t:al‘ Li'il.‘.'.‘:: b {:F'li{';_lg“ :i['ll:l Nt'\'ﬁ' ‘r'l}rlv:. hl]l tllt'
very way 1in which humankind would torever relate o its environment. Ecclesiastical models
were once and for all supplanted by models of commerce and industry as the dominana
visual element of the cities and |:|r:|dm.,:;i|_1-:,':. alike, h‘t}'[l‘]-l‘l\:kkiﬂg SEFLCT LTSS wWere mow secular
the extreme and man, who had once dared 1o stand face w face with God, now proudly row-
ered over Him. [t is noc ditficulr, even woday, to find those who view the “ciry” as essenrially
sinful and “doomed,” and the very Face of the high-rise building is sometimes evidence
enough tor them. The myth of Babel has been effectively preempred, assumed, and swal-
lowed whole by the myth of the high-rise. Thomsen poines out thae skyscrapers have been
“the dominant form of wower construction for a hundred years.” Cities have long flaunced
their expensive and glorious towers as arrogant symbals of pride and achievement. Around
the world, to this day, municipalities regularly try 1o outdo one another with acrs of design
bravura or simple height reminiscent of the medieval “tower wars” of Pavia, Firenze, and
Siena, and San Gimignana, for instance.

If there 1s one single figure thar both represents and is in many ways personally responsi-
hif ﬂ]‘l Ihﬂ L{f\'fi”}j”lt:!“ 1:l|.1|]l' l“'__ll-l;.'l.‘lltl.'li'_'r' FkFE{IL:IFIILT n1}'[]] i“ .-'1'|I11L'Fi1.'él, (LA I']llk'jl E:L'Il'j'ﬂ'l-
{1889 -1962),
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It is nearly impossible, perhaps unnecessan cparate the man from the myth he rep-
resents; he is the perfect embodiment of the ultimate symbol of skyscraper menralig—New
York City in the lage 19205 and carly 19305, Ferriss, like the city, was tough, proud, fast,
aggressive, and, though worldly, deeply opumistic. His justtiably famous charcoal drawings
n}' -:_'.ln-u;rging and i.1!1'.3lgilfll:d architectures are unrivaled in their abilities o l-.':i]:'l‘:lin. [y l::iplurc,
and to inspire. He believed deeply in the power of architecture and especially in the power of
its imagery to enhance and uplift human experience, There are scarcely any examples of his
work which do not, on some level, virrually speak to the viewer, consoling or daring him or
her to trust in the power of the future as courageously as does the artist. A complete appro-
priation and retelling of the myt h of Babel is cast in a new, modern, and positive Ilﬁhl’, not
without a spiritual element bur entirely secular.

As in the legacy of Wright, it is difficult o find a separation within Ferriss’ prolific body
of work berween the fact and the ficoive. [t is not thar we are unaware of the differences in
his drawings berween images of built, unbuilt, and stricdy visionary, but racher that so much
of the feeling, the approach o one, is also magically evident in the other. Though Ferriss was
an architect, he elected to draw, believing most deeply in the ability of the image of architec-
ture to effect positive change in the extant face of architecture itself. A single building, or an
entire city for that matter, whether built or imagined, had for Ferriss an identioy, a spirir,
which he believed the architect in the guise of the artist was required by faith of profession to
discern and interpree. A successtul drawing of a building must tell the “entire truth” abour
that structure which, for Ferriss, was a synthesis of objective physical realities and subjecrive
emotional response,

Ferriss  theatrical images of uropian ciryscapes resonate to this day, not only in existent
structures, but proposed scructures and built environments as well. Echoes of Ferriss prolifer-
ate in as far-flung and diverse personalities as Lebbeus Woods, Cesar Pelli, and Tadao Ando,
in whom shades of Piranesi are also evidenr, Represented by the bustling rechnologically
advanced merropolis of the furure, these imagined architecrures with their soaring heighes:
:.an'::nit'lg hril.|g::.'i. -i.'l'.r”'ll.‘l]rlls_f, axes, and 1.l|‘.IiL|l]i[L1l].'-: notions of an alert. prr]:lr:u.mn}r floodlit, and
nightless sociery are indelibly erched o our collective unconscious. These drawings consti-
tute supremely symbaolic iconography, and with, over the vears, their many extrapolations and
bastard offspring, they are for us the very idea of the ciry. As powerfully as Ferriss moved our
U[lL';)]iHL'i['Il.]."i I?Urk-tlpii{]n-\'iu |-.|1.' WS -IU.";‘ a8 h‘llh'!' 1|'|ri.t|-| [RENIE ml]ﬁ[iﬂus ONCs, Eiij ﬁ}l'l_r—d:]'ﬂ'\.'iring

serics from 1922 of Errupmr.'d -H1|'|'mg ser backs far usein high-riw construction was more than

just influential, Te was simply adopred. part and parcel, by New York and other cities as
t‘lt‘higli ELPFH'HEIL']I which allowed ligl‘lI to enter the caverns of the sereets below and prm'ide
intermediate rerraces abave. In this respect, one may see the extent of the concession © “out-
door living” by the relentlessty urban Ferriss. He and Wrighe, the “organic architect,” seri-
ousty parred I.'-!'II|I1-'-:-:!-!:'-".!i|' company here,

A roposal tor a habitable bridge, completed with architect Raymond Hood, is another

Hlustration of how deeply Ferriss believed in the value of dense url‘n:mir}'. YWhile it is fascinat-
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Figure 8—13. Hadde Nuiial o) Artisc/Desipner: Kevin Woest, Penoamd ink, 740m 5 1440m

I'he concept of a habitable bridoe strucoire is tackled here by Mew York archirecc/anmiss Kevin Woest whose afforr
hias resuleed inoa beanntul, well-considersd, and remarkably feassble solunon

gl Arciae Dedignes: Ernest Borden [ Craphare pencil; pfiom = 2ecm

Ll it i the idea of a bridge waelt v caprured and explored in this kinetic and accomplished

i | it



ing to speculate whether Ferriss believed the "furure” would be so overpopulared as w be

devoid of empty space or whether he suffered trom a chronic “nature phobia,” he believed, in

fact, that suburban sprawl would prove far more hazardous o the environment and the
human condition than would a well-designed. albeir dense, city cenrer. In the case of Ferriss
bridge proposal, one could argue that it comprises a most serious proposal and, as such,
should more rightly be considered a process work. and it does point our an interesting
idea—that of the habitable bridge in general. Bridges are, in most respecrs, process-oriented
by design; they facilitate in moving goods and people from one place o another, Bur o
think of the bridge as a destinarion in itself can be thought of as an intrinsically visionary
concept. It forces the viewer to focus on an area we instincoually wish o transcend and
allows us 1o "arrive” and rest intellecrually in an unfamiliar region—often suspended above a
grear expanse of atmosphere. Whether or nor Fernss intended his specibic vision of a bridge
to be built is irrelevant to its impact as an independent and visionary work of art.

In Ferriss’ more purely imaginative, strictly hypotherical futurisms, it is tempring o
draw parallels to the Careeri images of thar grear visionary, Piranesi. There is, in fact, more
than ample evidence to suggest that Ferriss was directly inspired by Piranesi. This is evident
in l.'l'l.r_‘ |_'|1_:I_IL‘I (AT []l'l 'I;_"Ili;_'lnﬁ':ﬂ.:'l,lrl:'l'.. 1|:H;_' |;|.T.'|r1|.'11iL' L'“r[ll:l[l"'iilil"'lal SETISE, Thl' [L"ith-.l”ﬁ l:l|-l:.lr|:'lﬂlh:.'lillg
axes, and the refereneial use of a variery of design elements by Ferriss, Yer, it can also he
argued thar the two great men diverged on many tundamentally philosophic levels, Yourcenar
points out that while mme is the primary theme of Piranesi’s earlier work, it s space that most
iforms the Careeri. That compositions and the figures within them ser their mettle against
the formidable foe, but infinite Space, again and again, will not be vanquished. In more lir-
¢ral terms, the rather modernise shapes represented in these images—the tragments of walls,
the arches, and the myrad of stairwavs—are ac all levels, both attacked by and aracking
space. Space in these works, or rather light, may be the enemy, bur it is also the point, the
possible salvation, and the resolution—rthe destiny thar these masterworks address and o
which the viewer has arrived, In these works we feel Pirancsi’s slow acceptance of or resigna-
tion to the inevitable maormality of all things—the ultimate Romantic expression.

Ferriss’ drawings, on the other hand, have successfully defeared space from the ourser.

These soaring towers and bold, massive constructions have no fear of space and, unlike

Piranesis dissolving forms. do not hesitate 1o occupy that space. In their deeply secular and
aggressive spiritualism, they are reminiscent of the Nietechean “will to power.” These works
of Ferriss are most certainly, however, not drawings sf space but drawings of objects choosing
to dominate space, IF there is a protagonist here in these works, like for Piranesi. i is ligh,
But it is light as represented not by infinite space, but by will, self-awareness, and derermina-
tion itself, These are enormously hopeful drawings, Their subject matter is revealed, alwavs
caught by surprise as it were, in an instantancous flash of half-light of an awilening con-
sciousness, The subjecr marter is ar times caughr almost off guard; bur in these grainy and
C[ht‘ﬂf‘.‘!l ."in.'llfl.*ilull:., W Gl S rr'l-jt rhl;_."}' Are Imore []'Iﬂ]'l ﬂdﬂquﬂ[fj}" |1|n‘.|‘.|:1rq-|| I l-ilﬁ.l,' tl'“.'ir FFL[LI«.'

both ##and a5 the furure.
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of the many images in this book and elsewhere, that succeed at
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he highest achievement in rhe pracuce of architectural

wave attained that state of being wherehy, to paraphrse Wilton-Ely, they no
mreserr-architecture bur have fecome architectural experiences in themselves.
uccesstul example of archivectural :—iI.IPEII. <. in any media or level of finish,
rant of, and rue oo its essenclal idea, can amrain that enviable stace.
1 itect or artist, who has reached an L|:|x|..-’=.’..|.’hi|'.|g of the autonomy as
v of the abject and the image of the objecr, 18 guaranteed both a

T
s

omise of many remarkable desunanons along the way.
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