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CHAPTER 1.  PREFACE:

This study is based on an invited lecture I gave on several
occasions at the Universities of the Witwatersrand and Pretoria.

1 am indebted to Mr J.P.Bonta (Bonta:ri979) for demonstrating that
Mies’s eritics and commentators all carry their own bias. 1 take
comfort in acknowledging my personsl intsrpretation, which stems
from thirty~five years’' practice as an architectj a cereer that
started in Mies’'s heyday when the architectural perigdicils
considered Mies so _impnrtant that sach stage ip the tonstrpction
of the Beagrams building was published monthly (Jordysi958). I
have built as many buildings as Mies, b of a much umaller scale
and importance and in a much less ‘relevant’ part of the globe.

I must confess te having always felt slightly sceptical of and
foreign to Mies's architechtural pronouncements, and I only came
to probe the world of Mies to explain certain paradoses to

students.
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CHAPTER I:  PREFACE

fs a teacher of architectura! design I am only ton well aware of
the student’'s need for architectural canons - Mies knew that as
well no doubt. Since Mies van der Rohe has by and large been
supplanted by later generations of architectural apostles, it
remains of concern ta me that students see the Mies story as a
painter to the nerd for .greater eritical insight ip architectural
ideas and philesophies. Architectural herp-worship robs the
student of the need for self-experimentation and advancement, and

contains the seeds of built in design obsolescence.

The journey into Mies's ideas has been most re{l:arding because of
the fascinating scepery on tha way, and I h;.vs even developed an
appreciation of s architecture. Mies van der Rohe ;:untinues to
fascinate and perpleyd. Three major books have been weitten and
another exhibition has taken place since this study was first

begun.

Mies is a very large subject, and my teut is bourded in the

following ways:—




CHAPTER I:  PREFACE:

Mies van der Rohe as one of ity founding fathers was the complete
embodiment of the modern movement in architecture and as such an
unchallenged apostle of this movement, Just about every idea he
espoused can be shown to have had roots and derivatien in the
architecture and other developing social attitudes of that
period, It is beyond the scope, and Lthereteore will not be the
purpbse of this study, to sketch tho modern movement as such or

indeed justify Mies's involvement in it.

Most references to Mies’'s philosophical justifications make
allusions to certain distinct influenepw. These influences are
often vast topics with a large body of assoclated literature. It
cannot be the purpose eof this study to offer anything more than
the briefest thumb-nail sketeh of these influences. While these
pursory postage stamp descriptions of Mies's influences must be

inadequate in themselves, they are however necessary to.give a

slightly more complete underastanding of his stated influences,

rather than merely aliuding to thes ss most commentators do.

The biographical details sketched are intended primarily to map

the development of hls ideas and not as a definitive biography

which bhas already been recorded by others. 1t follows therefore
that details of Mies's blography will be omitted where they throw

ro new tight on his ideas and influences.




CHAPTER I PREFACE:

1 have made libwral use nf the aphorism and sayings attributed to
Mims to be able to cast a net of rational analysig anrd
interpretation. These sayings have mostly been taken from David
Spasth recent work (Gparkhii985) which appears reliable in this
context., Most other standard texts include mapy of the same or
similar aphorisms sometices worded with stight differences. Thay

are however not as camprehensive as Spaeth.




Mies van dan Rohe id pavbably the Lafmwat r,launam 4o J/MUAOP,‘LLUL[
dustification ani dicection in M anchitecture. He claimed fo be
guided by profound and wiiverdal insights.




CHAPTER :  INTRODUCTIOR:

Man is vefiected in his buwilt environment. The built world grows
from his culture, his material and social order, and ejipresses

his ideas and dreams.

Howsver budldings, by and large, butlast many of the cherished
idmas that gave them birth. Even their physical use is often

changed at some later date. Bulldings are more than the living
artifacks of temporary human exdstence (snuffing out when that
esistence expires), They are artifacts that absorb vast human
resourees and effort. We thorefore have an obligation which

extends further than their appreciation as static works of fine
art. We need to understand the rationale and mental climate of

their concmption,




CHAPTER k  INTRODUCTION:

Our obligation is to the future, particularly teday when the
digsemination of visual materis]l and ideas through publicstions,
TV and film is mo fast and vast. It is more urgent that the whys
©and wheredorss of whist we build be examingd critizally for
appropriateniss and validity, before some ‘tin-pob design fad’

squanders billions of precious resources, only to be discredited

and repudiated befors the bulldings are halfway up.

To postulate tup entremess 18 good architecture empirical
problem—snlving within a topiecal style elevated by a dash of
flalr? Or is better design achieved by adherence to a carefully

concaived fitated doctrine?

Wher & do our influsnses come from, and are they properly
understood and digested? Fashion and toplwality of ideas clearly
plays an important part in the inspiration of architectural ‘
design, bubt the permanence of building structures and their high
cost suggests that the underlying motivations and philosophies

should be able to bear the most careful _assessment and scrutiny.

Hies van der Roos e an ldeal case study in this regard. He s

acknowledged e e of the four ‘greats' of the madern movement

in architectu: o o




CHAPTER L  INTRODUCTION:

A brief gloss through his currdculun vitae reflects the

following., He w-g1-

1. A member of Poter Behrens'stable of young architects (where
Bropius and Corbusier alen worked).
2. A member of the ‘Novembergruppe' which was the cultural

fountainhead of the Weimar Republic.

3. The Assistant Director then later Director of the Deutsche

Werkbund, and ita first Viee-President.

A The assistant direptor of the WeissinghofSeidlung.

5. Commisslioned by the Berman government to dezign their S
International Exhibition Favilions at Rarcelona and
Brussels.,

& In charge of the German government exhibition ‘The

Dyelling ‘.
7. Director of the Bauhaus (1930-33), . L
:H Dirgctor of the faculty of Architecture at the !lli.nuis
Institute of Technology (1940). 4

Fa Avardad the Honorary Doctorate in Engineering at the In-

stitute of Teshnology, Karlsruhe; Bermany (1950). Q .
10, Awarded the Honorary Doctorates of Englneering st the In- N*‘ :L
stitute pf Technology Heaunschweiyp, Bermany (1955), :
11, Awarded tha ton. boctorate of Lawa, University of N. u

Carolina {19%4),




Bl With 7 honoaory doctoantes, 3 Godd Medals ond the ?)l.u«i.dmﬁ,ﬂlvmwi
of. Honour, Mies muat have been the moat acclaimed end celebrated
auchitect in recont histoay.




CHAPTER 1 INTRODUCTION:

12. Elected member of the Berman Order ‘Pour la Merite’,

13, fopointed Emeritus Professor of Ar:hitecture‘, Illinois
Institube of frchitects ti958).

14, Awarded the Commanders Cross of the Berman Order of Merit
{1959 .

15. Awarded the Gold Medal of the Royal Institute of British
Architects by the Quesn (1959) !

16. Awarded the Gold Medal of the American Institute of Ar-
chitects (1960},

17. Awarded the Hon., Doctorate of Fine Arts, Carnegie Institute
of Technology {(1940).

18. Awardec the Hon, Doctorate of Humanities, Wayne State

University (1961).

1%. Awardaed the Bold Medal for Architecture, National Institute
for Arts and Letters (1963),.

20. Awarded the Hon. Doctorate of Fine Arts, North Western
University (19863).

21. Auarded the United States Presidential medal of Freedom

(1963) .

22. Awarded the Hon. Doctorate of Fine Arts, University of
Illinpis (19464,
23. Numerous books and one entire lssue of L'Architecture

D'Aujourd hui devoted exclusively to praise of him and his

work (L'Architecture D'Avjourd’hul11958 vol 29).




CHAPTER &  INTRODUCTION:

This illustrious career contains seven honorary doctorates, three
gold medals and the presidential Badge of Honour (ses Flg.2.) -
possibly the greatest list of distinctions any architect has ever

receivad.

He continues to be admired and criticised. The modern movement
is under attachk today, and blame for the bleakness and blandness
of many of our modern cities is lald unfairly at his door.

Indeed he ie hlamsd for much of the discredit of modern
architecture, yet he continues to influence and inepire many
architects. The puality of his design undeniably transcends much
of the criticism. He remains unique in baving produced designs
of univerwsal inspiration. But he is blqmed today for having

fathered the vogue for energy-hungry and wastefu! buildings while

paradoxically, he was so concerned about being practical and

minimal, The paradox of Mies is the paradox for all architects. o

Contemporary writers have referred to it as 'the problem of

Mies’ (Jencks:1973) .

Mies is tdentified as an architect with strong dogmas, which have

later becoms unshakeable labels. WHile he was the complete w

embodiment of medern movement ddeas in architecture, his
philesophical justification of these ideéas is unique. He is
recognised as having had a distinct architectural philosophy, one

that has influenced many succeeding architects, wha in turn have
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hat a strong influence on our city profilés.

It remains surprising that his forays into philosophy did not
produce some real original thinking, unless of course the
principal motive of the philosophy was simply to give these

cutrent thought fashions authority.

The preblem of Mies {s a problem for architects generally, as

they terd to supplant one set of dogmas with another.

Criteria for evaluating architectural doctrines should be
broadened, so that adherences are more critically measured, as is

the practice in otber cultural fielda. Yo do this, architectural

phiTbsaphy has first to be perceived and identified as such,

rather than going unnoticed. It then has to be evaluated in

relation te a wider spectrum of ideas and influencaes,

Miss’s 1ifespan charts a course from the late 19th century
Seltinkal to the American skyscraper, throtgh the intellectual

kaleldoscope of Weimar Bermany and the turmoll and special change ) N

of two world wars. His ‘Flatonic’ view of architecture is rooted

in his egducation, class, religious beliefs and the prevalling H

clroumstances of his time, and as such 18 elrcumstantial rather

than the insight of a far—seeing seer. It {s worth assesssing /iv
his cholee of doctrines in retation to the clrcumstances which ios :




CHAPTER 1

INTRODUCTION:
rurtured them.

1 aim to plot a path back through the revealed circumstances of
hia blography and to mvamine the principles attributed Eo Mies in
the light of the educaticnal, caltural and social circumstances

which might have influenced him.

It is the purpase of this study to show that profound
sarchitectural dictums may be mostly circumstantially .sed and
personal , and that caution should be observed in transporting
these ideas to other situations and circumstances. In the need
to be convincing to both cliént and public there is the
temptation among studer” “f “srchitectn to elothe their ideas

wich such hyperbole as 11 of an epoch’. The purpose of

thias story of Mles must . .o point to other situations where the
very temporary fashions of the day are passed off as universal

truths at snormous public expense.

I hop= by this analysis to suggest the cirtumspection regquired in

understanding and evaluating other architectural pontificators.




CHAPTER 2 MIESS BIOGRAPHY CRITICALLY REVIEWED:

GONTEXTUAL SHORT, BIOGRAFHY &

Mies was born in fachen (Aix-1la-Chapelle) the Carolingian German
town near the Belgilan border in {886, He came of a Catholic

artisan family and went to the local Domschule {Cathedral schooly

till the age of 13 There were great ssctarian differences-

betwaun Usthoiics aind-Protestants in Bermany at that time znd it

is likely that his catholie teaching would bave been emphisised.

This was the highnst level his formal education reached as $rom 7 LR
thirteen he spent two years as an apprentice maswon at the local M
Gewerbschule {trade school). At fifteen he woried for a local

firm of decorators Renaimsance ornaments for jogai-- -

architects.




CHAPTER 2 MIESS BIOGRAPHY CRITICALLY REVIEWED:

This limited formal sducation contrasts with the legendary Geerman
19th century Gymnasium (grammnar school) where Breeik, Latin, and
Srience instruction was emphasised and proluonged until the late
teens. His Domschuls education might have been pxeellent but the
tender age at which he left school suggests that he could not yet
have cbtained a multi-faceted education, Mies's further academic
studies would nave been dirgcted by his own fres choice as he
endeavoured to educate himself. This pattern pf education does
g\.lggz’sl: ‘that familtiarity with a wider range of alternate

philosophic influsnces and optiong might have sscaped him eg:

Newton, Francis Bazon, Descartes.

At the age of 19 he commenced working for a lopeal architect who
specialised in wooden buildings, slsd developing an intsrsst 4n
astrophysics. After a year he went to Rerlin to work for Bruno
Faul, a leading furniture designer working in the Art Nouveau

style.




CHAPTER 2 MIES'S BIOGRAPHY CRITICALLY REVIEWED:

Tua years later he received his first commission and patron @ a
house for Alois Riehl, Professor of Philesophy at the Friedrich
Wilheim University in Berlin, He did a good job and became a
famﬂ‘y friend. Through Rishl he was introduced to a highly
‘eulttvated circle and his further education was broadened and
guided significantly. Riehl introduced him to the contemporary
catholie ascetic philosopher Romans Buardini,. Riehl even
sponsored a trip for Mies to Italy to study Palladio’s
architecture., [t ig interesting that Mies does not refer later to

Palladio in any significant way.

The leading Bertin architect Peter Behrens was impressed with the

Fiehl House and offered the twenty-one year old architect a job

in his office, which was then employing Walter Groplus and was

later to employ Le Corbusier as well. In this office Mies would

have become familiar witl the latest debates in architecture. He ¥

differed with Feior Behrens over the German Enbassy building, St

Fetersbury (see fig.4.), stating that Behrens was angry that the
buildimg under his control was "within budget®. Pehrens’s version e
af the story might have been somewhat different. The plan of tha
German Embassy building in St Petersburg contains the traditional
‘elosure’ af room format which ¥Mies has been criticized e
posthumously fur ignoring to the detriment of the usefulness of

s planning. S




CHAPTER 2.  MIESS BIOGRAPHY CRITICALLY REVIEWED:

Migs shared his employer's admiration for Schinkel (8ee fig.3.).
He cited (a) wide pedestals, (b} a feeling for precise rhythms,
proportion and scale and (¢} purity of form as Schinkel’'s
influsnce, Behinkel of cowrse developed a holistic Hegelian
interpretation of architecturs 1nut4 surprising considering the
yaars in which he practised) which, coupled teo Mies’ education,

could have besn influential in the origin of Mies' specialised

dogma.

In 1210 there was a significant exhibition of Frank Llwoyd

Wright ‘s architecture in Berlin which left a lasting impression
that was to emerge later. In 191t Mies designed the Perlis house

vhich was already a bit self-consciously boxy and then with

Behrens he worked on the first Kroller ‘Villa'. This assignment
took him to the Hague where he spent & year living with the

Krollers amid one of the worlds finest ctollections of art. Juring

his stay in Molland e was to study and become influenced by the

Dukeh architect Berlage (who had himself been influenced by Frank
Lioyd Wrighk in Awerica), Mies also entered a competition for a 2
monument to Blsmarok and finally failed to impress Mme Kroller -t

with his own independent design for her bouse. X ‘




CHAPTER 2. MIESS BIOGRAPHY CRITICALLY REVIEWED:

Hiws demonstrated in his early years an opportunism and self-

asnurgdness that was to characterise his professional career. A
Ricture emerges of a bright, talented, dedicated young architect
who was aware of the need to enbance his professional image and
ba apportunistic in terms of eoployment, elienks and self-

education. He later added his sother's maiden name Robe and the
more aristocratic ‘ven der’ to his family name °‘Mies’), which can

wean ‘ugly’ in Berman. .

His resakions with Behrens were a little preeocious in view of
his lack of formal architectural training., The Righl and Kroller
client relationship demonstrated that the young Mies wag becoming
wvery adept at customer-relations, Esxperienced architects will
knuw client relations at the outsebt can be a heady affair with
praime and adulation that is not always commensurate with one’s
real knowledge antd ability - the danger lying in sel f-delusion

and an invitation to megalomaniacal tendencies.




CHAFTER 2  MIESS BIOGRAPHY CRITICALLY REVIEWED: ’

The 1914~1B war was hwniliating to the young Mise whare lack of
educatinm or £itle wpuld not have assured him rank. During whis
wasted military period he may have declded that the ‘modern
movement . was an ideal vehicle for his esmerging neoplatonic
philosophy. Immediately dfter the war he became a founder member
of the socialist 'Nevembgrgruppe’ because it was dedicated to
mpdern art,. What was “modern’ was avant—guarde, and & path to
aceceptance in a society that wauld have been denied him because
of lack of formal sducation and title. Mies's class humiliation
during the First World War would bave assisted his natural
gravitation to the left-liberal Internationa.’ jks of the

Novembergruppea.




CHAPTER 2  MIESS BIOGRAPHY CRITICALLY REVIEWED:
Thz Novembergruppe had an annual m«hih!tln’n and Miea was to use
this exhibition to denonstrate four of the famous ‘Five Projects’

in theoretical design - created between 1921 and 1924,

. ‘njec
The group’s receptiveness to modern éng constructivist art was an
invitation to Mies to demonstrate his personal examples of
pristine modernity as exwemplified for sxmmple'by his plass
‘skyserapsr and his severe charcoal rendering techniaoues (see figs
B,% 210). It is interesting to note that the other favoured trend
of the modern mavemen? at this time wss the expressionist and
surrealist movement which was given te sonbre neo-gothic images
in charcoal drawings. Mies's eharcoal, with sharp severe hard
edge lines must have been the ideal counterpoise to an art
movement thet was uncomfortable im its imagery at best. Mies's
designs needed less intellectua? commitment in the sense that
exprassionist ark was filled with metaphor, which needed
‘decoding’ Lo appreciate,

‘.
These exhibitions stamped him as an architect’s architect and he
was besoming noted and respected. Mies was learning the value of
publicity and hie directed the Group's exhibitions from 1921 ip
1928, In 1923 he finaneed the first three lesues of the design
magazine ‘B (Bestaltunp - creative force) as a forum for his

viens.,

20




CHAPTER 2 MIESS BICGRAPHY CRITICALLY REVIEWED:

David Spasth (Bpaeth:19859) says that Mies was apolitical and that
contrary to the generally held view he was not influenced by the
currant trends of de 8tijl or expressionism, rejecting the
latter's subjectivity. Mies was not alore in rejeating

mupressionism at the outset of Wiemar, but he was unigue in

basing his justifications for nop-reptessntational and ‘modern’ { [

art on the Greco-Bermanic phileosophic tradition. Both Spasth and

Miss fail Lo sew thal Mies's emergent philosophy was no less

subjective and based on a well known and documented German

holistie idealism with wlements of subjective ascetic minimalism.
Viemar Germany was awash witlt philvsophic cross—currents and i
tnnovative idecloples. Mies's views and philosophies of this

period are characterised by their absaence of reference to other

philosephies, such as Descarte, Hume, Locke or even Kant. The

lack of critical assessment and evaluatlon of architectural

rhilosophies remains a mystery in that day as much as it cemains

Lenday . 5

From the end of the war to 1924 {owing to the economic blight) ;M
fligs built only three housses and designed the Afrikanlcchestrasse PR
mmicipal workers housing project in Berlin. The Wolf House (see

$ig.44) is on A

ieaply sloping site and the illustrations of it y Ty
show a marked insensitivity in the landscaping: presumably

landscaping bad nok yet been embraced into the holist philosophy.

21 . a




CHAPTER 22 MIESS BIOGRAPHY CRITICALLY REVIEWED:

In emphasising ‘epochal will', order and clarity etc. he was
beginning to drift with the growing autocratic right wing of the
Weimar period. It is probable that Mies was politically cynically
inclining to the right as he detected that the politics of the
left might be too self destructive for his personal ambitions.
His practice ambitions, clients and friends however, for the time
being, located him physically elsewhere; his association with
Hugo Perls (for whom he had designed the Perls House), and
through him the communist philanthropirt Karl Fuchs, was to gain
him the commission for the Karl Lifblme:ht and Rosa Luxembourg
memorial {see fig.12.) and was eventually ta lead also to the
Tugendhz . House . tlies was later at pains to point out that the L

design of the communist memorial carried no ideological

commitment, yet in revealing the circumstances of that

appointment Mies demonstrates another example of his

machiavellian opportunism. L




CHAPTER 2. MIESS BIOGRAPHY CRITICALLY REVIEWED:

If Mims's philosophiec utterances were designed as propagands to
give him prestige and win him clients they succeeded admirably.
Migs had become vice president of the Werkbund - a position that
secured him significant work and was to lead to his appointment
as director of the Weissenhofsledlung at Weissenhof, Stuttgart

(see fig. 13). This well known socialist housing development was

criticized for monotony although Mies had deliberately invited

many of Europe’'s leading architects to participate in an effort
to achieve variety. The criticisms were seen as right wing
philistinism and Mies and his friends were oblivious to any

truths they may have contained.

Mies and other modern architects were now also inveived in

Furriture design and with his training and his careful attention
to detail he could claim supericrity - citing more appropriste

and honest use2 of materials stc. We have here an early example of

fies being self-convinced by his own philosophy. The Barcelona
chair (to be designed later) was only symbolic of a machine

‘
assthetic as the actual detailing of the metalwork by its nature

vas only posaible by & laborious craft metalwork hand grinding
process. the naturalness of the stresses and forces proved to be
& fiction, as the chairs witimately distorted with metsl fatigue.

Migs was now being oracular about structural and material honesty

and appropriatsness pbliviouws to some obvious contradictions. (see

fig., 19.) .

23 :




CHAPTER 2 MIESS BIOGRAPHY CRITICALLY REVIEWED:

Mies alsa left his wife and family during this period - we do not

have personal justifications and detalls, but we do retognise at
this stage a man totally dedicated to ideals and (wals of his oun
making that had ilittle room for divisive influences. In 1927 he . ”vv
began & husingss and intimate association with Lily Reich (see
ig.20.) who was A designer and specialist in fabrics and
interiors, and who had worked for Joset Hofeman in Vienna. Weimar
Bermany had bowome relatively prosperous. Lily Reich is credited
wikh giving him "that exquimite disposition of costly materials',

which he was {0 retain.

HMies and Lily Reich were to collaborate until 1930. Apart from

the Krefeld houses and further projects for office buildings, two

germinal buildings wers produced by Mies in this period that have

had a legendary impact on architecture generally. The first,

commigsioned late in 1928}, was the Barc@lsha Favilion, which was
a non-utilitarian sculptural building form comprising
interssaecting vertical and horizontal planes constructed from high
precision and expenmive finishes. This bullding was demolished
soan after the exhibition and like some martyrsd saint proceeded

te gather fame in uncritical memory. This idealized planning and

spatial form did geperate for Mies and others a planhing generic,

& new planning morphology which was to prove as problematical as

it was attractive. "

- 24 i




CHAPTER 2  MIESS BIOGRAPHY CRITICALLY REVIEWED:

The ather project, the Tugendhat house (see figs. 185,16,17 % 18),
was 8 transfer of this notion to a real building coupled to an
evptic taste for finishes. As Qermany began to prosper Mies
found himself designing villae for the new rich, epitomising a
more geheral trend towards diffusion of the modern movement for
the benefit of the lusuary consumer, rather than the less well
off, The Fugendhat house incloding the furniture was designed in
every detail like a studied home exhibition eentre. Mies as a
poor brickmasen made good, for all his architectural insights and
ascetic pontification, was by this time becomming lured by
opulencs and costly perfection. This new c:ul!aboration'with tily
Refich he began to point to another architectural sub-philesophy
{which he never openly expounds) namely that exotic and espensive
finishes - the most expensive available -~ wre a passport to
client acceptance and architectural glory. Mies the thinker never
questioned the social br glroumstantial appropriateness of this .
arehitectural directiony sven though Wall Street had collapsed
and privilege was being examined arocund him with such intensity,
real history was being made, and the history of ideas changing
every hour. This he left disdainfully ko Hannes Meyer and others.

Mies the erstwhile souialist became Mies the snob,




CHAPTER 2  MIESS BIOGRAPHY CRITICALLY REVIEWED:

1t is not suggested that Mies should have spurned a rich paying
client’s brief, but in & singular way he now began to see

expansive elitism as the most isportant prescription for design.

Hies had by pow been made head of the Hauhaus. He and his
students were attempting te contain the ‘free plan‘ within a
‘site box’ (the gourt bouses) (see fig.24). He was beginning to
turn his ideas of planar geomelry and space, to mituations where
more than one building was involved, which was the first attempt
at realistic urban cantext and led to a renewed consideration of
the need for landscape integration. The photographic collage
technique of his early Weimar years was extended to include
murals by Brague and Klee which provided a rich but necessary
contrast to sombre minimal line drawings and bland surfaces. He
was fond of Faul Kigpe and collected his pain‘tings {even though
Klee s declared philpsophy was that ‘nothing could replace
intuition’}. Mies's teaching style notwithstanding its merits,
deprecated most okher architectural influences and directions,
which might alse have served to cut him and his students of$ $rom

wther valuable architectural teachings and inspiration.
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CHAPTER 21 MIESS BIOGRAPHY CRITICALLY REVIEWED:

Mies's autocracy and. avangelism for order and clarity made him a
sure candidate for Hindemith Germany - the point to be stressed
was that in 1930, after Streseman’'s death and Bruning's rule by
presidential decree; only someons who was inclined to the ‘right’
would have been ascceptable as head of the Bauhaus. Mies's
handliing of the Bauhaus dissidents and left-wingers - the brief
slosing of the schoml when he toek over and his arbitrary
interviewing and dismissal of stuwdents - would have been
unaceepkable by today's standards (Bfern:1969)5 but his
authoritarianism was never guestioned then or now. It
demonstrated an avtocratic mind-set which s a key to his later
unshakeable cornfidence and pontifications in America. Nhay had
been self-advertising polemic in the sarly twenties now became
architectural dogma. He was beginning to feed on his own

influences.




CHAPTER 2 MIESS BIOGRAPHY CRITICALLY REVIEWED:

Muth has been said aboub Mies's closing of the Bauhaus, and

indeed one has the feeling that this episnde pave him B

considerable posbwar milsage. The facte are that he tried and P

begged the Bestapo every day for bthree months for permission to

repper, knowing well the sort of psople he would be teaching and HERR
the probabtle curriculas hi would be obliged to follow. We also

know that he tried to get work from the Nazis from 1933 to 1937,

Philip Johnson was to say later that Mies would have taken a
brief +from the devil himself. Mies’'s rigid commitment to his awn
singular ldovlogy was to ensure that the devil was net
interested. He remained steadfastly committed to the Modern
movement and his own ideas and would have nothing to do with Nazi

"volkisth® vernacular.

In 1937 Mies was invited to America by Phililp Johnson to design a

countiry house in Wyoming. It was never bullt but while there

Hies was invited to Chicage to become head of the Armour
Ingtitute, later the Il1linois Institute of Technology. Mies was

given a free hand as demanded (and a low salary). He set sbouk

reorganising the faculty an Baushsaus lines, inviting Hilbersheimer
and Peterhans to join him. Teachioy helped Mies to clarify his

ideas. He acknowledged khe neesd to extend them to embrace more | *
sophisticated technology ~ but never to change or question their
hasic assumpbions. Mies by now had the prescription for teaching !

and the prescription for good architecturs, which merely had to
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CHAPTER 2 MIJSS BIOGRAPHY CRITICALLY BEV!EWED:

unfald, The dullness and blandness of some of his American

buildings can be ascribed to an all too rigorpus belief in and
atlherence to his own philesophy. Whereas he had been inventive
architecturally in Bermany at a certain level, the need he felt
to be some sort of oracle in the States made him somewhat less

venturesone .

He was to redesign and execute the new campus at I,1.7. in
yellow-brown facebrick antd exposed steelwork. Much has been
wreiten aboul the campus, the "hierarchical ordering of parts”
{justified by his philosephical notions), the purity of form and
modgule, the "superior site positioning" of the building blocks
ste. Despite all the theory it remains a dull campus by world
standards (see fig.24.), and when last visited (visit:1985) lacks
cohesion and looks somewhat forlorn. Wright was to refer to the
degign as "flat-chested" and suggested that Mies had invented a
"new classicism” (classic being derogatory in the days of modern
movement jargon). It remains to be seen whether Mies
wonseryationists and acolytes will ever succeed in restoring and
propping up what was never there in the firgt place. Mies
rafarred disdainfully to being oblivious of the Chicago schoel
tradition, referring to their influence being limited to way back
in his pre-first world war years, and Wright work with Oak Park

at Mies's Chivage doprutep appeared irrelevant to his

archi e el purpose.
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CHAPTER 2 MIESS BIOGRAPHY CRITICALLY REVIEWED:

In 194% Miea wes to extend his notion of intersecting and

vertical planes to include transparent planes, as a transparent |

housw in & verdank landscape (see fig.Z8%.). The site required

elevated terrraces snd Mies developed a new supression of the

ratsed platform or podium that had besn a preferred detail from

Schinkel=-influensed days, The house was a piece of high-tech

sculpture and the subspquent dispute with its owner Dr Edith

Farnsworth did not contribute much to perceptive architectural
agpessment except to herald the commercement of criticism of
Mies’'s idras. Edith Farnsworth stated "Lpss is not more, i

simply is less".

The Farnsworth house and the dispute surrounding it highlights in

retrospect the lack of sophlstication of both architect and

client. -
The Farnswerth house and some of the buildings on the I.I.T.

campus (notably Crows Hall) (see figs. 29 & 31) weére examples of

the decorative use of structural steel.
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CHAPTER 2.  MIESS BIOGRAPHY CRITICALLY REVIEWED:

Mies directed his inventive talents in the service of a clientele
of property speculators. The availability of a wide range of
structural steel sections and contractors to utilise them excited
Mies. In working with steel he was bound to make contact with
structural steel designers. With creditworthy skill he sought to

make desiyn capital and comnerclal opportunities from their stock

in trade design principles, eg using large span girder trusses

and diagonal bracings. 1In 1945 he met Herb Greenwald, a real
vrtate developer and budldor who shared his interest in
philtasophy. For Breenwald Mies was to use his familiarity and
skill with sterl to develep curtain wall alternatives for high-

rise apartoent buildings, and presumably their shared philosophy

gave thep the courage to display studied bland fscades in the

hope that the sophisticated public would acknowledge and

appreciate them {(see +igs.32%33), The public ware anv:i remain

bepildersd, but the architectural and bullding fraternity were
quick to take up bhese ideas as presenting a visual justification
and epmfort for the boxlike forms that zoring regulations were

joposing mt them.

Migs was imaginabive and tnventive in translating steel and

aluminium technology in the service of expedient building, These

ukilitarian building could be easily clothed in an ascetic

philosophy.  The new elient and initially the media loved this

new respectability. Yo use Miesian details and principlaes for




CHAPTER 2 MIESS BIOGRAPHY CRITICALLY REVIEWED:

the high-rise apartment or office building was like receiving
divine abmolution for this comoereial work. Mies, the patron
saint of the straight wp and down, could make them feel
comfortable. Time has suggested that this "philosophic liason”
with Herb Breenwald will also be remembered for what 4t failed to
contemplate. When the pendulum swung Mies was blaced for the
enerygy crisis, blamed for town planning fallures ete, which was

Just as absurd as the hysterical pralse heaped on him in 1958,

A range of successful buildings and projects followed. He
designed a drive-in restaurant in Indianapeliay utilising large
aver-roof girder truss beams Lo ensure uninterrupted large-span
floor space  this recurring theme was used at Crown Hall, the
National Theatre project, Mannheim, and was to culminate in the
colossal Convention Bentre where the trusses became space frames,
and the walls were huge long-span girders (see figs.36 & 41),
There vere of course many 1%th century precsdents for such
erpressive use of structure, but Mies by this stage saw hig
architecturs as an unfolding of his doctrines rather than
following precedunts. Migps produced one substantial mixed low
and high-rise in Lafayetie Fark, Detrolt which was hailed as an
wrban plasning masterpivce {(see fig. 34 & 35). In 1998 Mles
designed a building that was to become & monument to the American
corporation, and the symbol and metaphor of 1ts age - the Seagram

buildirg, Park Avenue New York (see fig,40).
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CHAPTER 2:  MIESS BIOGRAPHY CRITICALLY REVIEWED:

The Seagram building spawned other megalith urban office
compl eres, notably Chicago Federal Centre, Dominion Centre —~

Toronto, and bestmount Sguars ~ Montreal.

The Frodigal son was Lo return to Berlin to design a temple -~ a
temple to his notions of a long-span stkeel roof slab and
transparent ground $loor. This temple was to be the New National
Ballery in West Rerlin (see figs 38 & 39 . A man of '‘Few well
chosen words’ had berome 8 man a 'few well chosen architectural
themes ' {(sew flg 42). These Lranparent ground floors transposed
the concept of “beinah nichis' (almost nothing) into ‘almost
nothing useful’.

It is ironical that a deyastated Germany whpse new youth utterly

rejected ‘helist hegellan idealism’ should import a Hegelian
temple beecause of the uneritical architectural popularity it

enjoyed in America.

Mims achirved promature fame in Ameriea through a comprehensive
retraspective mehibition in 1947 at the Museum of Modern Art with
Fhilip Jdobnson writing the monograph. An 'oration’ that

kransfo .ol deserved praise into an uneritical cult,
Architectural students of today may not be reguired to have more
than a passing academle interest, which is certainly worthwhile -
his story should bowever alert the student to the misdirection of

architectural hero-worship.




CHAPTER 3 INFLUENCES: PLATO.

Platn {(Breek philo..her 428 - 348 B.C.)

Plato’'s influence on the ideas of Miass van der Rohe is
principally as the. father of a crucible of ideas that sucessive
philophers and christian theologians wers to extend and
consolidate into a family o' philosophic movements known as NE;:-
Platonism. Miss's philosdphies are often referred to as being

neo-platonic (Jenckst1973).

Neo-platonic philosphies derive their ultimate insipiration from
the more than two dozen "Dialogues® of Flato. Plato was the
s#eond of a8 trio ~ Socrates, Flato and Aristotle - who laid the
philosophical foundations of western culture, Butlding on the
life and thought of Boecrates, Plato transmitted a body of
metaphysical, ethical, political, aesthetic and mystical thﬁught
which he developed and modifisd over a period of fifty years. His
chosern vehicle, the 'dialogue’, with its dialectical cross-
examination, dramatic slements. and irony probably {ntentionally
does not lend itself to simple systemstic exposition as a
definitive system. Platp however sought to establish a realm of

absolute valueps based on universal abstracts which, by




CHAPTER 3: INFLUENCES:  PLATO. ) '

incdrporating the ethical, could addressed the moral cenfusion of
his time.
Some concepts in the Dialogues which have significant bearing on

Mims are:-

- Forms or Ideas. Central to Flato’'s work was a roncept of
etrrnal transcendent realities directly apprehended by thought,
as contrasted with and independent. from the tr;\nsient contingent
phenomena of ewmpirical esistence as perceived by the senses.
(Earlier Dialogues), These Forms or Ideas functioned sometimes
as ideal standards, sometimes as the intelligible model or
blueprint of the sensible world. A sensible thing is a complex
or meeting place of a plurality of forms. Sensible things
temporarily partake in or copmunicate with the Idea of Form -
they are a dim reflection of an unsesn eternal world. (Phaedo,
Republic). If the visual world was an imitation of the ideal
forms, art was an tmitation of an imitation, and of value only
insofar as it directed the sou)l towards the real, ie truth,

beauty or the highest good.

=~ Knowledge or learning as ‘recollection’ (Meno, Phaeda). The
soul was originally a spiritual substance able to grasp the
intelligible directly. The way to truth lay in contemplation of

the idsal, by whitch the soul could recaver the knowledge it




CHAPTER % INFLUENCES: PLATO.

originally possessed.

~ Form as an object of mystical contemplation and a stimilus of
mystical emotion. Good is the supreme beauty or principie form.
(Bymposium, Republic). (Flate's ‘Good’ later became ‘Bpd’ in

Christian theology).

= Reality sought through cortemplation or intultiong by
agsunption and deduction rather than by observation and
experiment; by working things out from abstract principles

through logic.

- The significance of nergrw\'le propositions - ‘what is pot, in
some sense also is’ ~ as one of the foundations of logiej snd the

value of careful classification (Bophist).

= Certain theaological truths can be strictly demonstrated by

reason (Laws) '

~ Forms as numbers. Aristotle defines Plato as having
intercalated betwsen his Forms (or numbers) and sensible thinga
an intermediate class of mathematicals. (Timasus) In Plato's
scheme for the philosophic tralning of rulers (Republic) the
exact spiences — arithmetic, plane and solid geometry, astrunomy

and harmonice ~ are studied first to familiarise the mind with




CHAPTER 3; INFLUENCES:  NEOPLATONISH,

relations that tan only be apprehended by thought. The relations

of numbers are the key to the mystery of nature,

Elatonism aod Neoplatarnise

Platonism is a term applisd to any philosophy derived ultimately
fram the "Dialoguss' of Flato, based on a belief in unchanging
and eterpnal realitiss, independent of the changing things of the
world peresived by the senses. 1t.is always ethical, often

religious and sometimes political.

Flatonism has charted a path from ancient 8reek arigins through
tha Middie Ages and the Rn‘raissam:e to the present, as
philosophers sought in various ways to systematisme Plako.
‘Neppilatonism’ , as it came to be called, was thus a long process
of exegesis, inlterpretation and reinterpretation of Plato. Mias
ir netable for having consciously attempted to use derivations of
this phitasophy as a basis of architectural thinking and a guide

to building.
Characteristics of the Platonist world view include:—

= The original dichotomy between intelligible and sensible

becomes & plurality of spheres of being in hierarchical
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CHAPTER 3: INFLUENCES:  NEOPLATONISM,

destending orders. .

~ Each sphere if being is derived from its superior.

=~ Degrees of being are degrees of unity. The universe is a

series of emanations or degengrations from abselute unity. From
i the One comes Mind or splrit.  From that comes Soul or life.
Soul is the intermediacy between the spheres of spirit and sense.

Hatter is the lowest product of the unity. The potentiality of

evil is identified with unformed matter - as the point of maximum

departure from the Une.

- Each sphere has a departure and return relationship to its

supwr ior;  to ascend from Boul through intwliect to the One is .
not to travel in space, but to awake to a new kind of awareness. B

Each sphere’s relation to its auperior is that of image to

archetype.

—- Yhe supraemg sphere of being is beyond beings ie not separate;

determined or limited. It is the ‘One’, the ‘Gopd' (containing

the impaterial ideas - Plato’s Forms). .

¥ Plotinua, (AD 205 -~ 270) the greatest sarly Neoplatonic

philesopher, fused Platonic with Stoic, Aristoteldan and

Neapythagorean teachings. Like him his successor Porphyry (AD




CHAPTER 3: INFLUENCES:  NEOPLATONISM,

B4 - CBOS) was bto accent the ascetic and monistic ampects of
neoplatonismy  while Yamblichus (AD 250 - £32%) another disciple, o
emphasized ‘levels of being’ which set the mould for the platonic -

scheols of the 5th and &th centuries. There was a platonie

schosl ab Fergamum and & Platonic Academy at Athens. Proclus (AD
410 - 4B5), ancther important thinmker, was the last head of this
academy. [t was finally closed by Justinian in 529 as a rival

philosophical system system, Christiasnity, superseded.

Fhilo aof Alexandria was a Jewish ‘Platonist’ who attempted to
show that Genes!s was consistent with platonism. These were not
christian plataniats (who emerged later) and they demonstrate

that platonisn was influential for all aspects of western

philosophy, and was to re-emergr as & hon-christian influence in

the Middle fges with btwo great Muslim philosphers whe deeply 2 .
influenced the ¥West, Ibn Sina (980 - 1037) and Ibn Rushd (1126 - @»,
1198); and khe Bpanish-Jewish philospher fbn Gabriecl (b1021), vj\“
Mims was therefore to propound his ldeas in the 20th century in g
smcular circlos where he would strike chords receptive to his R

ldeas in non-christian and general philosophic envirenments. The
spicial eharacteristic of platonists throughout the centuries has

been helief ! Lbhe

stence of a spiritual or intelligible
rieality which is independent of the sense world, is normative,

and is the source of vatues.
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CHAPTER 3 INFLUENCES:  NEOPLATONISM.

Christian neoplatonism was an important influence in the early
Christlan sra through the patristic tradition, which tried to

harooinise Geeek philosophy with Cheistian kteaching. It pained
ground through Divnysius the Areopagite, and later the greatest
Christian platonist who was to have the mbst profound influsnce

in the Ve

. - 8k, Augustine (354 - 4300 .

Philosephy in the Mediaeval West had platonist origins. These

were eclipsed in the 12th and 13th centuries by new translations
of Aristotle, Plato's greatest pupil, who corrected platonism in
a thig-worldly diregtion. Hewever platonism and aristotelianism

cannot be entlrely separated in Christian philosephy.

A revival of antiquity by Humanists tpok the form of re-
emphasizing platonic motifs. In the 15th century the Dialogues |
of Flate awl neoplatonic works, in particular the Enneads of
Plotinus, becams available in the West in the original greek and
led to a new infusion of platonism into Renaissance and post-
Renal ssance thonght.  Cosimoe de Medicd sponsored a "Platonic

Academy * in Florence, which was extensively influential, notably

in the later ideas of the 17th century Cambridge platonists.

The rediscovery uf Frocius by Megel (1770 -« 1831) had an

fmportant dofluence on the histary of 19th century idealist

4
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CHAPTER 3: INFLUENCES: NEOPLATONISM,

Christian neeplatonism was an important influence in the sarly
Ghristian era through the patristic tradition, which tried to .o
harmonise Breelk philosophy with Christian teaching. It gaiped
ground through Divhysius the Arevpagite, and later the greatest

Ghriptian platonist who was te have the most profound influence

in the West - 8t, Augustine (354 - 4300,

#hilosophy in the Mediaeval West had platonist origins. These

were eclipsed in the 12th and 13th renturies by new translations
of Aristolle, Plato’'s greatest pupil, who corrected platonism in
a this-worldly direction. However platonism and aristotelianism

cannot be entirely separated in Christian philosophy.

A revival of antiguity by Mumanists took the form of re-

emphasizing platonic motifs.  In the 18th eentury the Dialogues |

of Plato and peoplatonic works, in particular the Enneads of ’

Plotinus, became available in the VWest in the original greek and

led to a new infusion of platonism into Renaissance and post-
Renalsgance thonght. Cosimo de Medici sponsored a ‘Platonie :
Academy’ in Florence; which was extensively influential, notably

in the later ideas of the 17th century Cambridge platonists.

The rediscovery of Frocius by Megel (1770 - 1821) bad an

importent influsnce on the history of 19th century ldealimt
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CHAPTER 3: INFLUENCES: NEOPLATONISM,

philosophy. Evary western philospher has been exposed to

platonism, which thus continues to be pervasive, reflecting the e
variousness of this corpus, There can be little doubt about the " 4
importance of platonism in the history of European thought.

Fliato is a philosopher for mystics, a politicsl uide for 1

atdvocates of unity and order, including sodern authoritarisn S
thinkers. He has been clted as the author of both revelutionary o

and traditional authoritarianism. His philosophy in various

Fforms iofused the central tradition of westarn religlous

philosopby, has deeply influenced Christian theology where it is i

still influential, and has been important in science, literature

and art.
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CHAPTER 3: INFLUENCES:  SAINT AUGUSTINE

gaint. Muaustine (o483 ~ 4350)

8t Augustine’'s "Confessions", written at the age of forty-five,
detall his progression from philosophy to a flirtation with
Manichaeism ~ a popular suct of the time holding existence to be
a dualism of yood and mvil with matter as tha su‘:Ar:e of evil - to
Sempticimn and then the Nroplatonism of Plotinus which led him,

kthrough St Ambrose of Milan, to Christianity.

Augustine ‘s mind was the grucible in which the religion of the
New Testament was most completely fused with the Flatonic
tradition of Breek philosophy. The Plotinian system thus fused
by Bt Augustine was transmitied to the christendoms of mediaeval

Catholicism and Renaissance Protestantism.

The polrt for Christian ¥hinkers of eassimilabting pagan
Neoplatonism into Christian doctrine was to try to provide a
rational interpretation of Christian faith., The task of reason
was that pf eluclidabting things already sccepted by faith as
divine revelation, Religleon and philosophy :r:wnparated in the
Middle Ages, thusg, only becoming more separated during the

Renadssance,

AR
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CHAPTER 3: INFLUENCES:  SAINT AUGUSTINE,

Augustine owed to the platonists the concept of transcending the

materlal world tm reach the ldeal, eternal, spiritual realm of
truth.  The orlentation was contemplative, encountering reality
by turning inward to the mind, and abpve the mind to the IS “ﬂ
{ntelligible light in which te ses bruth., The platonic ldea was
identifiad with truth, therefore mental imaged werse identified

with intelligible reality,

Thesa were however harnessed te their source in 2 personal God of
Christianity - not & 'Good’, 'One’ or assamblaga of gqualities.
Creation was not as in neoplatoplsm an sternal process or by-—
product of divine self-contemplationy; but a contingsnt act by a

personal Hod acting veluntarily, in which tipe was introduced

{thus the Fall, death, judgemsnt ete). i

In contrast to the neoplatonic view that contemplation sufficed
for a rFeturn to the Une, Augusting as a Christian acknawledged

supernatural aid as needed to transcend the finite contingest

material world., Knowledge can only come $rom belief. There must -
be righteousness before understanding. Thie was obtained through a
grace, as a supernakbural gift, "1 belleve so that 1 may

understand®.  Augustine, in bis theory of knowledge, believed

tlat "trus Judgements car ever be inssried inko the mind from
without", His favourite exanples were the propobsitions of

mathematics and the appreciation of moral valugs. Following on

an




CHAPTER 3: INFLUENCES:  SAINT AUGUSTINE

Flato's theme of knowledge as reminiscence, he maintained these |

did not zome from the contingent world or the individual mind. »

When properly formulated they were accepted by all minds, The R
soul grasped thesw ideas by illumination ~ recognised them - thus . ﬁ
‘wmons’.rating Sod's mtistence by demonstrating these neceassarily o

immutable truths.

[ ion, sourced by diving will, must be all good. Because

there were evitently degrees of goodness, there must be degrees

of being, o of value. This universzal order required the
subordination of lower in the scat@é of baing to higher) man must
know his place in the order of the universsz. Upon everything

must be set the value that is reperly due to 1t.

Brace comerred on free will the desire to do good, This theme

of predestination vwag elaberated in his theological and literary A

masterpiecy De Civitate Ded (City of Bod). His political i

philosoph s in thie work took the form of & Christian apologia for

the macking of Rome by the Visignths in €410, His view was -0
authoritarian, and a unique transmubtation of Pisks’s Republic. “ 5
The state had a divine origin., Because of the Fall it waw a ) |
necesssary judgesent, chastisement and remedy $or sin. :‘W B .
Terrestrial and heavenly wities wore symbolic of the twe A
invisible socigties pf the slect and the damned, or faikh and % <

unbel.ef — Intermixed in this world but divided on the Day of

44 s
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CHAPTER 3: INFLUENCES:  SAINT AUGUSTINE

Judgement, when the elect were saved by grace., History is a
progress toward the final emergence of the Heavenly city. This
doctrine of predestination although not accepted by the church,
appeared virtually unmodified in the scholasticism of Aguinas and

the refors of Calvin,
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CHAPTER 3: INFLUENCES:  ASCETICISM:

Asceticism

The Greek noun ‘askesis’ meaning excercise or training, applies *
equally to the contemporary notion of physical training for

better subsequent performances. as it was applied toc the Olympian

performances of the past. (Witness the spiritual sense =f 93ing

good on the face of the contesporary joguer)., .

Hardly any religion has been without as least some features of

fEm

asceticism, which in religith has meant the denial of phylice: or

psychological desires in order to obtain a spiritual F<icat .ge

T goal. The Christian ethic, Protestant or Catholic, sugadbis Frat

cd
sachkcloth and ashes and countless other elements of ascetdci:

Flato believed that it was necessary to suppress hndily desires /

s0 that the soul could be free to search for knowledge., Aztec
and Catholic priests had to be zelibate. The widely known:
ackivities of Indian fakirs and Buddhist beggar-monks are ”

indications of the universal human acceptance of abnegation

heightenad spiritual rewards. S
Asceticism is not characterised at best by exkreme forms, hit by
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CHAPTER 3: INFLUENCES:  ASCETICISM: '

& tendency towards mpral upliftment by denial, or the most for
the least - a minimalist form that brings it almost back to its

philological origins.

Mies, drawing an his Bermanic philosophical traditions had in
addition to Christian neuplatonism the precedents of Schopenitauer
who advocated a Lype of asceticism that annihilates the will to
live and Kant wha believed in a moral asceticism for the
ewltivation of virtue agcnrding to the marims of the

Steies.  The 20th century philosppher and patron of Mies, Elois
Riehl, himself a student and expert on Kant, was to introduce the
young Mies ko bhe contemporary catholic theologian Romano
Buargini. Writipg in German only during Mies's formativé years,
Buardini was advocating asteticism as a means of rescuing human
existaren. He maintained that man, having lost his identity
because of the effects of the growing technological process upon
him, must once more renounce the world to regain his spiritual

positian.

Hies’'s uee of ascebicism in architectural design during the‘

chaotic years of the Wiemar Republic had supramaterial levels of
significance. And the United States with the Guaker and Pilgkim
Father tradilkion, latherly invaded by a polyglot of conflicting
BEuropean lraditions, was ripg for the simplistic aphorism "Less

iw more’.
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CHAPTER 3 INFLUENCES:  SAINT THOMAS AQUINAS.

e A ot

(1224 ~ 1274)

St Thomas Aquinas is generally regarded as the theorist who
integrated inte Christian thought the Aristotszlian positlon,
preserved by the Arab world and returned to the West through
translations from Spanish Arab philosophy, notably that of
Averroes. Briefly summarised, Aristotelian analysis was more
empirical than that of Plato. Aceepting the senses rather than
Ideas as one of the most important sources of knowledge and
emphasizing the primacy of intelligence, it laid tha way‘ open to
discovering the laws of the physical universe through '

examinakion, and thus to the prinpciples of sclence.

The rediscovery of a Breek sclentific culture confronted
Christendom with a doctripal crisis, as it competed with the
integratien of Platonic thought sffected by the Church Fathars
during the firat twelve centuries of the Christian pra. Chureh
authorities thus tried to block the rigorous naturalism and

rationallsm emanating from this philosophy.

Hovever the thirteenth century, with its urbanisation, incressing

production and the rise of new social classes, was ripe for a

a8




CHAPTER 3; INFLUENCES:  SAINT THOMAS AQUINAS.

matching theological renewal. The other-worldly orientation of :

i
traditional ghristian teaching was out of phase with political,
economie and soclal change. Arab-Aristotelian science offered a

legitimation he inereasingly felt need for technological B

mastery through the intervention of reason.

Aguinas rebelled against his feudal family background to join the
Dominican order, and arrived at the University of Paris to study,
at the height of the influx of these new ideas. His often stor-y
career took place within university walls as he studied and

lectured on the works of Aristotle.

Mediating between the Augustan amnd Averroist positions, he

maintained that the two kruths - of philpsophy and theology -

vere distinct, but not contradictory. He sanctioned the autonomy

of reason, operating within fatth but sccording to its own laws. P

The ratwral world was not supernaturally moved, he claimed. It

operated according to determinable laws, permitting the rational
construction of science. The order of nature however was willed
by Providence, and nature viewed thus could assume its proper "

religlous value.

Frovidence willed each being to act according to ite proper

nature. Man's proper nature was rational, and therefore human

a9




CHAPTER 3 INFLUENCES: SAINT THOMAS AQUINAS.

liberty was possible, hased on this particular relationship with !
@od., "To take somathing away from the perfection of the creature

is to abstract from the perfection of the creative power iltself".

On the relation of matter and spirit, thus also soul and body,
Antinas claimed that there was & distinction but also an
intrinsic homogengity, Man was situated ontolegically ‘like a
horizen of the corporeal and the spiritual.’ Aristotle provided
him with explanatory conceptsy form and matier were the two
intrinsic causes constituting ever akerial thing., Matter was
potentiality, form actualised 1t. 1‘né -#oul was thus the ‘Form’

of the body.




CHAPTER 3 INFLUENCES:  KANT AND RIEHL.

Lomanue] Kenk. (4724 = 1804) and Alols fishl

e e ‘J
Kant is such a large figure in GBerman philosophy, and it is o :
acknowledged that he furnished many of the most significant ‘“"’D'
thewes that are found in the currents of contenporary world F‘f‘”

philosophy. For Mies to omit reference to him while founding his
srechitectural ideas on his Bermen philosophic predecessors must
in itself be significant. The mystery deepens then one reslises
the very important part the Austrisn philospher Alois Riehl

played in Mies’s esducation and devel-r vent.

Riehl is cited as baing a Realistic Neq—Kantién, and published in B

1876~7 a egritical philosophy for positive science maintaining

kthat “all perception includes reference to things outside the

subject”. The same Alois Riehl was to employ Mies to design his

nev ho

in Berlin-Neubabesiberg in 1907, and to sponsor Mies's

travels to Italy.

Bn why the absence of Kantian influence? Kant was of course the
moast rationallised and analyzed of German philosophers and most
puopie had taken issue with his ideas i some form by the 20th
cantury, Ilant attempted to bring Newbonian rationalism to
philosephy and eriticized religion, Rantianism was at {&s height

from 18501918 (Mies’'s tormative years) and remaine influential
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CHAPTER 3; INFLUENCES: KANT AND RIEHL.

tpday. Even Hegel started out with Rant buk later rejected his
anti-christian stance.

In the prevailing maelstrom of idess Migs must: have daliberately
chosen to link the ldealism of the Modern Movement in
architecture with traditional German idealism, which meant Hegel
arid the naoplatonists to the ewcludion of Kant. We can only
assume that the "Oritigue =¢ Pure Reason" contalried analytical
methad that did not appeal to Mies. He appears to have selected
from Berman philosopby guldelings suited to tiis architectural
neads. Thidg selective view gave hia avkhority and canviction and

could only be criticized in its own terms.




CHAPTER 3: INFLUENCES:  HEGEL.

Heypl,B.W. ., (1770 - 1831)

Hegel, a classical scholar who studied theology and later
,
philosophy, folluwed Kant as the #inal German philosophical

systen bullder of modern times. An absolute ldealist, inspired

by ehristian insights grounded in mastefy of a ve’y broad range
of concrete knowledge, his philosophy w&;s characterised by
‘wholeisn® { or ‘holism’). His wholeisn was to characterise &
trend {n philesopby that influenced the later existentiallsm,

marnism, posltivism and analytic philosophy.

Hegel, drawing on neoplatonic roots, Held that an atomist
perceptioh of finlte or discrete units was {1lusion. Ultimate
reality or truth was a systemic whole, cepnceived witlfin‘tha
functionalist paradigm, and theoretically perceptible to a
perfrct or tatel vision. Truth and falsity were not sharply
defined opposites. Nothing was wholly false - separagenasu wan

partial reslity = nothing that we could know was wholly trua.

Characteristic of Hegel was the triadic movement or dialectic.
Any thesls has contaiped within 1t or will generate its opposite
or antithesis. The unitication in which these partial or
contradictory positions are contalned and transcended is a higher

and richer aynthesis - ie & new thesia. Truth = the whole =

s ’




CHAPTER 2 INFLUENCES:  HEGEL.

reality was achieved by wontinual correction, easch higher stage
ceontaining the previous ones, culminating in the notion of the

Apsolute.

Hegel ‘s approach was that of a historiany giving this purely
lagical prosess a bime dimension from the less to the more
perfect. (Ultimate reality was timeless - time was an illusion
pensrated by our inabll,{t;' to see the whole). In his work
“Phenpmentlgy of Mind® Hegel described the rise of the human mind
from mere consnclousness through self consciousness, reason,
gpirit and religion to absolute knowledge. M.iw's explanation of

architectural process follows a similar pattern.

We also see a key to Mies's smbodiment of contradictions, and to
hiz use of the words ‘gelst' and ‘zeltgeist' (spirit of an age or
epoch). ‘Geist’' as selected by Hegel meaning spirit as well as .
mind, conbalned religlous overtonee. Thought aw an activity of
indwelling spirit enabled man to transcend the Kantian finite
warld of appearances to a unity in which contradictione were

embraced and synthesized,

In Mims's use of Hegel and back through him o platonic and

neeplatanie thought, he chose feom German philosophy a trend that

sulted his purposes - the Breco-Bermen philoswphic scholarship

that reeeived Lks original impulse through Hegel.  Although

B om o oam -
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other, contradictory, postwar philosophlc views prevailed during
Mies's timm, based on eg the Enlightenment, Hacon, Descartes) and
although idealism had been attacked in the early 20th century by
wg British philosophers such as Russell and Moore, Mips’'s use of
Hegelidn doctrines to'support his architectural notichs remained

unchallenged.




CHAPTER 3 INFLUENCES:  NIETZSCHE.

Nietzschi was akypical of German philosophers. He was a literary
rather than an scademic philosophes, inventing no new technical
theories in ontology or wpisicmology. His importance lay
primarily in the fimld of sthics and as an acute bistarical
eritic. His writings, especially the later collections of
aphorisms, are bost seen as belonging to the great tradition of
Eurupean moral essayists and aphorists. His style is not easy to
interpret or summarize; and his ambipueus reputation is due to
the differing uses made of various parts of his works by

subsequent philosophers and others.

In spite of Nistosche's criticism of the Romantiecs his outlook
owad mueh to them; it was thakt of aristocratic anarchism, like

Byron. Melzsche propounded the capacity to endure as well an

inflict pain for important ends. He admired strength of wall
abtve all ~ vompassion was sign of weakness. He did not stress
tite sbate or the collectivity howevar (cf Hegsl), but was a
passionate individualist., This did pot hold for all men thoueh,
(the ifdeal of the liberal enkightenment). He made & case for the
sole rights of an aristogratic elite minority - the few who

achisgved eucellencr. .

. A




CHAPTER  INFLUENCES:  NIETZSCHE.

This was also the basis of his attack on christianity - it
teaches equality. He viewed christian theology — and with it all
‘dualistic' beliefs, based on a metaphysical other-worldliness
(including the Platonis) ~ as inducing a slave morality that

undermined pride, passion and self-respect.

He emphasized the ‘will to power’ as the basic drive behind

everything, including philosephy. According to this view, all

reasvning was rationalisation. ‘Truth' was merely a perspective
issuing from the centre of some ascendant will. Thus he
criticised man's need for the metaphysical, as it led to a
situation where the aspirations of life~denying groups (eg

priests) could dominate the strong and healthy.

in place of the christian saint, Nietzsche wanted to see s type
he termed the "ubermensch’® - the noble man, who demanded more of

himself. Buch Meros would form a ruling race, based on severe

self-discinline, and thus the will of philosophical men of power

and artist-tyrants would be stamped upon history.

Nigtzsche first gained public attention with a new interpretation ¥
of the Bresk achiavment in his first book, 'The Birth of ) [P
g
L Tragedy. ' He acknowledged the rationality, measwre, restraint

and harmony present in the ‘Apollonian’ Greek genius, but argued

that there was another factor present — the ‘Dionysian’,
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representing the lrrational, the passionate, unconscious,
orgiastic and destructive.

These powers had to be fully

harnessed to make the Apollonian achisvment possible.

The main feature of Nietzsche's work used by contemporary

theorists is his conteption of 'the historical procsgs. He

appofed traditional historical ‘method of seeing any process of
ev mts constitnbad in assuped origins, essences, high points ete.
In contrast Nietzsche's gemaalogy disselved unity, identity and
It did not faocus an eveniy as

order. vt of destiny or

the intention of the constitutive subject. I} revealed a
multiplicity of events, of haphazard conflicts, chance and eriror,
and power relations and their unintended consequencss.

1f in Nietzsche’'s view there were no universals, no constants, it
wag absurd to view the historical process as one of relentless
pragress. There were no recoverable points of origin, no
timeless ang unlversal truths. Once it has been certified that
there is ne hidden meaning, genealogical analysis becomes
synanymous with the endléss task of interpretation. Important
here alsu waz Nieblzsche's critigue of language as distorting
reality, .. &s always necessarily containing a philosophical

mythology.

Fritz Neumayer has described Mies's philosophy as being poised
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between Hegel and Nirtzsche - Mies took comfort in the
irrasolution and dichotomy archiltecture offered in never being
one or the other. Could this mean that Mies was always aware of
the inherent paradox of many modern movement arehitectural
battlecries, his own included, that he was aware of the Dionysian
parsdoxes of bis Apollonian solutions? It is possible that these
contradictiong cause some of Mies's architectural polemics of the

fifties to be misunderstood often by hin crities.

Nietzsche was fond of compunicating his ideas by aphorisms, and
sa too was Mies. The aphorism is astoundingly sultable for

architecturil polemic, Ry its nature it contains paradoxes and

contradictions. (Surrealism and dada were conspicuous in the
Weimar yearsl. Mies might perbaps have bgen fore forthcoming

with his hidden allusions had he been addresssing more

sophisticated European students, (or students a decade later).

However the principal impression one is left with in considering
to what extent Mietssche wes an influence,is that Mies
personified Mietzschian concepts in the whole shape of his
caresr, rather than subseribing to them consciously. Nietzschian
philosophy was part of the very fabric of the culture in which
Fies and his conbtemporaries operated, snd embodied every issue
they frit to be relevant. Nietzsche's influence, through poetry,

novels eto was incalawlable.




Many aspects of M

s biography bring to mind the 'uberpmensch’,
Mietszehe approved of passionate men who mastered their passions
and emplaoyed them creatively. Mies's neo—philosophy in itsel#s
was. & way of being powerful - it epitomised singleminded will and

ackian,

It is interesting to pote that Nietzschian philosophy, filtered
through conkemporary theorists, influences the wéy we today
examine Mies and his ideas. If there are no facts, mergly
interpretations, we are now concarned with the sociology of
knowledge, i the relations between the truth of a dpctrine - any
doctrine ~ and ils historical and socinlogical genesis, which te

what this thesis is concernsd with. -

&




CHAPTER % INFLUENCES: ARCHITECTURAL (acknowledged)

ARCHITECTURAL  INFLUENCES, ACKNOWLEDBEL BY MIES YAN DER ROHE:

Mims van der Rohe was a contemporary of marny of the most famous |
names in 20th Century architecture - Sropius, Le Cerbusier,
Behrens, Mendelsohn, Van der Velde, Lutyens ste. As a member of
the Novembrrgruppe he must have known all the artists and
architects of that time personally. He was a life long frisnd of
Brppius who was instrumental in recommending him as head of the
Baubaus. Yet Mies consistently only cites thres archliectural
influences. namely Schinkel, Berlage and Lloyd Wright. This fart
alone is significant ~aimest as if ho ong else had anything to
offer him. This strange selectivity is reported in the Miestan
Yitgrature wibthout comment., It could only be that Mies dismissed
his contempraries - perhaps they were shallow thinkers not having
the philosophic depth of hin own ideas. OF the influences he

acknovledges Schinke!l appears to be the meost important.

a1




CHAPTER 3: INFLUENCES:  ARCHITECTURAL (acknowiedged).

(1781 ~ 1841) (See fig.3)

Distinguished career as Architect-in-Chief of the Kingdom of

Prussia.

HiT work can bz clearly located in the juncture of the
Enltighterunent and its Romankic critigque. Schinkel's architecture
embodies the features of both medes, O the ppe hand a clearly
slamsicigt, rational and logleal endeavour {(showing slarity,
ardar, harmony and prnpnrtinn)! and on the other showing the
qualities that were Romantic ~ the free spirit, visian and
dreams, the allusive, the asspeiational, the emotional. The
Romantic signature is also clearly evident in the exploration of

the ralationship of man and naturs, particulasly in Bchinke

‘paintings which fuse buildings and nature into harmonious
settings. Brhinkel shows a distinct relation to the broader

Romantic current flowing at the beginning of the 1%th century.

These two polarities of Schinkel’'s architmecture may be
charactarised by a comparimon of the Alte Museum in Berlin -
symmetrical, imposing, heavy, axial, restrained, classical - with
the Hofgarbnerei in Fotadam which {s asymmetric, additive,
whimsical, containing organie unities of ornament and
constructlion, of plan and facade, of building with {ts natural

and artificial surround.
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CHAPTER 3: INFLUENCES:  ARCHITECTURAL (acknowledosd).

The combination of Classicism and Romanticism may be put asnother
way: as a combination of historical consciousness wWith a direct
concern with the present. The work of 8chinkel is overily
oriented, betraying a studied return to antigquity. The slements
of Grask, Roman, Renalssance are evident., 8Schinkel reprassnts in
architechurs a cwltural link with the basic sourcers of Western
ecivilization and eulture. He was in his lifetime renowned for
hig pionemring efforts in the field of architectural

presat ahian.

Yet Schinkel ls distinctively anti-historicist in holding the

view that all forms of architectural subject matter, old or new,

foreign or pative, elegant or common are of interest to the

architect. He was an untiring student of contemporary life.

&%




CHAPTER 3. INFLUENCES:  ARCRITECTURAL (acknowledged)

Schinkal ~vas Architect-in-Chief of Prussia at a time when the
8 ate operated within very limited resources. Which meant that -
Behinkel was distouraged from enormous and lavish projects. e

Schinkel 's bulldings are characterised by sconomic use of i oy
materiala, human sized and simple proportions and uncomplicated
technical deviecss. OF l{ﬁ:easity his endeavours wera dirscted at

ermating “beauty’ without the nesd for abundance. Herce his most

famoun statements "an artist must cosbine necessity and beauty .

The dominant ideclogy of his fiee was one of personal sacrifice
towards a spiritual strenghtenings the protestant ethic, @A
fundamentakly practical srt emerged, determined by the need for
clarity, sconomy and simplicity. Schinkel's best work is

achieved in spite of (or perhape becauss of) meterial conatraint.

Ha




CHAPTER 3: INFLUENCES:  ARCHITECTURAL (acknowledged).

Mies van der Rohe was to say to Brasme Shankland on the EBC Third

Programme. (Bhankland: 1959)

"around 1910, Bohinkel was still the greatest repressntative in
Berling Dasm Alte amuseum in Berlin was a beaustiful bullding - you
could learn everything in architecture from it - and I tried to
do that". "In the Alte Museum he has separated the elements, the
cofunne and the walls and the ceilings, and I think that is

visible in my later buildings.®

1t i= clear that Mies drew inspiration from the clarity of ideas;
the economy of means and the simplicity.; He even later attempted

to re-introduce some of the farms ~ wide floating stairs (see

figs 30,36 & 39). There way also have been a philomophic affinity
in that Schinkel belohged to the golden age of Hegel and Boeths,

an age that insplred Mies in other ways. Neumeyer tNeumeyert1385)

suggests that Berman romanticism is ever present with Mies and

sometimes the resson for the perplering contradictions in his

viork and nis extiovations about them. (eg His attitude to

construction. The roosf over Crown Hall (fig. 29) {8 not a direct "o,

simple asplution but x preferred romantic structural imsge.) H




CHAPTER 3 INFLUENCES: ARCHITECTURAL (acknowledged).

Having found Schinkel so important he chose unfortunately o be
highly selective in the aspects nf Schinkel that he was to
acknowletyge as an influence, and it can only be regretted that
Schinkel ‘s historiciem, flexibility and attitude to conservation
appear to have been purposely excluded.

Migs was choosing from Schinkel what suited his purposes

Schinkel believed that a new age should develop an appropriate
architectural expression free of historical influence. Schinkel's
own Bauakademle intimstes what he had i nind. He expressed the
building’s structure and mpatial organisation on its exterior
with clarity and economy of mea‘na. The result was handsome in its
own ight and re®s’ free of historical references and

surface decorakions (SpaethsloEs:

Mies's interpretation of Schinkel is so selective and
rircumscribed that one is left wondering whether Mies really

cthered to understand Schinkel and as a conseguence {f Schinksl
can be sesn as anything more than a superfizial influence on Mies
van der Robe. It is like saying that one is influenced by Paris
when all you can recall is the Eiffel Tower and the Champs

Elysees.

bl
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CHAPTER 3 INFLUENCES: ARCHITECTURAL (acknowledged).

HeP. Herlage (1856 - 1934)
The only contemporary Mies was to admire and whose influence he & w,
vas to acknowledge was Hendrik Petrus Berlage; a Dutch architect. ‘“
He came to see his work while spending an unsucceasful year in
1912 in Holland attempting to satisfy the redoubtable Madame \!
Kroller-tuller, It was Berlage who later actually designed a

hunting lodge feor the Kroller-Mullers in 1915,

Herlage bas been referred to as the “Voysey” of Dutch
architecture and his embodiment of the late arks and crafts

movement in architecture is no supprise when one finds that his

architectural training started with Gottfried Semper {(father of
De Btiil) in Zurieh, who was himsel$ ab that time s rafugss fros Lot

autocratic Frussia. sod

Berlage started practice in {882 in a Molland tired of the

punderousrass and academlc symmetry of its early 1%th century

architecture. In (B85 he received fourth prize for the proposed

new Amsterdam stook etshangé which was to be his comnission labter

(te a differant design) (see fig 5.). After the patronage of a

Duteh insurance company (e Algemeene! Perlage ceme to be known

3 /Cv as a progreseive architect with advanced sbeial ideas, and
A, zollaborated with sculptors and painters (Anton der Kinderen). )
o He vissted the U.8.A, in 1911 where he saw Lowis Bullivan and |
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Frank Lloyd Wright and was one of the first architect to

recognise their genius.

Hig bulldings became simpler and simpler, but although still
belonging Lo the neo-classical school he was to turn his

inventiveness to sfructural detall and its emanating motifs.
Berlage, 1lke Prier Behroens, Mies's sther contemporary mentor,
was an {mporbtant forerunner of 20th tentury architecture, both
giving shapge ko spage, Behrens proceeding from form and Berlage

from eenstruction.

Migs admired his integral agproach to aaterials, his sipplicity
and directness in detalling - Berlage's simplicity never lust
dynamic escitement; and Hies in Hiw post rationalisation of
Berlage’'s influpnce appears to have confused Berlage’'s simplicity

with his wwn everly plain and -sometimes ponderous— handling of
detail.

In pointing to Herlage Mien is really pointing te the significant
branch of 19th century protestant architecture which culminated
in the arts and crafts movement. Mies also adeirsd Mackintosh
which he admitted in a student interview (Library of Congress
archives:1985). Mies seesr Berlage as a talented individual
srebidtent, and not an an miponent of a movement of ldeas. Mies‘s

point of ceparture, when he later formulated his philosophies was

L
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to interpret the current preference for aimplicity and natural
materials 4n 4 highly personal way by rationalising the self same o

ideas in terms of Hegelian neo-platonism. 1

There was an exhibition of the work of Frank Lloyd Wright in

Bermany in 19i0. ~ Mies wrote the catalugue notes. This must bave
been the first contact Mies had with Wright's work. Mies

acknowledges that this exhibition wasz very influential at that

stage of hia career.

In 1923

Migs was. to design a-tbeiek villa-projest’ {see fig ¥i.3

which has been attributed possibly to Wright's influence. Thiwm

project does however bear more striking resemblance tp the {deas
of De Btijl. (8ee Yan Doesbergr Rhythm of a Ruesian dance - i ¢
1918y . -
The Rosa Luxemburg-Karl Leibknecht monument (see fig.12) does
have a brick sculptural quality that could have been inspired by e

Oak Park.

&9
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It is ironical that when Mies finally settled in the U.8.4 he
found himself ip the same city as Frank Lloyd Wright i.e Chicago. i - i
But here any influence sesms to bave ended. bright sppears to . ‘1 d
have helped and supported Mies initlally, only to condemn Mies's
architectire later as beiny "flat-chested". In common with the
hysteria of the time, Wright saw Mies as & European socialist.
Wright's criticiam of Mies sppears to have been instinctive and
he eertainly did not ha 2 the facility to attack Mies's
philosophic justifications which were gaining steam-roller like
popularity. It was Mies who gained popularity with the business
caomminity and erected the next most important cibty-centre
development (The Federal Centre). Mies the teacher and
philosopher knew better than to be influenced by Wright or

Sullivan on his pwn doorstep,

"u..we would not do what Sullivan did. "He see with different
eyes, betause it is a different time. Sulllvan believed in the
facade. 1t w.s still the old architecture. He did not consider

that the structure could be enough. Now we go for our own time —

and we vould make an architecture with structure alene. Likewise
with Wright. He was different from Bullivan, and we for egual N
reasons are different from Wright.? (Spasthyi963)

Mies as a lieubenant of the modern movement felt licensed to

70 N
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N eclude - justified it seems by the highly guestionable notion of

"epochal will? (see ScrutonriF79).




CHAPTER 3 INFLUENCES  WEIMAR GERMANY.

Bispussion an Migsian Influences ~ Weimar

The tragic Weimar Republic was born on 9th November 1918 and died
on the FO0th January 1933. These fourteen years are regarded
today as being one of the most vital periods of cultural
explosion this century (some ¢ v many centuries) in music,
thestre, art, literature and i< ture. The people invalved
then read like a who's who of fuseous names today. This was 2
period of grest artistic invention: twelve tone musical scales,
dada, eupressionism and surrealism in art and theatre, the

Bauhaus.

Migs’'s mid-life and mid-career as & practising architect spanned
this period. He spent it in Herlin - vortex of much that was
avant guarde in postwar Europe. He matured his philosophy and
started publishing his iveas during these years. He was activel’y
invelved, as a member of the Hovembergruppe, as Director of the

Weissenhofseidlunyg and later as head of the Rauhaus.

72
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CHAPTER 3 INFLUENCES: WEIMAR GERMANY,

Although he had a successful late-blossoming second career in the
U.8.A, following kthe rise of Nazism, the philosophy underlying
his work thers dates from the Weimar period, and 1ts debates are
important in understanding the context of his utterances. When
Mies addressed audiences in the 1J.8.A. he always seemed to remain
in dialogue with his I jdar contemporaries. The range and scale
of his buildings was extended but his architectural philosophy,
formed in the Weimar yearw, remained essentially the same, and it
bears all the hallmarks of the ;:u:lemh: of the modern canon of

that period.

During pre-World War 1 years, in the formative pericd of his own
carest, Mies assimiistnd all the formative influsnces of the
modern movement which were forged into a new philosophy and

direction after the war.

Most of the ideas that were to develop in the Weimar period were
incubating in Imperial Bermany beéfore the war, despite
intolerance and harrassment. Modern art and expressionism were
developing as a counter to Wilhelminian taste which ran.tu
glittering medals, gaudy parades and sentimental portraits. The
astentatious universities were nurseries of woolly-minded
wilitarist Sdealism and Jews, democrats and socialists were

considered ‘outsiders’. The new art made the ruling circle
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literally sick and Migs with his origine and lack of formal
rducation would definitely not have been ‘in’'., Imperial Bermany,
though autoeratic and philistine, sosehow became a magnet for
foreigners and permitted visits by Frank Lloyd Wright (1910),

Henry van der Velde, Artonio Gaudi and Marinetti (513,

Migs wrote (for the catalogue of a Frank Lloyd Wright exhibition)
of his marly searching, explaining the fel¥ lack of a valid
convention, and thak attempis to revige architecture from the
point of view of form were deomed: “We yound architects faund
ourselves in painful inner discord. Our enthusiastic hearts
demanded Lhe unqualified and we were ready to pledge ourselves to

an idea."

Var swept away the old order, and the pew ill-fated swrcialist
republic started in ageny. 1t emeryed following German defeat

antd the gowial upheavals of the war, pre-enpting a revolution on

khe Kussian pattern. The first Weimar period from 1919 to

roughly 1927 was a time of domestie violence against the

revalutionary left which amounted to civil wars it saw the

political assassination of the Spartacists Luvembourg and

Leibknecht, the repression of revelutionary councils eg in

Bavaria and the murder of its independent socialist leader
Eisner. Thers were alse atbtespts at countbr-revolution from the Lo

right = the Kapp putsch in 1920 and the Hitler-Ludendors putsch %
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in 192%,

The original Weimar coalition was led by the Bocial Democrats
{parliamentary socialists), and included the Catholic Centre -
mild reprslicans ~ and the Democrats, supported largely by
imtellectuals and progressive industrialistm. Imminent
revolution - a complete econbmic transformation and social
reconstruction as foreseen by the Communists - did not come
about. Domestic upheaval was aggravated by foreign pressure - the
imposition of the Versallles Treaty which imposed heavy burdegns
inciuding reparations paymentsy the French occupation of the
Ruhr, and astronomic inflation - all of which made the socialist

led republic more fragile.

Weimar government was always a compromise. Although through the

twenties power passed from socialists to the centre and right and | °

back again, it was essentially & coalition of forces that
excluded the extrems left and right - a perhape fragile R
parliamentary support of a republican system based on reason
rather than the revolukionary and counter-revolutionary slogans Q

and direct paramilitary actions waiting in the wings, L

Architecturally it was a time of little work, but through

publicativns and exhibitions ideas were forming which would find ]n‘ g

expression in later building. In the arts international

3 PN ¥8 M 5 it A




CHAPTER % INFLUENCES: WEIMAR GEBMANY,

influsnces were being sucked in — from the West, particularly

France, and from Russia to the East. The new republic permitted
outsiders and internationalists to dominate its initial ideas,
antd many wniikely people found themselves bedfellows in heady b
movements of reform.  The 'Novembergruppe’ (to dhich Mies 7
belonged), formed under mainly expressionist leadership te
promote the interests of radical artists, included Emi}l Nolde,
Ernst Toller, Erich Mendelsohn, Valter Gropius, Bertold Brecht,
Kurt Weill, Alban Berg, Hindemith, Faul Klee, Feininger,
Handinsky, Max Beckman, Beorge Brusz, Dtto Dix, Kathy Hellwitz

and others.

There was also the architect-led Arbeidsrat fur Kunst, which was

timiked to moibiting wtopian projects as the war had interrupted
all building. Gropius was authorised by the socialist-led
eepalition in Thuringia to give the name Bauhaus to the newly

formed fArt and Applied Art Sehioels which he was to head. (The

Bauhaus was related to the Arbeidsrat tur Kunst similarly to the

way the Russian Vikhutemas (art-technical studios) and Inkhuk -

{Institute of Arkistic Culbure) were, in the initial years of the

revolulion under the sultural Commdasarship of Lunacharsky who

had a sympathetic knowledge of the avant garde.) During its
brief existence and desplte several changes of direction, the

Bauhaue revolutiondised art educativn through its aim to fuse the

arts, to remove the (essentially wlass) differentiation between
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att and fine art and to unlfy art and technology.

The yrarz 1921-3 also saw the effective last phase of the pre-
1918 avant-garde movenents ~ cubism, futurism, expressionism and
dada. Eupressiunism_sn art, theatre and literature was the flrst
phenomenor of Weimar culture. While not all espressionists liked
Weimar, the enemies of Weimar hated all expressipnists.  And with
good reason.  Theere was somathing reveluticnary about thelr
vitality, their unremitting search behind appearance. The
expressionists detealed avkharitarianism and militarism, had
sympathy for the poor and a tough-minded realism about society.
Brecht and Ernst Teller were to parody class structurs and
spciety and Brosz and Beckmann drew satirical caricons. Walter
Hasenclaver's apki-war play Antigone is skill performed today and
The Cabinet of Dr Caligari remains a milestone in expression:st
Filmemaking., Ekrich Mendelsohn insisted that architecture must

wnite analysis and dynamlts, reason and unreasan,
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The eiddle Weimar years saw siy tabineta, with a conservative-
cantre continuity. By 1923 the main avant—parde movements of L e
pra-1918 were fading. The defeats of the left changed the A
outlook of many and undermined expressionism, the kind of art e
must closely associated with its hopes. Miss and Gropius

disliked expressionism and Max Heckoann repudiated it tn 1922,

"Die neur sachlichkeit" was a popular shorthand term expressing

the new mid-tuenties mood In the ares. Cornoting utllity,

aphriety, objectivity, neutrality bF the subject, matter-of f
;;*‘ fakness, this mosd reflected new realities, as oppossd to
o ,‘" etpressionise’s subjective, romantic, passionate, humanitariap e,
aspects. This oublook was extended to the new functionalism in

architecture and design, with which it was very-much in tune.

78

. il e
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These 1~wa years of political-economic reorderipg: stabilisation :‘ i

of the wurrency by Stresemann backed by American capital through S
the Dawes plan; evacuation of the Ruhri loans to Bermany, : L |
reduction of reparations. Hindenberg, aged war hero, became a o

compromni se chancellor. Bermany’s interpational isalation

Qradually ended. For several years the spirit of Locarno gulded
European diplomasy: the wastern frontiers were settled, and

Bermany entered the Leagle: of Nations., GOGermary was algo brought

closer than other European nations to the Russsian revolution.
Aftrr the Treaty of Brest-lLitovsk it was the one major country

not involved in the Allied invasion of Russia. Culturally there

were active links hetween Russia and Germany during the Weimar
years. These took place against the hackground of the New

Economic Policy in Russia and the Rapallo agreemént concerning

diplomatic and economic relations, in the tontext of which there
was increased travel abroad by Russians, many of whom came to o«

Germany.
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CHAPTER 3: INFLUENCES:  WEIMHR GERMANY.

he sgcond half of the 1920°'s saw seeming stability and

prosperity ~ business recovery, plant modernisation, high

smployment and vages, and real bullding. The new administrative | - WY
paktern in the arts was mainly a socialist one. Culture was a

‘land’ responsibility.  For exasple Prussia, the largest ‘Land’,

was SDP-run throughout this tiee, In areas such as housing there &

wes strong public patronage with & socialist stant in provincial F i

and municipal schemes. HEased on the example of the introduction
of 2 housing tax by the socialist sunicipality in Vienna in 1923,

largs scale rebousing projects were funded by 3 tay on rents

funnmellied Lo the building socisties; and the wave of modern

building bsgan. The Btultgart Weissenhofseidlung organised by
Mims was ilks temporal centrs. He said of it later "In Btuttgart

that was a certain hour in history that we could show at once

that &il these forces Were at work, but never visible,”

18]




CHAPTER 3 INFLUENCES:  WEIMAR GERMANY.

Almest from the outset of Weimar, a second Bermany had begun to
emerge: Rilke, a popular poet, first greeted the revynluticm with
impetuous joy and lateér resorted to pseude-religion, false noble
anmestry and warned of the great denger in the confusion of hig
age. Emil tolde (founder member of the Novembergruppe) later
turned ouk to be a rightwing christian mystic and anti-semite -
he was ong of the first to join the Nazi party. The
distinguished Berman historian Meinecke, a cultural aristoecrat
convertad to the Republic, saw "deep yearning for the inner unity
and harmony of all laws znd events in Life remain a powerful

force in the Geran spirit.”

Then there was Stefan George, poet and seer, leader of a tight,
humourless, self-congratulatory coterie of right-wing gay young
men with eccentricities of dress and typography who after
Nietzohe discovered Holderlin and Kleist, This group included
Bundolf who wrote a biography of Caesar, Norbert von Helingrath
(Holderlin scholar), Ernst Kantorowicz wha wrote a scholarly
biography of Kaiser Friedrich Z, and Ludwig Klager, a notorious
anti-semite. This influential group was stressing Breco-
Garmany ‘s heroic past (Bripchendeutschtum), Insularity and

Siegfriad-glory.

1




CHAPTER 3 INFLUENCES: WEIMAR GERMANY,

Breco~Ger man philospphy was desply ingrained in enlightened
prucational establishments eg the Warburg Institute in Hamburg
whare “Athens nust be recovered over and over again from the
hands of Alexandria™ and who were publishing a new world view of
St Augustine. Even the Institut fur Sozialforschung, Frankfurt,

was leflt-Hegelian to the core. It would seem that neoplatonism

in the holist Hegelian mould would have been in Mies’'s background.

from the 1%th century to the most current debates in Weimar

Gefmany ‘s cauldron of ideas.

The two Bermanys and the problem of authoritarianism were
graphically illustrated in literary themes. Walter Hasenclever's
play Der Hohn was about sons suffering under a tyrannical father.
Notable literary figure Frans Werfel weote about successful
filial rebellion titled ‘Not the murderer, the victim is guilty
The revenge of the father was later protrayed by by Arnolt
Bronen’s play Yadermord, and Joachim van der Goltz was to write a
pupular play Vater und Sobn about Prince Frederick of Frussia‘s

unsuccessful attempt to escape an authoritarian role.

The debake about authority and anti-authority was a major issue
in Weimar. The right wing, moving hand in hand with
authoritarianism gradually took command. It had continued to

xist in hiberpation, with secret rearmament and tdeas of




CHAPTER 3: INFLUENCES:  WEIMAR GERAMANY.

libwrating the enslaved fatherland from war guilt and the
November Revolution. Btresemann‘s death at the end of 1929
signalled the beginning of the end for Welmar. Stresemann had
belonged to the Peoples’ Party,(big business and right -wing), and
forped his first cabinet in 1923, adopting a conciliatory
approach. He was foreign minister in succeeding conservative and
centra governments and later collaborated in social-democratic
cabinets. At his death the right wing of the Peoples Farty
reasserted itself.

The world economic crisis at this time proved werst for Euwrope’s
lesst stahile regioe, and foreign affairs #0d domestic ciass
struggle reinforced one another to Bermany’s misfortune.
Stability had been based on foreign loans; reparations and
occupation were still an issue, and in the face of polarisation
of the extremss of right and left at the expense of the centre
the communists did not co-operate with the socialists against the
strengthening right wing extreme and thus the Neimar coalition
fragmentzd. Following Mindemith's appointment of Bruning as
chanceller and Brunming's rule by decree the country steadily slid

into Mazism.
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CHAPTER 3 INFLUENCES: WEIMAR GERMANY.

This led to defeat of the modern sovement in the arts and the

exile o silencing of its protagonists. Mies was asked by 8
Sropius bty hpad the Hauhaus in 1930 after Hannes Mever no longer
had the pplitical or organisational skills necessary to achieve i

b

stability and satiafy the Dessau souncil who by now were right- i

contrbolled. The atmosphere in Weimar had changed o such an

extent thak io-pne who pas not #t least acceptable to the right o
could hold public or important office, and Mies was seen as

politically more neutral. However the Bauhaus and all it stood

for was meen as part of ‘cultural bolshevism' tan eguating of

subversion in the arts and politics) and could not ultimatsly

survive and there could be no compromise with modernism tn
architecture. Mies, after a period of trying to co-sxist with
the new regime, took the same path as many of his collgagues - o

emigration.
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CHAPTER 3 INFLUENCES:  THE MODERN MOVEMENT:

. modern movement, based in Berlin, encompassing all the arts. His

Migs Weo~philosophy. o Madern

It ds important to situate Mies not in Weimar culture as a whole

- which enbodied various contradictory strands - but in itm it

organtisational links were with groups invelved in creating the R

modern discourse and his later statesents, emerging in an .
oracular manner as an original philosophy, were extracts from
that diszourse. A comparison of the intEP‘lu:king themes
underiying its assthetic procedures and values with Mies‘s
compendium of personal statements reveals a remarkable co-—

incidence of tewts.

The. central metaphor of this discourse was the machine, Not itg

outward appea~ance, but the kind of thinking that undertay its
design and operatlion. This was the outcome of an age dominated
by technology, in the practical service of industrial expansion
ahd postwar reconstruction. It was the outcome of a new vision
emerging from warld war 1 - a new vrealism, which sought ways of
deallng with real subjects and human needs. It encompassed a

eritical view of socjety snd a determination to master new medis.

spplied in all art fields, it uvsed principles deriving from the s

rapidly developing technological sphere. X
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CHAPTER 3 WFLUENCES:

THE MODERN MOVEMENT:

This trend could be seen as early as 1917 4n the influence on
architecture and design of De Stijl. Mondrian‘s ‘ifisuwe

beelding’, ab

‘Art and Machine' and the example in his work in Holland of the
trund to economy Gf means, was expressed unforgettably by Mies i
later as "Lezs is more". Elsewhere he spoke of "Beinahe nichts?

(almost nothing).

Another aspect of De Stiil wes lts technical-industrial trend,

which linked sesthetig form and the producta of technolody.

Btrang influences came from France, where many forelgners had
settlpd after the war. Interasting here was the ‘rappel-a
1'erdre’ and nep-classicism, in which precision, logic and taste

were seen as the values to be taken from classicism. This

philwsophy can be seen in the manifesto ‘Apres le Gubleme' by the ,;#

painter-theoretician Uzenfant who teamed up with Corbusier. Alst
in their Purist exhibitlons and their magazine ‘tL'Esprit
Nouveau', which in a few yrars from 1920 onwards covered

architecture, painting, town planning and interiora.

B4
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CHAPTER 3 INFLUENCES: THE MODERN MOVEMENT:

L 'Esprit Nouvesyu represented an approach to life that took the
wvidence of the modern world. It covered a very wide ‘ o
international field, high and lowbrow, artistic and ;
materialistic, and interpreted it in the light of a unitary
principla ~ a technmlugically based aesthetic ~ indicating how a
rational and consistent core of the modern movement might be
framad., "Thrre is a new spirit: {t ie a spirit of construction

and synthusls guided by a clear ideal.

The aesthetic derived from their thoughts sbout enginesfing — its

leglie and emonomy, purity and exactness - and the dynamic

relationships underlying the machine, which was the product of

constructive thinking., The perception of order was seer as the
nighest pratification of the human spirit. In this sende e
L’ Esprit Nouveau represented a return to order. That im, not a
dictated or preordained order or one revted in a particular &
traditiens; but o process of ordering, It was in this ssinee that

a house was a ‘machine for living in’, ie architecture that

fulfitied ite task as aconomically and well as a machine.

This idea of calm exackness was mupressed by Mies‘s contemporary i i
and uolleague Schismmer (Bauhaus): "I today's arts love the Lo ‘
machine, teclinology and organisation, if they aspire to 7
precision...this lmplies an instinctive repudiation of chuos and

a longing to find the form appropriate to owr times".
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CHAPTER 3: INFLUENCES: THE MODERN MOVEMENT:

Mies: "Beucation must lead us...from chance and arbitrariness to
rational clarity and inteliectual order” (Blaseriteaching
nrinciples).

"We mhould judge not so much by the results as by the creative
process, For it is just this that reveals whethar the form is

derived from life or {invented" (Spaethi1985)

" Bince a building ia-a work not a notiop, a method of work, a
way ©f doing, shouwld be the essence of architectural education.”
{Bl aser: teaching)

Many emigre Russian artists spent time in Berlin and there were
sevaral lnporitant reciprocal eshibitions. Influential in the
sanse of West-Russian art links was Qonstructivism. The Jjournal
‘Vesch' (object) founded by Lissitzky and Ehrenberg in 1922 was a
mouthpiece of "constructive art whome task is not to decorate owr
tife but ko organisa it". Or, as Lissitzky sald elsewhers "(we

are) againot art as a priesthood and the use of its works for

decorative purposes". Among its contributors was the architect ¢
Hilbershoimer, fater at th2 Bauhaus, and later still taken by - \
Mies ta the Armour Institute. I
I} ‘i
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CHAPTER % INFLUENCES:  THE MODERN MOVEMENT:

A statement coning from Barlin Constructivism via Moholy-Nagy
(later at the Bauhaus) die of interestr "Technology, machine,
sucialisgm...constructiviam is pure substance. It is not confined
to picturs frame and pedéstal. 1t expands into industry and
architecture, into objects and relations. Constructiviem is the

socialism of vision "

Mies eollaborated on and partly financed the Serman

Constructivist magazine '8’ (Bustaltung or formation) which had a " 7
strong archituotural blas.  In the dichotomy which was emerging iy

between abstract~constructivism and & concentration on down-to-

earth real things, be can be said to represent the latter. Botn

ware marked by classicism, simplicity and impersonality. e

,17 Let ws hear hie spesait (much later) "It is absurd to invent
arbitrary forms, historical and modern forms, which sre not
determined by construction, the true gusrdisn spirit of our

tlmes?. (Blakey196Q)

. Or again:  “Preclsely because a building is determined by

technningy; we may say thabt only vhere our purposes find

expression in a significant and logical structure are we

Justified in spmaliing of architecture", (Spaath:158%)

B ;
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CHAPTER % INFLUENCES: THE MODERN MOVEMENT:

ot "We should fudge not so much by results as by the creative
process. For it s just this that reveals whether the form is
derived from life or invented for ita own saks, (Hpaeth: 1985)
Or: " Form as a conseguence of structure® "The whole, from top
to heottom, €2 the last detail, with the same ideas’

(Spasths 1965)

Or:  “My idea is...a clear structure and construction. I

am. . conpletely opposed to the idea that a specific building

should have an individusl character". (Blaser)1965)

Agsoclated with theme assthetic concepts was an anti-romantic

blas against individual insplration and expression in the arts.

A fundamental assvaption, although not always explicit was that
the products of culture were - or cught to and could only validly
bg ~ derived from the underlying social-sconomic and technizal

relations in society.

Democratic social concepts and a new internationalism went with a
new mid-tuenkies mood in the arts. Expressioniem’'s subjective,
romantic, passionate, humanitarian elmments no longer wholly
reflected new social and ta:ﬁninal conditiens. Everything

conbined to male art more consciously impersonal
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Opposed to expresaionism was self-diecipline, scepticism and dry
humour - a gensrally copler more impersonal approach. This
strand of nld-Eurnpean culture was seober, functional,
technoliogleally conscious, and soclally oriented, reflecting the

process of induptrial expansion and reconstruction in Bermany and

Russia ang practical engagement of the arts with {ndustry.

‘Americanism’ was valued for it perceived qualities of advanced
tachnology, preuision, sfficiency and & ‘no-nonsense’ approachs. o
Culture was wrban. Urban images in art were international and - .
particutarly - American, and generally the city thems, (responded -
to garlier with expressionist trauma), began to impose lts own

reonomical impersonal style.

The term ‘die neue, sachlichkeit’' which waz popular, expressed the

spirit of the tine, connoting utility, sobriety, objectivity,

neutrality of the subjeck, matter-of-factnesms. The actual term
came to be extended to the naw funttional architecture and desion
with which 1% was very much in tune. In fact, in the modern

movement in Germany by the second half of the twenties there was 2
4

a closely intorwoven sonsistency of outlook and method embracing

all the arte.
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CHAPTER 3: INFLUENCES:  THE MODERN MOVEMENT,

One of Mign's favourlte aphorisms expresses this perfactly. He
pulls from Aguinas something that very closely corresponds to the

spirit of the bimes: "Truth ie the significance of facts”.

Ury "They are bored with my objectivity, Well, I am bored with
their subjsctivity."(Blaker1960)

Again: "The whole trend of our time is toward the secular. We T
shall build no cathedrals, Ours im not an age of pathosy we do L

not respect flights of the spirit as much ag we value realism®, o

(Blaka: 1960)

hnplogical o

ol

oroduction media - filn, radio,
gramophese, photography - also influenced what was produced and
why. These were mass media in the sense of consumption,
techniques of their use were more ‘vbiective’, and they were more o

coliective in the production.

Mechanical reproduction in the arts seepsd to demand an

abdication of individualism. An article in De Sti4l in 1922
ealling for snotomechanical reproduction stated “We have buried u
all nanes, starting with our pwn®. Documentariss, reportage and B

photamentage (giving the author a mechanic-like role) became

promnent.

T




CHAPTER 3: INFLUENCES: THE MODERN MOVEMENT:

There was a new appreciation of suppnsedly lowbrow forms of art.
This was tied up with a shift in the soclal basis of the arte - a
politically grounded concern with the popular audience and the

‘eocial task’ of the arts a5 seen for example in documentary

theatra) .

thing o ty imparsona

There was a revolutionary sense of belenging to & huge commarnity
- the massesz -~ and a corresponding sense of the irrelevance of
individual artistic subjectivity in such a vast social context.
Artists such as Brousz commented that individuality was outdated. S
The progressive artist is one who “denies and oppeses the

dopminant place of subjectivity in art, founding his work on,..the o

principle pf new universally intelligible expression®.
(Stategmant published {in De Btijl on behalf of the

internationalist fraction of construgtivists.) Thare was wontern

for the object, leading to objective art. The search for new

torms slackened - content seemed to be more important, and

whether it was understood.  "Nothing is more impockant than
matter-of-factness" said the communiat Journalist Kisch whose ?

writings an reportage wers influential in Germany. Long before

Isherwond, he presented himself as an impersonal screen, a

neutral wbserver, letting the facts speak for themselves. Feoa
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Let us hear from Mies - (here seesing thevan:ient world through

Weimar eyes)s

"Breek temples...are significant to us as creations of a whole
epoch rather than as works of individual architects. Who asks
for the namnes of these builders? 0F what significance are the
fortuitous personalities of their creators? Such buildings are
impersonal by thelr very nature. They are pure expressions of

their tipe". (Spaath: (9035

"Architecture is the will of an epoch translated into space”.
{Blake: 1760}

Or: "We are concerned today with questions of a general nature.
The individual is Ipsing significance...the decisive achlevments
in all fields are impersonal...they are part of a trend of our
time toward anenymity. Our engineering structures are esxamples.”
(Spamth :1985)

And: “Construction ltself is the truest guardian of the spirit of
the times because it is objective and 1s not affected by pet'sonal

individualism or fantasy.” (Blaseri11945)
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On education (at 1.T.T.)r "To try to express individuality in

architecture is a complete misunderstending nf the problem, and

today most of our schools either intentienally or unintentionally
iet their students leave with the idea that to do a good building
means to do a different building”. (Elaser:teaching priciples)

Or:  {(reflecting L'Esprit Nouveau particularlyl: ¢1 have tried

te make an architecture for a technological society. 1 have

wanted to keep everything reasonable and clear ~ to have an

architecture that snyone could do". (Blakeil940)
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CHAPTER 4: AN ANALYSIS OF MIESS NEO-PHILOSOPHY:

Mies's News-philosophic Connections (Hefer Fig.44)

Miws had the most estensive philosophic commitment that could be

claimed by any modern architect. He had a thoroughly developed
intellectual and spiritual reason for everything he did as an
architect, and intended that his buildings convey these 'truths’,
He was not known as an observing christian, and it is most likely

that his invocation of neoplatonic theory into architecture

stemmed principally from his interest in Sermanic philosophy.

However one ran speeulate, as Niemayer does, that his early I,

catholic gducation - although it would not have put him directly
in touch with the writings of the church fathers he liked to L
quote ~ and his early contact with a historic christian

environment planted in him a diesposition for the absolute and the

metaphysical, and a tendency towards a comparable warld view.

fugustine is popularly regarded as having tried to underpin L

christianity with pagan philosophy, and Aquinas as having brought
in the vonvepts of Aristotle. Mies in a curious way tried to
fuse these concepts wWith the modern movement- to camonise it in & [

sense. It remains arguable whether he used, selected, emphasised

and refined aspects of the modernist hegemony tHat fitted his SRR

philesophic bent; or, conversely, whether he selectively

introduced philusophic concepts that sulted modernismg in order

to impress his public and clothe his interpretation of ‘modern’




CHAPTER 4 AN ANALYSIS OF MIESS NEQ-PHILOSOPHY:

with respectability and authority, to legitimise i1t with the F
patina and charisma of eternal verities. Be that as it may, he 25
produced a personalised neo-philosophy, which could be classed as

a mere cwriosity were it not for the fact that 1t became a built .

cult.

In the same way that he differentiated between appearance and iR
reality in structure - making metaphorical use of ‘appearance’ -
he was always conscicus of the relation between ‘smeeming’ and
‘being . Behind his . work lurks the platonic notion of unchanging %
and eternal realities underlying the changing surésce; realities

which were, as Augustine sald, if properly formilated accepted by

81 minds. As Mies said, “"The Classicists believed that mankind

needed universal solukions." Alse, *1 would rather be guod

(pssential) than ariginal". (Blake:1960) ¢

Neoplatonic mysticism relipd an the principle that the inward was -
superiar Lo the outward. The material world was trarscended by Y]

thought, by abstraction to universals (Flato's ‘Forms'): In

Mies's design, an attempt was made to reduce buildings to the

platonic pure sinimm evocation of the idea or, as he said, a «
"Almwst nothing". He tried to realise in building the heoplatonic i

concept of dmage reflecting archetype. Ascending degraes of

being were degrees of unity, with detail (unfolding) being

From the sou . In his gquest for simplicity, whether i
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CHAPTER 4 AN ANALYSIS OF MIESS NEO-PHILOSOPHY:

through choasing to solve only cartain things and edcluding some
problems; or in his simplicity (some would say poverty) in
shtructwre and detailing and little division of 1nterna1. space, he
spught the expression of spiritual purity or a higher level of
abstraction, closer to the Form or ldes, or the Absolute {("Less

is more").

This helistie concept flowed the other way too. One is reminded
of Mies's aphorism "fod is in the details"(Blake:1940), which is
reminiscont of the words of the early chureh father John Scotus
Erigena: “The Une descends into the manifold of creation and
reveals himself in it"., Eloerwhere Mies said: "The Whole, from

top to bobttom, with the same ideaw.”

Minimalism went hand in hard with asceticism - dental to attain a
spiritual good which, dating $rom the time of Flato, was a strand
still very much alive in contemporary philosophy, &g Buardini.

And it ebimed in well alse with the modern movement trend in the

arts to absbraction and sconomy of means,

Flatonism constituted form as an pbjeck of mystical
contesnlation, and 'good’ as the supreme heauty (or principal
Form). Mies, alluding to thls, specifically guoted 8t Augustine
"Brauty is the splendour of truth®., ‘Heauty’ apd ‘truth’ had a

special meaning for Mims, (emanating from St Augustine) and

9B




CHAPTER 4 AN ANALYSIS OF MIESS NEO-PHILOSOPRY:

sometines confusing his critics. He did not aver choose to
interpret these concepts in any way other than within this

neoplatonic framework.

Truth hal a further connotation or dimension of form, whether of
the structure of a buildingy or the flux of culture/historical
phenomena constituting an age or ‘epoch’. As Mies said, "To
undeyratand an gpoch is to understand its zssence and not
everything you see, and when this great form is fully understood,
then the mpoch is over...” He guoted Agquines "Adequatio rei et
intellectus” {(conformity of obiect and intellect” in his speech
on receiving the A.L.A. Bold Medal: “Only a relationship which
touches the essence of the time tan be real. This I call the
truth relation. Truth in the senae of Thomas Aguinas as the
‘adequatio red et intellectus’, or as a modern philosopher
expressed it in language of todays truth is the significance of
facts. Unly such a relation is able to embrace the complex
nature of civilisation. Only sn will architecture be involved in
the evolution of civilisakion, and so will express the slow
unfolding of its fore". (see Scruton: 1979 for philosophic counter

arguament) .
Thus Mies drew inspiration from Aguwinas to link ‘truth', ‘form*
and ‘facts’, - words which had a speclalised meaning far him

which often escapmd bis critics.

9%




CHAPTER 4 AN ANALYSIS OF MIES'S NEO-PHILOSOPHY: .

Elsswhere he said "Eetween facts and ideas there exists s true
ralatiohahip, ang the challenge to humsn beings lles in the

understanding of this relationship®. And also, "It is not the

task of the architect te invent forms".(Bpasth:iv8é)

Mies believed thal the “form' or “truth’ of the contemporary D

epnch was 20th century technology and the sclantific and

gngineering principles and processes underlying its operation.
The correct process was o abstract back from tia mant festation

in the world of ‘facts’'te understand its workings or

censtruction. When one got these principles right, one reached

g the truth or significanze. This ‘truth’ was, then,; the aesthetic B

7 e or ‘beauty’ of the product or design,

In gther words, an architect could not himself create g valid

aesthetic of any kind. Vhis to Mies was an entirely $alse way of -

working. He manifested an aesthstic troth by aligning himsels

a with historic forces - in the case of our epoch, technolegicatl o

ones. Lot us hear Fies speak:- “l }
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CHAPTER 4 AN ANALYSIS OF MIESS NEO-PHILOSOPHY: ’

Whenever technology resches lts fulfiliment it becomes

architecture. It is true that architecture depentds on facts, but
the real world of activity is in the realm of significance. &

Tecknology is far siore than a method, it 15 a worid in itsels",

(@paeth 1966) L

“Aretid tecture is o historical process, 1t has nothing to do with
the inventios 4f inkeresting forms or personal whims".

(Spasth: 1966)

"1 believe that architecture belongs to an epoch, not to the

individual ",

{Spaethi: 1766)

*Construction is the truest guardian of the spirit of the times

breause it ig objective and not affected by personal
individualism or fantasy”. 5

{Gpanths 1984) . '

1o alion opeself with historic forces was to nanifest Aguinas’s
‘epnformity of object and intellect’ and gave in the Hegelian N
sanse the coreect direction for progress. Mies: " 1 believe that

. real acceptance of the pressrt will be the basis of the future.®




CHAPTER 4 AN ANALYSIS OF MIESS NEO-PHILOSOPHY:

Berman Idealism—Hegeliantsm forussed on history and loglc, a
higtory which saw the'rational is the real’ and a logic which saw £ |
‘the truth is the whole’. Hegel dwel:t on the 'will of an epoch’ i
and ‘intrinsic order’, Mies was to say that "Architecture is the ‘u
will of an gpoch translated into space"  and attempt to translate

reason and logic into space and structure. Mies gmbraced Hegel's

constroct of Augustine and Aguings to determine that "form" was
linked to “order', and the nature of "order" was hierarthical.

Hies went further to lay down that this hierarchical order was

"logic” (ie Miesian logic).

Te unravel the threads making up this concept one has to recall E

the neoplatoriec concept of the universe as a plurality of spheres

of being in hierarchical descending order. For Augustine there

B © vere degrees of being or of value. Universal order reguired the

subordination of lower in this scale of being to higher, valuing |

" s gach thing correctly according to its place in this order, For

. Agquinas the order of naturs was Frovidentially willed - an order

. i in vhich each being was to act according to its proper nature. !
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CHAPTER 4 AN ANP’LYSIS OF MIESS NEO-PHILOSOPHY:

Miws alludes directly tg the Augustinian thread when esplaining
his aite planning of the Joi.T. Campl.m‘. "There are different
stages of order. The Resl order is what 8t Augumtine said about
the disposition of equal and ubnegqual things according te their

nature. Crown Hall reflects spiritual order cowspared to other

campus buildings® practical order."{(Spasth 84) Elgewhers he
said: "1 would not build a church as a movie house and ¥ would
not build a factory as a church, so we make a clear distinction
what value these bulldings are. There is not only a hierarchy of

valums, there is a hierarchy of works too." (Shankland:1959)

In & remark with Hegelian echoss Mies sald *The long path from
material through function to creative work has only one goals to
create arder." It is {mportant to realise that while 1iving in
the philosophically rich milieu of Weimar Bermany, Mies was .
giving parbisul erised interpretstions of such cosmon notions as
‘urder’ er “logic'. He chose the German classicist-Hegelian
Framewarl, purposefully excluding other philosophies and

interpretations.
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CHAPTER 4 AN ANALYSIS OF MIESS NEO-PHILOSOPHY;

Order was very much in the Weimar mind generally. World War 1 was
both a cause and a conseduence of a flood of social, technical
and histerical change. The threat of thaos was real., Hany

wraonal accounts of the Weimar period convey an acute mense of

the social precariousness of the times and a feeling of Y

disiilusion and despair, Mies was born in sutocratic Frussia and

- @ his later association with teft-leaning liberals and
internationalists he found no spiritual home in the uneasiness Tey

and mu-kiness of expressionism, dada and other conjectural

contemporary Dhilosophies. He had-a religio-psychological need
far order and clarity, almost as a life raft while adrift in the "

swim of diverse ldenlogies in W imar Bermany.

-
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CHAPTER 4; AN ANALYSIS OF MIESS NEO-PHILOSOPHY:

The analogy of ‘The City of God* written as a result of
witnessing the sack of Rome could not have escaped an Augustinian

discipis in the twrmoil of the Weimar republic. The current of

authoritarianism (including predestination) which had flowed

through wlatonisi and neoplatoniasm and had its Hegeitan link in
Berman thinkingiwas reassuring. Many of Mies's aphorisms cariy ko =
an . guotional nuance,of the elect and the damned, believers and s
wnheplievers. He rgjected speoulation and, as Blake has sald L

(Rlake: 1960) , congiderad, debate a waste of time; logic iled to

trubt and tryth led to beauty. There was nothing to discuss. He

Jtemk azue from Augustine and Aquinas in his faithlike insulstion
Csghinet critiéisms and other viewpoints. As they teo had lived 5 e

pin hipes of turbulent sulemic he was to invoke them while he

Lived in the turbulent years of the republic,

Tl AT e in the scientific and technical sense was admired and

saylated in the arts and architecture of the modern movement.

Its ehjectjvity permitted Mies to weave his wish for order ihto a f: ]

philosophs of ¢larity and reason. In other words, he added a 5
further tuist and intensification of his own, the classical

Heyelian., He produced an intellechtual reasoning or justification

for his prrsonalised procedures, clothing them in a hermeneutic

order of a poeticular kind.

B or e 5o mm emd



CHAPTER 4: AN ANALYSIS OF MIESS NEO-PHILOSOPHY:

The escape from chance and arbitrariness had a teleological end
aim. Order was a matter of significance, directed towards higher
gnds.  Mies was also fons of "he word ‘clarity’. This rather
open term is demystifiable when one grasps it as containing
within iteelf and referring back to his total chosen frame of
referenue (see fig.44!. "Don’t confuse simplicity with easy" he
said. "I love simplicity for reasons of its clarit;." This

statement can be puzzling unless placed within Hies'z framevork.

‘Gipple’ did hot mesn easy to do or understand. It meant,

rather, cioser to the Absalute. Therefars, in his taems,

o ‘simplicity’ meant the work was correctly directed-or aimed, in

e terms of its significance.

Clarity, in this light, was obtainable through the operation of
‘reason’.. Agquinas had aaintained that man’s proper pature was

rational, and Mies quoted Aquinas: “Reason is the first principle

of a1l buman work". The operation of Miesian reason proceeded in
a particularised sense inductively, Reason or understanding was

dedicateds it could be neither random nor eslf-directional, but

vas the servant of a deliberate purpose. As Mies remaried about

b open speculation "It consumes rather than directs our energles.®

Within this framework the task of reason was to select or order
facts or the empirital into significance. “Education" said Mies

"musit Imad us from change and arbitrariness to rational clarity

and intellectual ordee®,

R a o ke e e mend




CHAPTER 4 AN ANALYSIS OF MIESS NEO-PHILOSOPHY:

Clarity was the result of the correct process of ordering,
towards the correct goal, based pn what were seen as correct

(rational) principles.

fAs Mies said: "We have science, we have technology, we have

industriaitsetiom ALY are acgepted as part of the progressive

existence. The nuestion is how to guide them in & direction that

s behefieial to us.® (Spawth:1984)

'
Or, mazt oracularly, "You can talk about civilisation when you
have order in the material warid. To achieve this order there

must be unity of action, and there cannot be unity of action

without ereative thought. In this respect 1 am convineted of the

need for clarity in both thought and action. Without clarity
there can be no understanding, and without understanding there

can be no direction, only confusion.*{Spaeth:1986)

T
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CHAPTER 5 AN EVALUATION OF MIESS ARCHITECTURE:

This chapter does not aim to give an inclusive descrtption or
evaluation of Mies‘'s work, about which there exists a vast
literature, but to render a cursory examination of some aspects
of the actual building work — a little bit bf geography — in the
servive of wnderstanding his ideas. iz philosophbie themes need
te be borne in mind - the unigue perconal way he used or
distorted themy or selectively used them or purported to be using
them while doing something else) o how in any event a

philogophic validation did or did not help.




CHAPTER & AN EVALUATION OF MIESS ARCHITECTURE:

B v ok darm et m-;m

As THE CLASSICAL PHASE:
{The Bismark monument projecty . -oller Mueller Houses; Riel
Howsey Perls House.) (see Figs., & & 7 )

Miss demonstrates hHig ability torword Fastidiousty and -
conscientiously within a traditiord. He tries to absarb and
understand Schinkel’'s philosophy and detailing. He demonstrates
all-round competence and a feeling for good praportion, with an
ability to capitsiiase on the circumstantial difficulty. (eg the
ground slope in the Riehl House.) Mies was famillar with
traditional planning norms, Which had reached 'a high level of
development by the snd of the 1%th century. He supervised
Behrens ' German Embasey for Bt Petersburg,{(fig 4) and his own
Perls house showed he koew b this pianning tradition translated

inte fine building.

Unlike Frank Lloyd Wright and Lutyens who imaginatively developed
extended presonal versions of this planning tradition, Mies later
chose to ignere these principles antd {nvent tha unique ‘open
plan’y (see fig 24.) only to be criticised later for causing

furnishing, privacy and accoustic problems.
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CHAPTER & AN EVALUATION OF MIESS ARCHITECTURE:

Br  EARLY WEIMAR:

& {Blass office bulldings on the Freiderichetrasse)

(aee Figs 9 & 10)

Highly prophetic inventive notion for its time, The massing
however still limited to an “extruded plan’.

1t is a sad irony that Miws van der Rohe's dream of facet.. §lzss

buildings in the {920°'s was to remain by and large an imperactical
o drgam till ten years after his death, until the manufacturers of

napalm were to produce the 'silicone mirscle’.

b. (Brick House, Kosa Lunesbourg-Rarl Leibknecht Memorial)

{ser figs. 11 & 12.)

Shows the distinct influsnce of ‘De St1J1° and also the
beginnings of the theory that was Lo become a Missian design

hallmark - the use of overlapping, interlocking ‘spatial’ arms.

€y (Wolf House, Lange House, Cuben and Krefeld Houses,)

(eme fig 14)

110
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CHAPTER 5 AN EVALUATION OF MIESS ARCHITECTURE:

Contralled brick detalling with modern movemsent $enwsbration -

landstaping minimal. * Demonstrated here is the almost obsessional
care dnd significance afforded to detalling, which assumes almost
nore importance than form-making, leaving the ilepact and feeling

of the overall result rather bland.

C: LATE WEIMARY
{Rarmeioia Favilion, Tugendhat House, Upurtyard houses)

x SeiBy 21 % 240)

“a, - The wlanning of the Tugendhat House im & typical exampie of

flowing modern aovement planning. The opulence of the interior
"has often been cormented on. It began to mark Miea's."love v
affair’ with expensive finishes, It slso Lllustrates the first

use of the star shaped column motif, that was to be repeated -

Latar,

e b et




CHAPTER & AN EVALUATION OF MIESS ARCHITECTURE:

b The Barcelona Pavilion combined apulant finistes with a
special Miesian innovation which was to use space as the ‘de
Btidl like' interlocking arms, between the planar forms. Compare
the brizck howss of (923 where the roomes and spaces are ssparated

by ‘solid wall' inkterlocking arns.

Flat slabmy even marble pnés, that pregister as ‘planes in space’
don’t waterproof sasily, It will be interesting to see how thig
protilem is handiéd in a pasrmanent. way pow that the Barcelpna
Pavilion has been rebuilt.

%
2. The cowrtyard house projects at the Bashaus 1ilustraket -
developmental work which included tha flow of space between the .
ronm dividars as an ‘open plan! arrangemunt. The inside-oudsiye
relation to the courtyards is the first sxample of articulated
landscaping, This phase is also characterised by the deawing
teehnimie gtilising stark charcoal line drawings offset by

eolowrful Brague collage mirals.
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CHAPTER 5 AN EVALUATION OF MIESS ARCHITECTURE:

Br AMERIGA:

a.  THE ILLINOXE INGTITUTE OF TECHNOLDAY CANPUEs
taoe Rlg 28.)

The site layput is sn pttomph to translate the spatial
oxpariments of the courtyard houses into an urban pilanning scale.
the tervain of the campua at 1.1.T. {s flat, Ivcated in. &
depresged area of the gity, with malp roads flsnking ity a
tyhieal planning problem with many bistoric precedents frém ‘the

Renajananue architests to Loubyens. These precedents in planding

for this ncale and btepography are ignored to the detriment of the il

gonlogn. N vislk te this campus recently reveals that the uge of o |

aodior plannidg dmposes pdditional limitations without
eonbribonting much. The ‘space slipping past bullding' theory is

too orlf-invelved ko obfer anything more, and the campus will

alwaye gsuffor.

Y .




CHAPTER & AN EVALUATION OF MIESS ARCHITECTURE:

an Augustinian dactrine)y is not  sufficient to determine good

architecture. The majestic grand wids steps of Crown Hall are

{
¢
Thig site planning ie an sxample of how doctrinal guidance (hars { .
"
{
|
;
forlorn antd erackoed and bhn entrance is no leongor used bexauge pf
i

the inevitable change in planning usm. they siss look very

anagueratod for the oucsaplooal toorist amd Miae devotes. ,}w
§
!
The acadomis Flivkation 4ith stonl and brick detalling ixs j N
1
interentiog bul inappronriate for the stzw and spans of the ‘E!f

bBuldings fovelved. ho buildings and speaces bebwosn thew rewmain

dull dewpito all the polomic,

+*
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CHAPTER B AN EVALUATION OF MIESS ARCHITECTURE:

b

(See figs 37. 40 % 41)

Here we find Mies developlng the very important attribute of
containing, miaplifying and structuring the client-brief
tinducing new real estate perceptions). It is this relationship
with the client, and his ability te achiwve tontrol in.a profit-

seeking speculative arena frought with legislative controls: that

is one of Mes van der Rohe's underrated major achievements and a

renarkable use of neo-philosophisal clout. _f\

By and large thess high rise buildings da nat produce any detail

planning or structural advancements. His work to achieve workable i

eurtain walling and cladding refinements was historically
innovative and significant. Iropically, the long term value of «
this worlk might lie in the proliferation pf the genre to many "‘
cities, and tha moul zaar'chinq'urbar\ planning reassessment that

follawed.

18
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CHAPTER & AN EVALUATION OF MIESS ARCHITECTURE:

£ MOTIF:  (see Flg 42, 2&, 29, 38)

Migs 4o
succassful in utiliaing racurring design motifs: the star shaped
columng the raised podium plinth and extended iow fiight of
stairs (suppasediy derivaed from Schinkel)) and the recossed re-

entrant corner column.

ihis themology' ~ the same ideas used in differept projects -
conveys a messiande ‘volee'y 1t reinforces the idea that one has
invented the best forms, or unsarthed fundamental truths. that
others should uase. It is of value to pontificators ta have a

series of image-building logos.
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CHAPTER & AN EVALUATION OF MIESS ARCHITECTUHE:

Fi URESN, PLANNING: (see fig 34.)
Miesian urban planning ideas are best i{ilustrated at Lafayette
Park, bDetroit. The design is successful because of the many
mistakes it could have made and dnes‘ not make. Pedestrians are
separated from vehicles and the majority of buildings are low
rise with a passing relationship to the enternal garden space.
Tha buildings themselves remain bland and undistinctive, and
their positiohing samewhat hesitant. The tradition and expertise
in lardscaping that exists in America contributes strongly to the
success of the project. The praise heaped on this project by
Peter a8 Alisdi Sfithach must be a sad comient on the state of
swban design as. they know it. The lack of ‘private enxternal
space’ in a low rise development will in all probability give
rise to future tser transformations to the detrigeht of the

schemes homogenui by,
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CHAPTER & AN EVALUATION OF MIESS ARCHITECTURE:

G:  BTRUCTURE INDUCED DESIGNs

a. (Farnsworth House, Biccardi building, National Gallery -

Berlin.) (ses Fig 42, 31, 36, 38 & 3I9))

The Biccardl Puilding (1‘?5?‘) in Santiagas, Cuba was a pracursar of

the Nationsk @ailery fn Berlin. The massive, goffersd Q-way roof

slab with wide spans parched gn star shaped pilotl offered wide
tantilzve’ overhangs and was fo be conglrieisd utilising
reinforced concrete. Mies spoke of the 'piastic possibilities® of

congrete but would not be side-tracked by this potential. Thisn

prEsEOnEeivied Jestan. vision was to re-emerge in steel with the

National Ballery Berlin. Here column spacing and the column to
beam junctions are designed to exploit the visual, not the . S

structural qualities of stesl. The “high-tech’ visual image was . !

vary successful (and gontindes to be), but the jwttapssition of

strel swctions and largs glass arvas reguires complicated and

enpensive detalling to achisve a mimple junction, and thus the

clran look. The interiors have too muck light and too 1ittle

insulation. It is costly to have God in the detalls.

I# i+ iteresting to compare the differences in proportion and

massing of concrete (Biccardl) and steel (National Gallery)- both

-

have an overpowering strength gquite oblivious of the building’

A 118




CHAPTER & AN EVALUATION OF MIESS ARCHITECTURE:

intended function.

b (Crown Hall, ¥antor Drive-in, Chicago Convention Centre,

Museum project ete.) (see figs 29, 30, 31 & 37)

The wish to achieve unobstructed large spaces led to the
development of the over-rogf portal btruss or beams and roof spate
frames. These soclutions are Engineering fantasies which often
exaggarate the need for flexibility and do not recognise the
inherent need to articulate space. The wajor activities of the
National Gallary, and Crown Hall take place in the basement and
the voluminous space under large expensive spanning structure is
largely decorative.
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CHAPTER 5 AN EVALUATION OF MIESS ARCHITECTURE:

@r  BIRUCTURE_INDUCED DEBIGNs

A {(Farnsworth House, Plccardi building, Mational Galleey -

Berlin.) (see Fig 42, 31, 36, 38 & 39))

The Bievardl Bullding (1738) in Santiago, Cubas was & precursse of
the National Gallery in Berlin. The massive coffered 2-uway roof
slab with wide spans perched on astar shaped piloti offered wide
cantilever ovarhangs and was Ao be conshructed utilising
reinforced concrete. Mles spoke of the ‘plastic possibilities’ of
conerete but would not be side-tracked by this potential. This
pra~conceived design vision was to re-emsrge in steel with the
Mational Ballery Berlin. Here column spacing and the column to
baam juretions are deslgned to exploit the visual, not the
structural qualities of steel. The ‘high-tech' visual image was
vary succaasful (and continues to be), but the jurtaposition of
steel sections and large glass arvas regquires complicated and
anpensive dekailing to achieve a mimpie Junction, and thus the
clean look. The interfors have toe much light and too l4ttle
insuiation. It is costly to have Bod in the details.

it is interesting to compars the differences in proportion and
massing of cancrete (Biccardi) and mteel (National Ballery)- both

have an overgowering strength guite oblivious of the building’

ERE:]
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CHAPTER & AN EVALUATION OF MIESS ARCHITECTURE:

intended funttion.

b, (Crown Hall, Kantwr Prive-in, Chicage Convention Centre,

Museun project ete.! (see figs 29, 3JI0, 31 & I7)

The wish to achieve unobstructed large spaces led to the
daevelapment of the over-roof portal truss o beams and-+oof gpace
fre. ~m, These snlubtions are Engineering fantasies which often
exagygirate the need $or flexlbility and do not recogrise the
inherent peed to articulate space. The majur activities of the
Mational Ballery, and Crewn Hall take place in tha basement and
the voluminous space under large ewpensive spanning structure is

largely decorative.

e
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CHAPTER & AN EVALUATION OF MIESS ARCHITECTURE:

€. (Barcelona Ghalr) (sse figs 19 & 33)

The Barcelona |:hai‘lr repeses in ante-rooms throughout the worid as
a batge of pr,arfectﬂ'rczﬁ. Preople are Uncsncerned that ‘the elegant
machine look can only bas achieved by hand grinding in a
poainstaking way, or by the lack of bracing that will zause She

wterl 1egs to eventually creep,




CHAPTER & AN EVALUATION OF MIES'S ARCRITECTURE:

_AND_CONSTRUCTION:

"Ruskin had quite romantic views aboubt art, he says you knov,
gvery decoration should be thrown out i 1t does not support the
constructiaon, and look what be did himself, It is very !t}'anqe
that someone can have a clear idea and work in a different way,
becausg he 18 a son of his times",

(Shankland: 195%~ interview BRE Srd Programme)

We too find Mles most obldgue when we consider his buildings and

his attitudes to gonstructien.

Mies had in his sarly years produped some neo-classical designs
{eg the house for Madame Kroller-Muller and his entry for a
Bismark sonument)y, but by the middle 20's he was clearly immersed
in and part of the aodern movement rhetoric about construction
and style. “ihese pro-crustean mubilators® as Mumford was to
refer to thur ster were to lop off all Vdeeoration® ip the
notion that thuey could invent everything anew, new planning, nhew

forms, new svery:hing. (Munford: 1988)




CHAPTER B AN EVALUATION OF MIESS ARCHITECTURE:

The debats about honesty of construction and new forms being
generated hy the new technelogies surged around Mies in the early
Weimar and his later teaching years, We now see with hindaight
that, as with pre‘vinus styles, this was not a rational insight,
but rather a umr_i’arn;st preferred image. The tone uf Mies's

statements paid homage to this polemic.

Whenever technology reaches its fulfilment it becomes

architecture. 1t is true that architecture depends on facts, but

the real world.of activity is in the realm of significance.

ferhnology is - jan a method, it is a world

itmelf, (Bpasin. . ddbs - -

Mies is sguarely in the modern movement's celebration of '

construction and technelogy. Hism pronouncemsnts however sound

like a complex musical chord alluding tp overtones of his

philosaphical schama.
It is probable therefors that certain paradoses in Mies's wark in ‘n{'i.
this ragard vere deliberate but no less perplexing in the 4

following ways:

pR-i]

-ra.




CHAPTER & AN EVALUATION OF MIESS ARCHITECTURE:

N He was aware that the i{dealistic architect of that era spoke
of “honest interpreta fon of structure'. If he was no apostle of
this ductrine he made 1ittle effort to repudiate it, on the i
contrary many of his statemepts on construction; while contalning .
ambiguities, foskered the notion of honeet and truthful
expression of materials and structural forms. While there may be
allusions to poetic expression of structursl form, these are
located generally among statements of appropristeness apd honesty

af purposs.

b HMigs of all the modernists (who rejected a prior historicist

preocoupation) harked back to a past, to Schinkel in particular

who was nro~classical, and to universal teuths,




CHAPTER & AN EVALUATION OF WIESS ARCHITECTURE:

[ Nearly all his bulldings contain obvious examples of
‘struckural dishonesty’ or of structural priorities being
relegated in the guest for a special purpose or séfeck, (ses figs
2&y 29, H1 % 33)

OrF of cases where structure wes applied decoration even £hough

structural reasons could be adduced. "We looked at it on the

madel without the steel sections (1 beams) attached to the corner

columns and it did not look right. That is the real reascn. Now
the ather reason is that the stesl section was neaded to stiffen
the plata whizh covers the corner column Bo this plate would net

rippla, and alse we needed it for strength when the secticns were

holsted inte place. Now oFf course that is a very aged reason —

i but the other one is the real reason."{Blaser:1968)

d. Hie charcosl drawings and his form preferences may have been

sparse, {see fig B) but his choice of finlshes and textures in the

Tugendhat House, the Barcelona Favilion and the later Seagrams

4 budlding were sumptuous and highly decorative. High class and

expensive finlshes were sanctioned an leoltimate decoration by

some of ths modernist thewrists,

i
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CHAPTER §& AN EVALUATION OF MIESS ARCHITECTURE:

v

Mies's statements on construction are easily (and’ perhaps
deliberately) misinterpreted and must be seen in the context of
his neo~religious philosophy -when Mies says "God is in the
details™, he was not referring to the deification of
constructional elements, but rather to his wholeiwt and idealist
preferred form of clarity and order, ie the details should
Feirﬂarce and support this vi:aualr {Miasian) imagery of clarity

and ordar.

When Miss mays that he is not interested in the "invention of new

forms", he is saying that the forms should be part of a whole

family of forms making one compos
“free invention of forp’ such as may have been claimed by
exupressionism etc. Clearly there were forms that Mies didn’t
like, perhaps because they did not belong to some overall order,
these are the forms he considered to be a needless invention.
Migs of course alse invented forms or re-structured forms to sult
his purpusks bul considersd his inventions to be legitimate,
being part of an overall design or intention. This viewpoint was
oupressed as the need o refine existing fores rather than
indulge in the erxhuberance of new form making. This control in
design may have been a refining process but alse collected around
him azolytes who could be made to believe that dull was beautiful

beeause it accorded with this Miesian philosophy.
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If therea were verbial paradones inherent in Mies's aphoriems and .
statements on congtruction and design, thers was certainly no | ; 1
mistaking the tone and this tone was ‘honesty’. Hig honesty was
appealing and deeper than other peoples honesty., If §{t wasn‘t

honesty of construckion in its narrowest interpretation, {t was
honesty of a pegudt-religivus order or  ‘pseuds honesty’. This

baffling stance vias to misdirect many a Miesian critic, then and

I nov.,

. N We have tiscussed what Mies might not have been doing or what he

might have pratendad to be doing, but what in fact was he doing?

] He was creating a Miesian ‘constructivist iconography’.

1t was a language or semiotice of constructional honesty.

e o Throughout Miss‘s work we sse a pallete of ideas which br re-uses
5 again and again — the planar wall slipping past the end of

anpthrr, the straight portal or virindeel

frame acting like a suspension bridge, the detight in the RSJ

saction and its use as a decorative motif etc. (see fig 42)

This conskructivist iconography added up to a series of preferred

picture frames which tould hold mwst end-user variables, and the o

philpsophy dictated that the contained parts should be consistent J

i
|
o
with the containing frame. Py
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i

This system @f design had nany benefits. For one, architects and

designers always worried about thelr creative potency could work i

within a framework that required less innovation, a sort of

adherente Lo new orders. Design becams respectable, businesslike o

and less arty.

Biaple Bhgineering norms, {eq truss and bracing illustrated in
most textbooks) ware given spiritual value. BDiving absolution was
there for those who were simple and stralghtforward and alse

regrettably for those who were dull and less imaginative.

1t is pot surprising that the Miesian design and sonstruction
{nrmula‘\prm*ad very contagious. Architects found comfort in
applying the formula, engineers werg transformed into aesthetes,
the property deveioper and the component manufacturer tould make
protirs and be god~like as well and the American public discerned

a breath of puritan fresh air in their aver-chaoki< cities.

i The Miesian ‘system’ could be and was applied to almost any

situation, fram an art gallery to drive-in restaurant or school

of architecture, and contradicts his well known statement thats
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"I would not build a chureh &s a movie house and I would not
build a factory as a church, so we make a clear distinction what
value these buildings are. Thers is not a only a hiegrarchy of
values, there is a hierarchy of wofks toa."

(Shaniland: 1959)

Adherence to Mies‘'s formtla hecame like the wse of a p  .@rn

book, like the use of orders in a style. As a style it had many

virtues but also certain significant failings. The building were s

easily described in 2-dimensions which was easy to conceive on

the drawing board and the to. &»anslate into practice. It did not

facilitate the crestio b Qe I~dimensional pr sculptural

form or transition betu aces as contained in say Le

Corbusier ‘s architecture. ’t
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He o HUNMARY:
The work of Mies van der Rohe regardless of philosophicsl
origins, argument and counter argument s characterised by the

foliowing attributer -

1. 1t remains empirical, contextual and with problem selving

end goals.

2. 1t is structurally generated and induced.

3. 1t is congeried with the assemblage of compohints.

a. The blandness and asceticism s stylistic.

5. It utilises expensive finishes and processes te denote

exeellence.

However , notwithstanding inconsistencies in his philosophic
approach amd the questibnabless of this philosophy particularly
as it influenced his followers, his work does demonstrate the

following distinet virtues:-

A
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1. The buildings, swpecially the photographs of them, continue

ta have a profounsd artistic guality,

2. Mies had an instinctive insight dnto form and symbol that
would have prestigious and popular sppeal.

N Careful consideration and devetion to detsil are pre-
requisites for any architecture. Miems's care anZ attention to
detall formed the foundation upen which he could build his
thuories.

4, A strajghtforward architettural solution requires the

minimal intrusion to be a good solution
S Much of what ilies said has enduring relsvance, and should
not be automatically discounted if some of his ideas are now

quastioned,

-8 Mies was prepared to be innovative in incorporating usages

and spin~offs from enginesring and other disciplines.

T Mips was prepared to focus his effort and talent o

‘mpeculative’ ar any building type or market,

L3¢

P

=g, s

¢
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THE CRITIGS EXAMIMED !

It is worth presenting a sanple of the extensive literature

evatuating Fiss ~ both positive and negative - to give a flavour
of the type of discourse surrounding such a seminal figure. The

putrpose 1s to exapine the evaluations rather than the works

: themsalves.
P
i
¥
o
R = For example, the tributes to Miesm:

Bintried Bideon:

Mies’'n great integrity of form exploited the essence of

mederh technology. o

Werner RElaser: (#iaser:1565)

Mies recognised structure as the basis of his construction and

raiged it to a level of an art. There was construction in the way

- Mies thought, acted and talked. His aim was to evolve a clear

] D wimple structure, amidst the confusion of the eternally new in
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which we live.

Professor William H. Jordi: (Jordisi968)

tudwig Miss ven der Robe probably had the greatest impact on the E‘W
architecture of the large 20th century structures in the Undted :

Statews, his adupted country, and abroad. He was recogrised as

the high priest of the so-called international style - the

unatlorned steel framed glass box that looms as visibly in
Nairobi, Tokys and Caracas as in Berlin and Chivago., Mles's Ey
language must be judged firstly by lookipg at those buildings

clasest to Mies in that they both frankly resemble his work and

partahs 30 .ume measure of its quality., Thus to mention enly the

Familiar vanguard, there is the Eerio Saarinen’s General Motors

Tothnical Gentre. Thare are the best business builgings of the .

sizable Firm of BSkidnore, fwings and Merrill, as inspired by the ,")
leadership of Rordon Bunsheft. There are the suburban houses of

Fhillip Jdobpaon (who wrote the first book and collaborated with

Mias o Seagrams

M
3
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CHAPTER & AN EVALUATION OF MIES'S ARCHITECTURE:

Mips's neosla

whith he conceived his architectural vocabulary. He was also
profoundly neoclassical {n the way he sgueezed different types of
experisnce from his universal image. I his emptional range was
narrow; L was the very narrovness which made his point. He did
not turn somersauit to create a new experience. & change of
material. a shifl af proportiens, an adjustment in profile, a
realignuent nf his simple masses and - with “almost nething” -
what was. bhecomes something new, whilst yet remaining essentially

the mame.

Peter anr Alison Seithsoo:s (Bmithaon: 19733

Mims s immsrtality, neutralising skin and open space strueture mf’

the urban layout. The essentialist use of materials - the
thingneas of hrick., Lafayetie Park is gertainly the most

civitized dwilling this quarter of the century.

icism was only partly apprehended in the manner in’
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From criticisme, when the tide of almost universal pralse bagan
to turn, we take the following:—~ {my comment follows between

brackete) .

1. Frank Llayd Wreight had some oukspoken reservations, which
reflncted sooial and politicsl differences. He stated that the
"international style is totalitarianisa". “"These Hauhaus
architects ran from political totalitarianism in Bermany to what
may seem as their own totalitarianism in art here in
America. . "dhy do I odefy and distrust such ‘intersaticnalise’ as
I do communisn? Because both must by their natuwre do this
levelling in the name of civilisation"..."The promoters of the
internatianal style are not yholesome peopls". He also suggested
that Mies had invented a "new classiclsm' and described his work

ag "flat-chested".

(Frank Lioyd Wright was commenting in the McCarthy anti-communist
witeh hunt era and saw himself as the propagandist for
arabitectuwral {ndividuatity. His comments do not reveal any

deaper understanding of Mies's architecture.)
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R The editpr wf the magazine “House Beautiful' beocame
embroifed in an ideolegical dispute with Mies van der Rohe, with
‘House Beautiful’' championing the tastes of the man in the

street. (Bordon: 1993

(The magazine was contemptususly dismissed by Mies and his modern
movemgnt puritans.  The issues of this cispute look differant
today, wikth a rediscovery hy architectural theorists of
‘histericist’ motif in ‘kitsch’ and a less judgemental attitude

to Cpopular’ taste.)

z. Pr Edith Farnsworth as a disi, lusioned client was to say 9t
thought vou could animate a predektermined classic form like this
with your own presence. 1 wanted to do something meaningful -

and all | got was glib false sophistication® 'Less is not mare,

it is simply less®,

(Dr Farnsworih's belated insights becawe clouded by a fees
dimpute {which she lost), amd the fact that she musht have been
such & willing cohort initially. If there was a lack of

sophistication in the sweercise she certalnly conkributed to it.)
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4y Dther critics such as Lewls Mumford (Mumford:1958) were to
vrite: "8ince khe 17th century we have been living in the age of
systom makers, and what is worse system appliers, the procrustean
matilators of life who lop off its essential irregularities to

it A wingle seh nf principles and ides) mnds. Utilitarianism

with {ts crass mechanistic notidns of 'efficiency’, 19th century
utilitarianiwe, Happens £o be alive and waell in the 20th century

under the guisw ob technocratic scientism. Mies van der Rohe

used the facilities offerwd by stesl and glass to create elegant
o mornupents of nothingngss, They had the dry sbtyle of machine
forms without Lhe contents. His own chaste taste gave these

nollow glass shells a crystalline purity of forms but they

{} enisted slone in the platonic world of his imagination and had na
relation to site, climate, insulation, function or internal

activity. "

P ;
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(1 according to Mumford Mies's architecture had sucr; little
relevance or appropriasteness, it is surprising that his imagery,
ideas about space and particularly his skin detalls for high riss
buildings wers found to be useful precedenis taken up and used by
50 many architects throughout the world. Mumford aleo does not
give Mies craedit for having identified a slick high tech imagery

witich has had and continues ta have world wide appeal.)

= Rotert Veanturi: (Venturitl946) "Rationalizations for
simplification are still current., Paul Rudolph has clearly
stated i s’ ;‘:Dint of view: "All problems can never be
solved...indeed it is characteristic of the 20th century that
architects are highly selective in determining which problems
they wish to sclve...Mies for instance makes wonderful buildings
only hecause he ignores aspects of the buildings. If he solved
more probimms his buildings would be less potent’. When maders
architects righteously abandoned prnament on building, they
wnconsciously designed buildings that were ornament. In j
promoting space and articulation over symbolisa and ornament,
they distorted the whole building into a duck. They
substantiated the innocent practice of applied decoratien on a
conventional phed and the rather cynical and empensive
dirtortions of the progranme to promote a ducks mini-
megastructures are moshly ducks. It is time to re-evaluate the

ance horeifying statment of Jobn Ruskin that architecture is
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decoration of construction, but we shouwld append the warning of
Fugin: it is allright to decorate construction but never to

construct decoration.

(Un Seagrams): "I mbdern architecture we have operated too long
under the restrictions of unbending rectangular forms suppdsed to
have grown out of the technical requirements of the frame ang
mass produced curtain wsll. Kahn once said that the Seagram
building was a beautiful lady with hidden corsets. Mies allows
nothing te get in the way of consistency and order, of the point,
the line and the plane of his complete pavilions. If Weight
camouflages his circumstantial exceptions, Mies excludes thems
Ipss is more. Singe 1940 Mies has pot used 2 rircumstantiszl
diagonal, and in his court house project of 1930 the diagonal is

the function of the free plan rather than & condition of the

circumskantial.

i
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The ‘doctring’ bemoans complexity and justifies exclusion for
mipressive purposes. It does permit the architect to be highly
selective in determining which problems he wishes to solve - he
can axclude important considerations only at the risk of

separsting architectwre from the experience of life and the needs

of society. -

Less may have been more, but the 'I' section of Mies’s fire
resistanl columns, for instance, is as complex ornamentally as

the applisd pilaster on & Renaissance pier. In fact ‘less’ is

tmore work ', ¢

Where sioplicity cannot work, sippleness results, Blatant

simplifivation means bland architecture. Less ts a bore.®

Venturi falle into the trap~ trapped by a superficial

understanding of Mirs's philosophies. Mies would have

atknowledged the complexity of his details, and he most certainly
saw the “ornamental’ in his buildings. He pven admitted‘ to using ;’
(and the nesd to Gse) structure ornamentally. In ;'E-Férring to ,
tessentials’, to various forms G‘F Tarchitectural ascetism, Mies

is actually referring Lo & type of order, ap order of priorities

¥ you Like - in fact a Megelt n order, which was supposed to be

2 way of seeing the problen, of ordering it, le sioplifying it &
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and thersby taming it. Mies, Rudolph, and all other architects
knaw that “"all problems can n’evur be selved”, and most clients’
briefs are s hopeless conglamerate of conflicting needs, Mies‘s
skill lay in using his idiosyncratic loglic to impose a restraint
and discipline on the client brief to enable him to make the most
of a straiql;l‘vnr'we«rd wolution. Verturi is too emotional and self
assured i) support of the cause he espouses to comprehend Mies's
use and handling of the concept lwss is more. VYenturl like Mies
falls into the trap of using glib aphorisms that are mere

impressive than convineing.

Venturi states that poet after ppet has chosen paradox and
ambiguity rather than plain discursive simplicity. It is not
enough for a poel to analyse his experience, breaking it up into
parts as a seientist does ~ his task is finally to vnify his
experience ~ he must dramatise the oneness of his experience,
aven though paying tribute to diversity. Venturi right hardly
care Lo adnit it bubt the sbove theses is almost precisely what

Mies is attempting ko da.
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6. Hernerd Rudotsky: (Rudeofsky:1969) "Tall buildings are a
padestrian bane. Their acres of outer walls deflect winds
downwards, mdtiplying their <Furce,‘ making walking on the
windward side a torment. This funneling action has been known
ever since the first high-rise buildings made their appearance.
Pore than sixty years ago a guidebook ratled attention to New
York‘s Flak Iron Bulldings (a mere dwarf by today's standards)
witlh its "curious effect in increasing the vivlence of winds at
its apest, so that during a storm people are sometimes whirled off
the sidewalks". Sipce then air turbulence in the tity's canyons

has been magnified, and artificial squalls have been buffeting

the man in the straskt. Ms If to mock his plight, architects have:

placed ‘plazas’ for his pleasurs at the foot of their man made
mountains. [ . the process of simplification of architectural

problems we might often oreate irrelevant solutions.”

S
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(1t iz very fashionabile to show Seagrams,; Dominion Bank Tawers
Toranto, et and to blame Mies for this urban blight, High rise
buiidings esisted (as Rudofsky admits) long before Mies, and many
other architects wers equally culpable. The real culprit of
course is arban zoning and planning rséulattons and the high cost
of real estate that makes the high rise inevitable and even
digtates the overall form and preferred building snvelape, given

the anderiying enabling technology existing in the 20th century.

Miws has attractet notoriety in this regard berause of his skill
in producing an elegant solution, where most architects have even
failed at that, Mies of course ’divﬁ not recognise the inherent
defects of the high rise, which later generations are so
concerned about (but for which they still have no answers). This
building type is today all top often dismissed as speculative
cammercial stuff. Mies must be given credit for having stepped
inte this most compromising arena to produce an architecture that
aceorded with some aspects of his (slippery) philosophy,

satisnfipd the clignt and is still admired today.
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7. Manfredo Tafuri (Tafurizi97é)e-

"To thelr absoluvie asemantip quality the Seagrams building in New
York and the Federal Centre in Chicago are objects that ‘exist by
their own death’y only in this way saving themselves from theis

cartain fallure,

(On Farnaworth) "Mies’'s conception of space as a horizontally

fnfinite layer vhere stalrcases never rise 10 a two storey

volume, and indead where two-storey volumes do not erisi.™

(Bad “semantic’ buildings also have a tombstone-liks quality, the
sort of over-ornate ridiculous tumbstones that are

unintentionally funny. Tafuri‘s comment on Farpsworth is an

interesting obaervation but not necessarily a critieism.)
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. Peter Collins: “The lesson of literary sincerity is when an
artist becomes B0 priggishly aware of his own singerity that it
dominakes his work, other values of equal {mportance become o
pushed into the background; while no-one will deny thsat the
architect must have integrity to achiove greatness, this i
integrity must be incidental to his desire to please, Lo create g

environments which will give genuine plegasure to those for whom

they are buiit,"

(Mies would have agreed with Feter Collins’ remarks, which are
the sort of truism thak every architect subseribes to without ks

being aware of his own abuses.)
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9.

The most remarkable sbout-face in architectural evaluation

vredrs with Peter Blake who in the ‘Master Builder' series

(Blake:1960) quoting liberally from Mies wrote:-

[{:}

The most important guality of Mies’'s work is ita apparent

timelpssness.

History is of cowse on Mies's sidey no-one remembers if the

Farthenon worked well.

The most seld effacing architect of his epoch, the only

architect modest enough to create an ananymous architecture,

I;Iies beaan to think in terss of structural honesty and
tlarity; Less is wore’ ~ Mies a man of few well chosen
viords, “Bkin and bone construction . 'Everything depends on
the use of the matarial not the material {tself’'. ° fhe need
of our epoch ~ the mass nesd for shelter, and the free
individual human nesd’'. Mies was never tempted to wander
into Lhe Disnpyland of architecture. There are laws that

demand responsibility, clarity and intellectual order.

Hins f2it that if you are an architect you might As well

treat your mite architecturally, rather than let your site




t
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swallow you up in untraomeled contours.

Then in 1975 the same Peter Rlake was to write ip the

Atlantic Magazine (followed laker by hiw book ‘Form Follows -

Fiasgn ')

19 ta)  nothing we were taughi by ocwr betters in architectural
Y schonls has stood the test of time. There is a great
¥

temptation for a professional man to commit oneself to the

dogma of ane‘s youth, and then to bulld one’s entire work on

s that dogmatic foundation. The radisal dogms is likely to
37' . make you Teal young and daring even after yon have becowme ,
] j\ 5 middie aned and timid.
3 J«y".
’ () Struckure is not the sthic of architecture; most buildings l";i |
’ totsy are shaped sore significantly by plumbing, wiring and e
S air conditioning than 'skin and bones’. .
:;,' Abhepts bo mipress struckure have made bulldings swpensive. v §
. . In a real world all alass buwildings leave something to be ;a h
13 ; desired, inside and across the street. ;" A
g
5 L
i
5
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Tha ground floore of bur buildings need to be tightly
structured spaces not pilotis or wind-swept plazas,
High rise buwildings are a disaster to live in (Frutt-Ingoe,
St Louisg) ~ a monument to the failurs of the well

intentioned {dealistic planners of the 1980°s,

(Putpr Blake’'s prose is emotional; his later criticisms
contain as ouch debateable comment as his book of praise in
156D, Blass buildings continue to be fashionable, utilising
special glasses with insulation and reflection proparties
and new synthetic sealapts. The debate on high-rise is not
aver as the world shruggles to limit time and energy waste

in zuburban communication networks.)
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The Critics Grid

siped.

The modern mopvement is blamed on Mies. But tha modern movemert
was part of Lthe 20th century’s technolegical revplution arising
from the irdustrial revolution and urbanisation, which brought
abvut immense changes in population and standards, The sheer
sealg aned volume of building has swt it aside as a special period
1n the histery of building. 1ts theories were formulated in the
19th cenkury, and all architecte of the present century have been
obliged tu become invelved in some way. Mies tried to give it
respeotability, religio-philogophic justification, imagery and
heauty. 1o blame Mies for the sddere movement is like Blaming

the ship’s purser for the sinking of the Titanic.

Un t%e winle, zcriticisms of Mies do not appear to be scholarlyy
they are generally as superficial as the aphorisms thay
criticise, and as such do not reveal sufficlsnt insight inte
Mies's philosophiss. Criticism often provesds by allegiance,

tmking the fo ., of one sst of Fashionable ldeas disparaging

another,
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Mies had much an srticulate philesophy, it is surprising that
critics do not seem to have come to grips with it more. What
level of philosophic discussion was there? Were his ideas
carefully scrutingsd and assEsaed?’ Were they related to broader
levels of cultural discourse? Did critics examine their own
philosophies?

The pictuw e sesms to be that critivs looked — with whatever view
they bad ~ st Mies’'s building selutions only, and then advocated
or hinted at other building solutions, based on ather
philosaphies which are also not explicit, but are there =1l the
same. In this way architectural aritics, for or against, are

idenlagical.

e entire modern movement was underpinned in fact by ideology
the ideslooy wf ‘realism', of which Mies was certainly the most
strikiraly articulate proponent. Acterding to this doctrine,
Ehere is momathing concrate and obiactive ‘put there’, something
technizally and socially determined, which is ‘reality’. When
Migs says lhat "architecture should be related only to the mast
significant Forces in the civilisation®, he contends that his
Torm-making grows witnout a gap from this ‘resllty’ - that there
is an unbrokon continuum joininn it to himself as thinking

subject. Its conkent or ‘funchkion’ determines form.
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Migs had such sn articulate philosophy, it is surprising that
critics do not seem to have some to grips with it more. What
level of philosophic discussion was there? Were his ideas
carefully scrutinised and assessed? Were they related to broader
levels of cultural discowse? Did eritics examine their own

phiiosephies?

The pictuwe seesns to be that vritics looked ~ with whatever view
they had ~ at Mies's building solutions only, and then advocated
or hinted at other building solutions, based an other

philosophies ahich are also not explicit, but are there all the

same. In this way architectural critics, for or against, are
. -igeological. -
- Yhe entire modern movemert was untderpinned in fact by ideology -

the ideology of ‘realism’, of which Mles was certainly the most
strikinaly ariiculate proponent. According to this doctrine,
Ehere is somsthing concrete and ohisctive out there', something
terhnically and socially determined, which is ‘realitv'. When

Mips says thal “architecture should be related only to the most

f significant forces in the civilisation®, he contends that his
- fForm-making graws without a gap from this ‘reality’ ~ that there
is an unbrobun continuum joining it to himself as thinking

subject. Its content or ‘function’ determines form.

FgE
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PR

Mies tried Lo give the impression that correct architectural
design was somehow ‘natural© or ‘logical’ — that he, the
architact, had merely taken dictation from a truth~telling force
in spciety (in this tase Lechrology and the social relations
surrounding it).  Truth and beauty were attained in this way
{"truth is the significance of facts®), and not.by. the inventing
of an imaginative subject (it is not the task of the architect

to invent forms") (Blake:1960).

He would vhviously concede, if pressed, that he designed a
building, huk the doctrine he persenified tried to prevent that
wuestion from arising. He ‘vosdeded as though his particular
form or style arose so spontandaisly from the "spirit-of the age"
that the gap between it and his style seemed to be closed. His

aun imeginabion and creation was presented as reality.
Even it we bolieve that an age has a spirit, we are not bound to

beliove bhab the only thing creative work can do with the spirit

is to exemplify it!
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Mige was brying to gain for his architectural preferences

sonething of the authority of eternal verity. Ideslogy when
praswnted as bruth in this way conferred design power. This would
be merely of academic interest 1 an abstract debatg was all that

vk at stalke, - if thess aesthetie pripciples had not become

u i buildings.

g
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CHAPTER 6 CONCLUSIONS:  PHILOSOPHY AS A DESKGN METHOD:

Fuapple whoe compission buildings spend a good deal of mopey,
sonetimes more than they possess or arg ever likely to sarn -
this is a terrifying responsibility, and they choose an architect
whé by repute knows 1t all, and who will inspire vonfidence and
support. Sometimes for smaller bulldings such as houses the
elient’s ambition iz for ‘sel? expression’ and justification for
his inner whimg, The philosopbic talk in this latter instance
serves to tell the riient that he 'is’' the profound thinhker he

thought he was.

The Mietzschian aphorism is the ideal balm for the insecuras
client, especially when couched in a manner that alludes to
divine sanction and endorsement.

Faradones can be cleverly stated, reversed if necessary, and all
this clever talk can sometimes take place without really probing

the meaninns of what is being satd.




CHAPTER 6 CONCLUSIONS:  PHILOSOPHY #S A DESIGN METHOD:

Every momentous shage in the building is further endorsed by some
clever rhetoric, ~*God iz in the detailas" sald Mies. (Blake: 1960) e
Migs want as far as giving Breco~German philesophic meaning to
ordinary words such as “beauty’, ‘truth’, ‘form’, ‘‘facts’,
‘urder’, ‘wlarity’ and ‘reason’. This could be a slippery act, as pro 1 1
b would talk about ‘structural honesty’ in the ordinary sense of
the word ehen it suited him, then wax metaphysical when trapped

by some inconsistency.

Wrs Phyllis Bronfmap Lambert (daughter of the chairman of the
Baagrams Uorporation), was supposed to have done a grest deal of

i
i
research before choosing Mies van der Rohe. (See Fig.4e) Her 1 3

1

chotas @

sy hrave been correct; but 1Ff 80 was correct for reasons

other than his grofound architectural philesophy. If some of

Mies's buildings wers undoubted successes and have a special ;Y‘ (
nuality and gresence, this may be due simply to his empirical it k
attitude tu problem-solving and his fastidiousness at every 0

Ipvel, coupled to an undoubted design flair, His philosophiss may

have wan him clients or even inspired bim to perform as a good

architect, but they are tow spurious and suspect to be given the
wredit.  Philosophy may have been the justification for glving ®
the buildings the attention they reguired. Bood architects may i

perform well for the wrong reasonsa, d




CHAPTER 6: CONCLUSIONS, PHILOSOPHY AS A DESIGN METHOD

An examination of the Mies story ia a circumstantial enamination
of one pt the fouwr ‘Breats’ of this ventury’s architects to
reveal an edample of the integration of philosophy and
architecture, an uncovering of how the ‘mind-sngine’ drives the

applied art and science. The Miesian formuia 48 no longer

faghionable today (although it persigts and iy still much alive).

But in a world that is grappling with {ts own perpledity of

pastmodernism, such an {nterplay of ideas and building form must
be a classroom lesson.

Mies rocheted ta fawe afier Fhillip Jphnson’s first book of

dimcavery in

. Hiw fame has therefore largely been an
Amerivar media creation as well. German Hegelisn idealism might
have died an the beaches of Normendy and in the streets of
Stalingrad until Mies inveked it in srehitectural terms to give
seer~like vision to an uncynical Amerigan bullding public,

1t woudd not matter that the think tank of architeczturasl
criticism and philosophy was located tn Americs, in American
publicationg or their Buropean couwnterparts, if these
coantributions vere multi-facwbed, all embracing and critically
incinive (they are now isproving). This swggeats more criticism
abd & richer level of philosophical insights would be bepeficial

to the interplay of architectural theories.
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CHAPTER & CONCLUSIONS:  PHILOSOPHY AS A DESIGN METHOD:

an examination of the Mies story L8 & sircumstantial examination
of one of the four ‘Greats’ of this century's architects to

reveal an example of the integration of philaosophy and

architecture, an uncovering of how the ‘mind-engine’ drives the ﬁ'

applirg art and science. The Missian foraula is no longer

fashionable today (although it persists and {8 wtill much alive).

But in a world that i grappling with its own perplexity of LA
postmodernism, such an Interplay of idess and bBuilding form must

be a classroom lesson.

Mies rocketed to fame after Fhillip Johnson's first book of

discoavery in V947 His fame hay therefore largely been an !
American media creation as well. Berman Hogelian didealism might ?
have died on the beaches of Normandy and in the streets of 3
Btalingrad until Mies invoked it in architectural terms to give o
arer~like vision to an uncynical American building publie. i
1t woudd not matter thabt the think tank ef architectural
criticism and philesephy was located in America, in American »ﬁ
publications or thelr Eywopean counterparts, if these il

contribublons were malti~faceted, al) smbracing and crititally

incisive (they are now isproving), This suggests more criticism

and a rlcher level of philogophical insights would be bansficial

tu the dinterplay of architectural theories, P
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CHAPTER 6: CONCLUSIONS; PHILOSOPHY AS A DESIGN METHOD:

For example Roger Scruton {Scrutons1979) etates thet the Hegelizn
philosaphy wf history has been atbacked, particularly by Karl
Fopper but that only very recently has its consequences for art
and architeuture been critically examined, He makes the very

interesting ebservation that Burckbardt ’stesped in Hegelian

metaphysics’ had a pupil called Wolfflin who passed it on to
Frankl who passed it on to Bledion and Pevaner- thus establishing
the orthodary of English and American architectural schalarshia,

Miegs in faet could rely mn establishment architectural academia

I who would be uncritcal and well disposed towsrds the

rationalisations and explanations he offered.

57 It ia significant to pote that menty of the the publications and
L A articles ontias weitien 1 uncritical allegiance have been by
b “ colleages (Hilbersheimer, Elaser, Drexler, Johnison ete,) or by
ST pupils (Barter, Lambert, Dansforth, Dearstyne stc.) - a anrt'nf
it mutual admiration sgcisty whereas circumstantially, by virtue of
, Mipg and the Medern Movements ability to excise large tracts of
- “f architectural knowledge, these seld aame students might ¢
L i themselves only have had a 'stunted’ sducakion ab best. !
R




CHAPTER & CONCLUSIONS;  PHILOSOPHY AS A DESIGN METHOD:

Higs and the modern movement in their propiganda for special
canses, onitted so many obher architectural ideas, Corbusier at .
the height of fame was asked in Britain what he thought of Edwin

lutyens and his reply was ‘Uul ssk-i1' (who is he). It is

precisaly this sort of arrogatice that has robbed the
architectural devobes ot a proper education, and this {gnorance
bacomes manifest in the bulldings that sre produced, whether in
pastmodarn parady or reflecting glase walls., In many much vaunted

buildings and their assouiated glomsy publications we often sse

¥
ignarant plarming and form development.

gus that good plabning and form development are

linked to oid fashivhned methodelogies which are now belng

deliberately rejected. There are however isclated rare recent &
examples of a successful integration, to desonsbrate that the .
absence of gnod planning is mestly due to ighorance. ;
Mivs' oprn plan 18 now rejected for belny inappropelate for huwman
nems and‘ultmati: ¢onsiderations. 1t certainly’ was an idea and

it cprtainly can stil) be wsed where appropriate ~ the problem t
swEms to be Mies's relentless svapgelism for the idea and its

ungueskioning usage by his acelytes




CHAPTER 6 CONCLUSIONS:  PHILOSOPHY AS # DESIGN METHOD:

There are precedents for every architectural idea in every
fashionable peripd in history and some were particularly clever.

For example, the arts and crafts movement was a laboratory for

apsymmetrical form: cuwrvilinesr shapes were explored in the Art
Nouveau, ang Mr Spang showed us how to design in very tight
#paces. o be locked on to any one set of ideas is often to cut

purselves off from a vast and wonderful hank of other precedents. e B

1t wan be argued that architects have always been and must be the
vendars of illusion and to expect anything =lse is to destray i

thiz illusion. The trauma of bullding has to be anaesthetised

with the bypoderais of 1llusion. Mies Was ap successful, judging
by his acclaim and awards, that this success in 1tself must be

the validation of illusion. What cost this illusion?

i =14
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CHAPTER & CONCLUSIONS: PHILOSOPEY AS A DESiLY METHOD:

Architects have to be reminded that they are still part of .the
human rate and that their ewn interpretations of what they are
deing wiil ultimately be secondary to the judgement of society

‘Ipondeo spirito artis’ (the artist guarantees His expertise) {s
A common law legacy from Justinian which will always ultimately
prevail over fashiopable and selective architectural preferences. 2
Architects musk not only reflect on how they see themselves and &

Lhe world, but alec spare a thought as to how society will assess

them. If they recegnise this responsibility they would want to

draw on ag wide a range of heaan experience as possible,
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CHAPTER 6 CONCLUSIONS: LESSONS FROM PONTIFICATORS

Mims van der Rohe helieved that he had produced & formuia for
good drchitecture. It worked for him (see Fig. 2) and must

therefars work for others.

. hase tried Lo make an architecture for a technological swciety)
1 have wante4y to- keep everything reasonable and clsar,- to have
:an architectyre that everysne can do.

(Spaeth 19847

-

n iater ywsrs he failed €6 Bee his own

camtribution from any other point of view, and fatled to taka
into actount what compromised or lesser mortals would do with his
sysgten - even manufacturers have to ronsider how thelr producks
gy bu abused.

| He wgg. frozen in the modern movement discourse where the well
establisied semictics of planning were playved down ~ enirances or
even phapels did not have any special signification and his
architectwre relled in 8 compensatirg way on the most expensive

and exetic Fini

R And pProceRsses.
Paradosirally Mies s planning norms were relatively simple and
undemendi g (having been developed in the depressed Sermany of

the first vorld war and ite aftermath, where customer whim was




., CHAPTER & CONCLUSIONS: LESSONS FROM PONTIFICATORS:

almo nicely caged).

affluent post~var world was beginning to reguire symbolic

e

3 %‘J remarkable. 1his may also have been dus to ansther coincidence,
) 2 Real ~estate and development coste yoked by town planning
N E strictures.wers to resuit in the architect bsing staight-jacketed
R 4 into the blandest building envelope.
; ' S Here the doctrines of module, bronze curtainwall, ‘I-beam’

that these would ultimately give théese compromises divine

. mesential for his architecture. These structures stand as

.o monuments to the silent aggression of architects who take

of ineffectual architectural criticism.

1460

-

What of his followers? they were to take the gospél ta many
different parts of the world, However, in many cases Miesian

tsuhnology and finishes could only be approximated; a growing

expression and planning requirements were becoming more complex.

The axtent to which the Migsian aessthetic travelied the glaobe was

_Hrcarstion sl e-BeagiEng, RS ta be forlarnly applied in the hope

abselution via the prophet Mizs. These Miesian followers could no

longer hope to sustain the clarity of form or idea that wes so

3 themselves too seriously, and those who germit thew to in a warld




CHAPTER & CONCLUSIONS: LESSONS FROM PONTIFICATORS:

We need to dwell slightly on architzetural pentification:
The student of design is all at sea and faces immunse

paychological tradma and is constantly guestioning and coming te

terms with his ability to design. In this insecure world formulae i
becomse Life-rafts. Hanging on to these life-rafts brings a

measure of comfort and success which is very reluctantly

disznarded, S
The problem is b Jents of architetture do nét i
afterr have an opportunity to put up real butldings until much J‘f

later. Young teachers and studiomasters are themselves as yet
. : retatively inesperienced and can only pass on their own o

theoretical homilies to compound the situatf{on. In the recent

pack.shis Was aggravstey further by many toachers h;v'l'ng been s

educated in an exclusive modern movment cupriculum that

deliberately circumscribed the scope of architectural influentes.

-




CHAPTER 6 CONCLUSIONS:  LESSONS FROM PONTIFICATORS:

The nesd to pontiticate stemn alse largely $rom psychological
aptives and from the fact that architecture is a ‘hungry’
profession. After a long and arducus training the architect, in
order to survive, has to belisvé in himself and convince otherg
into believing in him too. He has to forsge for his prey and don
peacock feathers. His custom will net simply arrive at his door
step ‘having a sore tooth'., The client has to be wooed:and
enchanted inte spending vast sume. of monsy. Mies was no exception
and His stary reveals how skilful he was at wach stage of his
career. This entymological need for self projection can be

identified in moth successful members of the specles.

Another problem sesms o srise Prom the architectural sedia’'s
latching o o simplistic formular and the unguestioned
asceptance of the posturing and trading in other pedples

theatrical «

tume. Simpligtic labels supply a terminclogy for

aczeptar

= give the public something to hang thelr hat ony, a
eriterion for discerning between good and bad, but run the risk
of beconing shibboleths of enlightened taste. Fontification can
ve nothing more than propaganda. There may be value and ideas {p
ather peoples’ propaganda, but 1ts re-assembly in a scholarty way

im s measure of ones Meearnment, ability and training.

Lag
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CHAPTER 6: CONCLUSIONS. LESSONS FROM PONTIFICATORS:

Fashians changs faster than the average person’s lifespan and an
nverzaz‘un\.\s compitment to 8 gurrent fashionable set of ideas
leaves the demigner with no, r energy left to expand his
knowledge ang to equip himself with knowhow that could be useful
in a change of circumstance. Call it ADDS - - acquirsd desion
defiviency syndrome. Feople are of course creatures of their
times, and design fashion is a rich reglu-’m! scernery. When ideas
move on as they must, there ss‘ a vast difference between those

wha are left hehipd who are ethnic and those who are parpehial.

Architectural pontification sometimes reaches the level of a love
poem or ode — when architect and cliest are so much in tune that

thay

eaven-Holding hands, This happens
sometimes with the one-off residence. Client and architect define
& lifestyle and image and speak a rare communicative language and
have the knowing winks of lovers. The problem comes with the wish
to propagate this love potion to others. It is easy to see how
such a personal relationship should be meaningful,, beautiful -

and nen—expartable.

16%




CHAPTER & CONCLUSIONS: LESSONS FROM PONTIFICHTbRS:

We will not escape a class-struckured grouping of srchitectural
values. Elitiwt and espensive architectural colleges will have
different agendas to technical training colleges and night
sehoole. Universities will interpret theory differantly from
technical colleges, and an architecture that fs médht. to be built
vill be different and spoken of differently from amn architecturs
that {8 meant to be asppreciated only as a drawing or idea. That
both exist is fact. It is {pportant however that the

ponkifications of the one should be distinguished % the redes

of the other.

164




CHAPTER & CONCLUSIONS: LESSONS FROM PONTIFICATORS:

The bullding industries in varlous parts of the world vary in the
autent to which the architect can participate directly in the
building process. The architect in India gr China or even
Australia will have a different role from the architect in New
Yoeke The inklusntial architectural media are however geared to &
small elitist Euwro-American comiunity.- Their angst and soul
searchinga may have a message for a like-~trained architect
practising in some other part of the world, but an unedited

The

porep the ideas they pastulate can be disastrous.

medh . wflect & local and sometimes neurotic set N
gircwhstan.«s (eg Michaesl Graves's New York apparel show oo

built as & temple to & single garment). '‘Culiture crings’ will

yaarn far an imnediate idea transplant, Mies van der Rohe in
wdictal citation of untversal truths and universal order would

nat have seen the danger of an unmubtated transplant,

168
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CHAPTER 6: CONCLUSIONS; LESSONS FROM PONTIFICATORS:

1+ there is ‘wulture cringe’ there im also ‘class cringe’ where

the archit

t takes comfort and draws clisntele by baing ‘with
it’ or ‘up to date’ as they and their clients vearn to bae
transported to a architectursal BGarden of Eden. The dresams and
visions of many people ares derived from the magarine. This
iofluence is mosbtly visual and somdtimes the philosophy
amsprlated with these images is misleading and oversimplistic. It
i my opinfon that architects learn, grow. and enlarge on their
ideas moskly threough the actual procesr of building and for the
mnsty part do not need or can actuaily be harmed by other ﬁenpies
philusephies that are uneritically examined. If they cannot build
or ark not satisfied with the wdy their building oppertunities
present themsslves, they will find Mttle lgng-term relief in the
uniguestionegt application of other proples’ experiences. Mies has
gune bt{t there i no shoriage of s;.u:c:e@ding pontificators. The
architents of China are creating an architecturs with the

American mapnazineg am their saln inspiration.
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CHAPTER & CONCLUSIONS; LESSONS FROM PONTIFICATORS:

Architectural students and academics persist in thinking that
architecture is enhanced by & dockrinal purposs, Louis Kabn,
Alde Rossi, Mario Botta, Robert Venturl, Michael Graves asre just
#a few architects who have caught the fancy of the architectural
nedia since Mles van der Rehe, and thay have all professed some
strong philvsophie guidelines. What they are doing must be
Ficher becauss of & Ficher understanding of the bullding purpose
and the spriety which is to use dt. This proposition sesms to be
1mpecm£hln, and enly breaks down clroumstaritially when considered

in the following ways:—

= Thare is good and bad architecture within every mind-set (dtyle
or stylistic discourse). Some reasons for the good or hag ard .
commion to all systems, styles snd mind sets. Architectural
thesries musk therefore always be reassessed and Handled with

care; to sort the useful and valid from the useless and harmful.

= fnod bulldings have an slusive guality of charm and
appropristaness regardless of the nerits or demerits ¢¢ whe
anderlying philosephy that nurtured them, snd conversely the best

thaories can produce the bad and the dull,




CHAPTER 6: CONCLUSIONS:  LESSONS FROM PONTIFICATORS:

~ Architecture can be made with or without theories. Theories are
thers to make design more meaningful and not to detrack from the
dasign because of questionable theoretical validity. (Maybe
theories are post-facto inglghte. anyhow) . Theory may be u
Justifiable through its role of giving design the degree of i
attentioh ond conecern it deserves, however it does not follow

that good buildings must be preceded by spurious philesophy.

~ Architectural polemic ig all to often propaganda designed to M

attract and mesmerize clisnts, and to enhance the architect’s own

professional standing,

~ The philnropbise nf

theory-makers ganarally fall
within a slosed wins-seh, and as such are betker seen as religlon
or articles of faith, and their apologists must be seen as

mvangelists and not as rational thinkers.

=~ the theories about real buildable buildings must be for real

¢
bui ddings and nok confused with phantam theories for phantom
{

buildings.

T

=~ Immodesty may be a fealure of creative minds, but it does not

fallew that self adverbisenent ls subomatically linked to

compritente or talent. “




CHAPTER & CONCLUSIONS: LESSONS FROM PONTIFICATORS:

~ The sophlstication of ths bullding industry will vary, and
modesty in design considerations can aleo be highly regarded,
sumetimes saving the designer from worthless trips.  Thinking
small in & Limited growth soelety, with complex, multi~faceted,
ever changing antd evolving architectural esperience is at least

as worthubile a goal for architects to pursue,

- Prenctup;:«t,{un with smug philosophies often cuts the designer

off from time tested traditions and background.

~ fne set of rationalistic ideas 1a substituted for another,

leatding to rnormously wasteful obaolescence.

- Buildings based on new theory trade mostly on novelty and are
not required to meet the recognised principles of design and

performance assoclated with traditional or vernacular building.

~Btylms {(sigh as the “modern movement’) are characterised very
coarmely, » - mttensive research and development is dismlissed

together with outnoded styles.

~ The pursuit of imagery ig not always consistent with good
builoing practice. Rulldings leak, plaster walls crack, paint
peels antd malnkenance becomes 3 millwtone

1469
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CHAPTER & CONCLUSIONS:  LESSONS FROM PONTIFICATORS:

~ & popular philosophy begets a new fashion which induces the

designer to suppross his patural oreativity in favour of

contormlty.

- The designer is unfortupately left bereft of conviekion and

prifncivle as one tdeal anwwer aupplants another.

- A highly sophisticated design notion 'voncretised’ is an
arrogant and insensitive imposition, that doms not take into

accourt that all the current or future users may not shara the

meiginal swphisticatlan,

~Every building should pass a 'time test machine’y to tenst its
continued use and value after its current planning considerations
change. Heware tne designer or clisnt who 18 unconcerned with the

Building after bis perasonal whims bave been satisfied.

Building probleme ara npt new problems, and when ‘new designs’are
conaidered, ‘invention' ahould take place only after a Journey
thraugh many well established precedente and nob according to the

blandishmenbhs of wsome convincing thespian,

70
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Recent commentatond deem L0 wish fo expunge the e Stijl inlluence on
Mies 'ovendapping planes’ design principle. This plan ond the ime of
14 design show veny 4irong evidence of this influence.
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Later commentatons wax dynical about Mies's use of landscaping. This
exanple faom the Woll touse does not exhibit much sewitivity to
i buldding on sdoping ground,
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