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iharoan’s “Philharmonie” Berlin . On the typology of architecture

Giulio Caflo Argan

Translated by Joseph Rykwert

i e % . f v Lt This article appeared first in 2 volume of essays (edited by Karl
ans Scharoun's Berlin Philharmonic qd]acent spdaces: The ac?ustm condi Oettinger and Mohammed Rassem) offered to Professor }?hnsr
allis now complete and was opened tions proved satisfactory; there were ) Sedlmayr on his sixty-fifth birthday, and published in Munich by -

n October with a performance of . no complaints from either the . g C. H. Esc}{c_m l961-| t mmed' to thuh!rmsht?‘f tordpproach 3 sub.

' . F H - e Ject which is central to speculation about architectural theory both
eethoven's 9th Symphony, conducted * musicians or the audience ?lnd tlher a ~ . in this country and in America—but to do 50 from a rachee’”
y Herbert von Karajan. The occasion - inaugural CanUCtO_V |ef_t well satisfied. unfamiliar standpoint and so contribute a new element to current
as a success for the Scharoun The reverberation time is 2.2 to 2.4 g discussion. JR !
cho_ol. of irregular plan formation. Al seconds, appropriate for most nine- .2 Most modern critics who depend ulflmately on some
he visitors to the inaugural concert teenth century music, as well as

form of idealistic philosophy would deny that an
architectural typology could in any way be valid.
They are right in so far as it would be absurd to
maintain that the formal value of a circular temple -
is increased as It approaches an ideal 'type’ of ’
circular temple. Such an ideal 'type’ is only an_
abstraction; so it Is inconceivable that an architec-

ere impressed by the hall and its 'baroque and modern music. - GK

* . .. tural 'type' could be proposed as a standard by which_
% . theindividual work of art could be valued. On the
. other hand it cannot be denlied that architectural
i typologies have been formulated and passed down
2 in theoretical treatises and the work of famous
J - ~ . architects. It is therefore legitimate to postulate the
~." question of typology as a function both of the
 historical process of architecture and also of the
_“thinking and working processes of individual _
—— - architects. E SO ST
_There Is an obvious aralogy between architectura
typology and iconography: typology may not be a
i determining factor of the creative process, but it is
s ~ always in evidence much as iconography is in
2 figurative arts, though its presence is not always
obvious. How does an architectural ‘type’ appear?
Those critics who would admit that 'types’ have a__

certain importance are those who explain architec-
tural forms in relation to a symbolism or to a ritual

pattern connected with them. This kind of criticism’

‘has not resolved (and cannot resolve) a crucial -

subsequent deduction? This question of precedence
‘Is, however, not decisive where it is considered in
the context off an historical process; when symbolic
content precedes the 'type’ and determines it, this
content is only transmitted in connection with certain
architectural forms; in the same way when the
reverse happens, the succession of forms transmits
the symbolic content in a more or less conscious
manner. There are cases in which symbolic content
is sought for consciously as a link to an ancient _
“formal tradition; such a procedure may become an
“important consideration by virtue of its historical
and aesthetic function. Two test cases of a conscious
linking of architectural form with ideological content
are those of the symbolism of centralized religious
building-of-the Renaissance studied by Wittkower;
and that of a Baroque architectural allegory studied
by Sedlmayr: :
2 i - Quatremére de Quincy gives a precise definition of
‘an architectural 'type’ in his historical dictionary. -
- The word 'type’, he says, does not present so much
an image of something to be copied or imitated
“exactly as the idea of an element which should itself
~ serveasa rule for the model . . . 'the model_under-v.
stood as part of the practical execution of art is an,
i robject which should be imitated for what it is; the_
. "type".on the other hand is something in relation to
' " which different people may conceive works of art
“having no obvious resemblance to each other. Allis
- exact and defined in the model; in the "type’ every-
" thing is more or less vague. The imitation of "types”
therefore has nothing about it which defies the .
“operation of sentiment and intelligence.. . ="~
The notion of the vagueness or generality of the’
" “type'—which cannot therefore directly affectthe .
design of buildings or their formal quality, also -
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continued from previous page . _
e way in which a 'type’ Is. .

explains its;g eneration, th

\_formed. It is never formulated a prior/ but always

deduced from a series of Instances. So the ‘type’ of ;

_acircular temple Is never identifiable with this. or_. ;.

that circular temple (even if

~ to have a particular importance) but is always the
result of the confrontation and fusion of all circular -

,_}a,nno,t_ha'_ﬁl@

temples. The birth of a

lar t e one deflnite building, In
this case the Pantheon, may have had and continues :
e process (plan, structural system, surface treatment)

‘type’ is therefore dependent

on the existence of a series of buildings having = =
between them an obvious formal and functional - :

analogy. In other words, when a ‘fypp_',i‘s,det'ermvlnpd:. :
.in the practice or theory of architecture,

has an existence as an answer to a complex of

gical, religious or practical demandsywhi
arise’in a'g én»historlcal_c,ondi_t{ipn f whateve

In‘the process of comparing and superimposingy:

it already’

7

‘individual forms so as to-determine the ‘type’,. -

-are_eliminated and- only t‘h‘q_s‘_'qfre'malerhlch are - 4

common to every unit of _th’é'se(ig§§.*lTﬁé""typ"L'§-!

therefore, Is formed throuigh a process of reducingja

. complex of formal variaiits to a common root for .,
;;Alf.the—‘.tyge_'jipﬂducgg through such’a process of

regression, the root form which is then found -~

n_as an analogue to something as’

P ———

neuiffal’as a structural gridy It has to be understoo
s a principle

:as the interior-structure of a form or a

4

‘type’ itsglf,

~-necessarily,

which” contains the possihility_of infinite formal

Vaniatiog‘-an‘__d_fy_@é structara
is

of another.vari

change of the whole 'fype’. z

ypological series do not arlse ORIV,

7 ant to.the series will'
determine a more or less considerable

r definite formal ends;

d

| relation to the physical funcfions of bulldings but are

on. The fu

ndamental ‘fyp:

- the circular shrine for instance, is independentiof -

/- the functions, sometimes complex; which'such™ ~

~ functions (typical plans for ho

banks, etc.) which, however, h

»

~much a 'type' may

vtq_setry‘p a’typology based o

~““buildings must fulfil.'It was only in the'second half' E
- _of the nineteenth century th.

centrally planned or langitudinal temples, or those

ments; they are.meant to deal with more profound

giyen society—are thought fundamental and consta
itis, therefore, essential to lay claim to all the
experience matured in the past in order to be able

to conceive forms In such a way that they will = -* g
continue to be thought valid In the future, However §’
allow of variation, the ideological :

content of forms has a constant base, though this 5 *

nt;

‘may—indeed shoujd—assume a particular accent or |

character at any particular
grri:ijl_ﬂnite'n_t_xmber of classes and sub-classes-of.

; formal architecturdl =

med with a complete

Ird with decorative el

~
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ﬂn;f Secondly.jjihp,dgh-:f

i

ncer 12 CC conflguration of |
the second with major_ structural_elements .
ements':hl'fxamples of %A

the first category are centrally or longitudinally
planned bulldings; of the second, flat or domed
roofs, traviated or arcuated systems; and of the
third, orders of columns, ornamental details, etc.
Now, it Is clear that a classification so constituted

_follows the succession of the architect's working

: x _In the sense that ev
5 Lpi_'odqg:.e"gnoth_er 'type

and that it is intended to provide a typological

guide for the architect to follow in the process of
concelving a building.._SO that the working out of
every architectural project has this typological,. .-

aspect; whether it Iswctrrcﬂgqiggsly :
,fqlrlpws\fhe"%é’@fﬂgg_tgﬁto‘dgpart from It; or evén

ry llu_l!f,lr_rgﬁiﬁ,: t

atfemptto

" Butif the ‘type’ Is a schema or grid and the schema

inevitably embodies a moment of rigidity or Inertia,

experience, since it is from historical experlence
that the 'type’ is always deduced, What requires

further explanation, however, is the proposition that
at least a part of that historical experience presents

~ the presence of such a schema needs to be explained

'~ in the context of an artist's creative process. This

particular characteristics of each individual building; 'eads one back naturally to the general problem of
e : ; the relation between artistic creation and historical.

itself to an architect who s designing a building in

the form of a typological grid. The ‘type’, so
Quatremére de Quincy has sald, Is an ‘object’ but

‘vague or indistinct'; it is_not'definite form but a -

.schema or the outline of a form; It also carrfes a

_iplished-in projec’:ts"t’)r‘b'ulldinijs,‘?})'ut all that makes

“Hfortheir specific formal and artis

More precisely in the:‘type'they:are deprived
their character-and-of:thelr true quality‘as fol

form, and neutralizes the past. He assumes that
what is past is absolute and therefore no longer

‘ capable of developing. Accepﬁgg&gatre_@éﬁ;d,e

“arises at the moment at which the.a rt.of the'past.no
a wbrking,arﬁst_as,i,a~cqn:d1t_i'qn1g g

at an_attempt was_made _ |
n the order of physical _ ;
pitals, hotels, schools, [
as not produced any .-
impartant farmal results. Historical 'types’, such as

1

Quincy’s definition, one might say that the‘type’_

longer.appears to
qugl{ R U

‘Tecognition that a certain definite work of art is
perfect and has to be imitated. When_such.a work
of art re-assumes the schematic and Indistinct

JIs no longer bound to a value judgment; the ‘type’

% repetition of the “type’ excludes the operation_of. .
’Ea‘t kind of creative process which Is known as .~

., 7 mImesis. In fact, the acceptance of the 'type’
problems which—at least within the limits of any = ¢ At P P

implies the suspension of historical judgment and

. Is'therefore negative; although also ‘intentioned’,

IWinto-thiee-main-categorles; .

directed to the formulation of a new kind of value In

as much as it demands of the artist—In its very

"> negativity—a new formal determination.
ItIs true that the assumption of a 'type’ as a starting

point for the architect's working process does not

exhaust his involvement with historical data: It does

not stop him from assuming or rejecting deﬂni}e

" buildings as models. - ; ]
Bramante's tempietto of San Pietro in Montorio Is a

classic Instance of such a pracess; it obviously

- depends on a 'type': the: peripteral circular temple

described by Vitruvius (Book IV, Chapter 8) which
_Integratgs the abstraction of the ‘type’ through .

residue-of the experience of forms already accom- .-

eFa

tic value is diécarrded.

“sublimation'Into-a ‘type”'they assume the Indefinit
value of an image or a sign. Through this reduction . *
s S ; SSEeReh ' of preceding works of art to a 'type', the artist frees
Two salient facts show that »th__vé’fdr‘xp?trh'léagl‘oces's;gf@ himself from being conditioned by a definite historical

+ 28 typology is not just a classifying or statistical -
- process but one carried out fo

- T First

The choice of a model implies a value'judgment: a

r

- nature of a 'type’, the individual action of the artist -

. 14Is accepted but not ‘imitated’ which means that the,_
resulting from a combination of the two plans, are *{¥ ST e v

not intended ta satisfy contingent, praciical require- -

historical *models’ (for Instance, the temple of ti
Sybll at Tivoll), and so appears to.claim for itse
the status of both model and ‘type'. Indeed it se
characteristic of Bramantesque classicism to as
to a syncretic union of ideal antiquity (which Is
essentlally 'typical’) and of historical antiquity w
has a status of a formal model. An Instance of :
diametrically opposed attitude Is that of neo-
classical architects who assume classical archit
tural typology, not classical architectures, asam
so that the movement produces works which are
merely three-dimenslonal transcriptions of 'type
If the concept of typology could In some way be
brought back to that of 'techtonlics’ as recently
defined by Cesare Brandi (Eliante o della architel
1956), one might say that typology Is a notlonal i
on which formal development of the artist must
Inevitably rest. s 5 :

It will, therefore, be clear that the position of the
artist vis-a-vis history has two aspects, the aspe
typology and that of formal definition. '[Et of
typology is not problematic: the artist assumes
certain data, taking as a premise of all his work -

;E‘[oj;p of common notions, or a heritage of imag

with all their more or fess explicit content and th

_ideological overtones. This aspect may be comf

“to the iconographic and compositional treatmen
themes In figurative art. The aspect of formal
definition, on the other hand, implies a referenc

“definite formal values of the past on which the a

" explicitly arrives at a judgment. This judgment,

_however, must itself imply a typology since, whe

ever a value judgment bq,ql_y,e,n__vy_o_rks“of_art Is
“passed, a Judgment must also be passed about
t-\iv‘ziy”lﬁT\ihigI}_ghe artist, In creating them, had de:
with the relevant typological scheme, '

The question of the value of architectural typolo
has recently been examined by Sergio Bettini
(Zodiac, No. 5) and by G. K. Kénig (Lezioni def
Corso di Plastica; Editrice Universitaria, Flarence
-1961). In these writings the opinion prevails that
architectural ‘type” must be treated.as a schema
spatial articulation. which has been formed in_-
-response to a fotality of practical and ideologica:
~demands. From this one might deduce that the fo
‘invention.which overcomes the 'type’ is a'respor.
to immediate demands ln"r'e'f‘erehcé to which the
'type’ had lost™any real value,_&qg@“r_s,gio,jhe,
_type’ would therefore occur when the immediate
demand which the artist Is called to answer has
“roots In thie past. A significant Instance is provic
~by the comparison between modern religious anc
industrial architecture. Industrial architecture wh
deals withraltogether new demands has created
T‘r{éw"tyﬁé's"whlch have, In many cases, great .
_ Importance for the later development of architect
- Religious architecture which answers demands -
“Tooted in the past has resulted in typological rep
“tion (artistically valueless) or in attempts at freeir
the artist of all typological precedent (as, for insta
Le Corbusier at Ronchamp). These have led fo tt
proposing of counter-types, mostly ephemeral or
unacceptable—there are few instances of modern
developments of historical ‘types’.

The conclusion. must be that the typological and
| the Inventive aspect of the creative process.are
i continuous and Interlaced—the inventivéaspect

| being merely that of dealing.with the dem

| -the actual historical situation by criticizing and

| overcoming past solutions depos‘lféq‘and synthp-

YRS o a7

| sized schematically In the 'type’. & / v
I 2 e




