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Eskimg Matk of Spinr of the Bubddes, in
“Primibhvism™ m I ¢ Art, Modla, 1984,

Sandro Marpillero
Maschere tettoniche
Tectonic Masks

Ewakiut] Family Mask-Transformation,
in Masks of the N-W indiang, 1994,

8 Juan Mavarro Baldeweg's recent Addition 1o the Woolworth
Conservator

1 Princeton (1994-597) provides an opportunity to
consider the problematic survival of tectonic ideals, in light of the
limits of contemporary North American wavs of building. As
Kenneth Frampron has pointed oot in the dosing chapeer of his
recent book on tectonics, the CUTTEN] Soonomy -:nn[ml!im: the
processes of a building's construction has diminished the possi
biliey for a meaningful technologically-driven relationship be-
tween the engineering of o building's structure and its formal ex-
pression, According o Framptan, “with the transition from load-
bearing wall to skeleton-frame construction, the amount [of bud.
wet] devoted to the basic structure has dr\c:l|1p-e-|| from around 80

percent in former times to some 20 percent today. Conversely, the
amount allocated o lighraeight panitioning has risen from 3 o
20 percent, thereby leaving around 125 percent to be devoted o
the building envelope.™ Frampton thus regretfully acknowledges
that the role of structurally-bearing members is, if anvthing, less
rebevant to the architectural whole than it was in the mid-nine-

teenth century, when the debate about tectonics began,

!‘i:;]nin?c fronm thas |;'\|'|r||.'!'|1€l:I|IE :i|1:||u-¢.r. I m stain that Manarmo

Baldeweg's approach to contemporary conditions of transatlaneic
practice indicates a way to redefine tectonics as a place of pro

ductive crists and potential transformation of architectural con

ventions, With this text, [ sugaest reconsidering the thetorical
ideology of modernization that, in Sigfricd Giedion's terms,
granted 1o technology the role of architecture’s “constructive sub-
conscious” whereby “industry completes the transition from
handicrult o machine production.™ [ will develop my thesis by
referring to contemporary built works of architecture by Juan
MNavarro Baldeweg and Steven Holl, and, at the same time, revis

iting some aspects of the tectonic legacy through a kvering of
epistemological flters introduced '|1:L'rlh|:u1:|.':m|1h1' ] suprrealism,
in terms of their cross-fertilization,

When Navarro's building in Princeton was under construction in
the fall of 1996, reaching the crucial moment when it would re-

ceive it exterior cladding, | was weaching a design studio next

door, ar the university's School of Architecture. The condition of
spatial proximity between these buildings and the timing of
emergence of the figural identity of Navarro’s new bailding sag-
gested that it would be worthwhile to explore *The Enigma al a
Huifdmg Ncm Door” [ wall thus 111-;:i|1 fream this ;'ni;'_:n.t. that !.u-

cuses on relationships between design, construction, and repre

sentation, directing attention to that which, in Navarros own
words “circumscribes things, surrounds them, sustams them or
establishes them.™ The Princcton students built a scale model
representing the information contained in the set of the building's
structural working drawings. This model of the steel framing, de-
void of any interior or exterior partitions, made evident the dif-
ference in tectonic pqr.:digu:ls between Navarro's addition and
the two adjacent concrete frames of the exigting Woolworth Con

servatory and the School of Architecture (both by Moore &
Hutchkins, 1962}, whose brick and glazimg infills faithfully por-
tray the conceprual poverty of a reductive application of maod-
emist vocabulary. Bosh buildings exhibit a linear and hierarchical
mocde of tectonic representation, by which their form resubts from
the direct expression of a wrabeated construction

As opposed 10 the stereometric homeomorphism displayed by
these two existing late modemn structures, the students’ model
showrs how the exuberant steel mesh of Navarro's addition resulis
from assembling an array of members of varving sizes, tha re-
spond to contingent needs of vertical amd horizonial support, or
L!iﬂ"ﬂl.'bﬂdl hrufim_g The exterior L'[.h_[::iin_u that _ur:u|u.||[1_.' 1':|n'1n|xﬂ
these members over the course of the throe-month fall semester i
a mixture of tight brick textures, horeontally-stretched pre-cast

pancls, and continuous glazing, The structural system m its vari-
able dimensions disappeared in a thin veided gap, that integrated
exterior enclosure and lighrweight interior partitioning, in a fine
continuous grain of bearing members, secondary suppons, and
lighrweight framings. This project’s financial data shows that the
final comstruction costs have pushed Frampton's historical assess-
ment absout the decreasing role of structural technology further
along, towards the primacy of lighreecight supports and dadding.
Only 13 percent of the budget was spent for steel and concrete
structures, againse 22 percent required by lightweight pantition-
ing and 15 percent destined o the building's exterior envelope.*
The studio investigation into the difference between the tectonic
paradigm of the existing buildings and of Mavarro's addition
gradually confirmed that the laster’s mede of construction con-
ceptually matches, in architectural terms, Man Ray'’s photograph
of his assemblage entitled The Enigera of Inidore Ducasse (19200,
Man Hay's enigma is a liveral illustration of the formula by Isidore
Ducasse, Comte de Lautrernont, by which poetry is “as beauriful
a5 the chance encoumter upon a dissecting table of a sewing ma-
chine with an umbrella.™ The photograph engages the viewer in
a work of deciphering the outling of two objects concealed be-
hind the tghtly roged sack-cloth that wraps them. In this wark,
Man Ray did not make literal use of elements of reality for their
formal or expressive potenial as objects, but used them only in-
directly, referring to a mubtiplicity of possible presences. Simalardy,
Mavarro's deployment of cdladding produces the tectonics of a
bulcling’s spatial enigmeas, thus shifiing attention to the perocp-
tion of ther architectural manifestations, rather than offering an
enceded revelation of constructive “truths.™ In other words, the
disnssociative play between the logic of this building’s structure,
the displacernent of itz enclosure, and that of its spatial experi-
ence, all counter a purely material or formalistic interest in its
peometrical properties as object,

There is an obvious affinity between Dadaist strategies and
Mavarro's cady conceptual picees of the 19705, in which be ex-
plored architecture’s non-visible properties of gravity, light, and
horizon. Works such as Gravsty Piece and Columen and Werght
(bath of 1973} were built upon a constructive tension similar 1o
that which can be detected not only in the work of Man Ray but
ako in M

Duchamp'’s *radicnl Cartesianiam ™ put a procedure similar wo en

arce] Duchamp's pursuit of a “non retinal art

gineering to the service of constructive an-cxactitude, The critical
aspect of his acts is that they re<deline artistic work |1g.' pemiting
their owm laws and conventions, dismissing the rdevance of pro
ducing things as such, in favor of an open process kading to the
formation of apparatuses. Duchamp's netion of apparatus corre-
sponds 1o a radical re-consideration of the concept of mecha-
nism, ned a5 subset of technology, but as the very prerequisite for
technology's wse. Through this re-consideration, it i possible to
undermine Iﬂ']IHI.D‘i"f_;I"H robe ws foundation of architectural sense.
Lusis Rojo de Castro has noticed that “Duchamp referred 1o these

mechanisms as hinges, transformation operations thar shift fip
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ures, modify spaces, and build worlds from others™ in a way tha
is concepdually similar to Navarro’s pursuit of architecture as a re-
arrangemient of available environmental forees, in s dissribution
of them through spatial and temporal devices. According 1o Rojo,
Mavarmo’s projects operate by means of subtle subversions of ma-
tertal conventions, relating these comventions to larger flows of

energics, thus intermingling architectural objects with their gen
CTaCEmg |;rws, n:m'l nmhinp: new wurhh [RIN] 11r1 fexture 11F|1|-|¢|g1m-
ena, Navarro has himself defined his interest for o “complemen-
tary geometry” as “aimed ar invessigating the way in which these
enfolding, constitutive, and unlimited substances make an ap-
poaranoe, in an stempt, perhaps, w modify the notion of the ob-
jert i something limited, o put it back into a geometry of inter-
sections,”

As Rojo has also noted, with specific reference to the Addition 1o
the Woolworth Conservatory, “the control of perception dees no
surrender to the sufaces that enclose spaces, but rather 1o the
surfaces that roam through spaces. The walls are enveloping, out-
lined and outlining surfaces which, definitively freed of their
bearer status, become something like cloth... an enveloping doth,
whose physical qualitics refer 1o surface, texture, color, warp, and
its baws of formation. ™

This building thus recalls 8 Semperian interrogation abour tee-
tonics in textile terms, in which architecure is interpreted as an
assemblage of stretched fabrics thar regulates effects of light and
space, Semper's theory stressed the ectonic affinity between
weaving and building enclosures, in which both were understood
as clothing and also as masks. According to this affinity, “the
dr\C"SFiHﬂ and the mask arc as old as human civileation, and the
jov in both is sdentical with the joy in those things that drove men
to be sculptors, painters, architects, poets, musicians, dramatists,
in short, artists.™ Yet, how is it possible to refer to terms that per-
mested architectural culture in the latter half of the nineteenth
century, when the technologies thar qualify maverial assemblages
are 5o different today?

Before engaging this debate, it may be thus useful 1w stress o con

ceptual threshold of rwentieth century culire, in order 1o distin-
guish two opposing modes of an making. In the course of the
symposivm during which Duchamp read his famous statement
“Apropos of Ready-made,” Lavrence Allovway established a cru-
cial conceptual difference between a Cubist and a Dadaist-Surre-
alist production of asemblages, In the firs case, fragments ex-
tracted from the environment are used as quotations or indexes
of real

“bunt the overall formal organization of the work of an

nssimi

tes the foreign body, and dhis slips into place in a tradi

ticmually organized work.”™ In the sccond case, “out on the edge is
where the sssemblage artist works, fouling up, mixing up, misng
problems,” aiming conventions of representation and modes of
composition against the concoption of the work as an island of
acsthetic ]'ll.li'il].' and formal 1y A Dadaise-Sasrrealiss ,-|p]:|n1ach
1o the notion of assemblage uses o work’s material and technolog-
ical givens 1o orpanize a fickd in tension, by which “there is no il-




B On Navarroe Baldeweg's Building

In Moore & Hurchkings buildings, a regular grid of
stedd columns and beams of constant sizes is embedded
in concrete fireproofing casts. and clad in lmestone with
exterior bays of the same width in plan and two-story
height elevations all around the perimeter. The rypical
wall sections show a limestone sill and cornice, empha-
sizing a trabeated “giant order,” that conceals the 2nd
floor slab beam behind benn caviey hrick walls, which
are framed by fixed glizing, and crowned by a continu-
ons horizontal fascia of windows with projecting alu-
miinumn frames,

In Mavarro Baldewep's building, each floor of the struc-
vural framing plans shows steel members with mone than
fifteen different sizes, due 1o varving spans and obligue
geometries, A verrical wall section near the entrance
shows the imegration between structural hearing and
brucing, cladding suppert, framing for secondary assem-
bliet (ser-back roofing, glazing, soffits, erc.) and light

weight purtitions. Columns of the same size along the
perimeter are embedded in asemblies of different materi-
sls and edge glazing, with concave and convex comers
and sectional st backs, For example, in a horizontal de-
tail of a second floor corner, a column is panially fire-
proofed with foam in a convex assembly of precast con-
crete panels, backed by rigid insulation and concrete
blocks: this first column is pext 1o another column that is
instead completely fireproafed with foam and embedded
in lightweight interior partitions of different size framing,
which are connected 10 a concave assembly of cladding
maaterials consisting of a continuous aluminum and glass
window system,

1. Mavarro Baldewegq, Ampliamento/Addition
of Woolworth Music Center, Princeton 1994-1957,

1. Navarro Baldeweqg, Column and Welght, 1973.
1. Mavarro Baldeweq, Gravity Piece, 1973,

Marcel Duchamp, 3 Stoppages étalon, 1913,
MolMA, New York.

Marcel Duchamp, Bachelor Apparatus-Plan, 1913,

Marcel Duchamp, Metwork of Stoppages, 1914,
in The Box Valise (1942).

Marcel Duchamp, Meuf moules malic, 1913-1914,

On Duchamp's Apparatuses

Duchamp’s Three Stamdard Stoppages (19130 indicates an
approach to fabrication that could provoke a radical re-
thinking of architectural conceprions about tectonics.
This antifact was obtained by dropping from the height of
one meter three srings of rope each one meter long, and
fubricating three wooden rulers by following the outlines
of their shapes on the Moor

Duchamp used these rulers to draft a veritable architee
tonic Backelor Apparatus (Plan in which “Capillary
Tubes™ feed the *Mine Malic Molds,” thus constinuting
the “Cemetery of Uniforms and Liveries.” These ligural
clements establish the processes that ransfer pictorial
meanings to an assemblage of part-ubjects, “putting 10
work™ the Bacbelor Apparatus in the lower porion of his
Large Glasi (1913-23), Since he had already used these
rubers o paint 1 Netward of Stoppages (1914), he also wook
2 photograph of this painting from an angle that was sup-
posed to “pur the lines [drafted in plan] into the perspec-
tive required for the Large Glrsi—a means of evercoming
the difficulty of transferring their amorphous curves
throwgh sommal perspective projection.” *Canned chance,
canmed meter™ was Duchamp's definition of this creative
process of measurement, design, and fabrication, whose
rigorous yet imprecise physics shook the universal stan-
dards of Cartesian rationalism, as it had been st by the
ane-meter platinum bar on display at the Acaderny of Sci-
ences in Paris.

Alagkan Eskimo Masks,
in “Alaskan Eskimo Art”, Fairbanks 1988,

Eskimo Mask of Seal and its Spirit,
in “Primitivism™ in 20th ¢ Art, MoMA, 1984,

“Eskimo Mask Collection”, André Breton
Collection, Paris, ca. 1955,

Franz Boas, Kwakiuvll Head Rings and Attire,
in "The Use of Masks...”, 1890,

Masks of The N-W Indians,
in “How the Masks were Made
and Used™, 1978,

Gottfried Semper, Laceworks, Guipure,
Bobbin Lace, in Style in the Technical
and Tectonics Arts or Practical Aesthetics,
1861-1863.

Kwakiut! Family Mask-Transformation,
in Masks of the N-W indians, 1994,

Pablo Picasso,
Still Life with Chair Caning, 1912

Man Ray, With what to write a Poemn?, 1923,
P Stephenson, Wounded American Indian

(1851), in Gottfried Semper, Science, industry
and Art, 1852,

O Eskimo and Kwakiut] Masks

Alaskan Eskimes used masks in ceremonies of prepara
tiom for hunting and For the appeasement of spirits inhab-
iting all living things, in arder 10 assure both prosection
and success when out in the wilderness, These masks are
mnrked by the shamanistic logics of introjection and pro-
jection, whese purpose is to charm the cosmic forces of a
larger erwironmental order. From a ﬁi'.llfﬂl point of view,
these masks represent mythical contlicts that ane constant
ly reactivated as simational apparatuses within highly mo-
bile social formations. For example, one mask that was 2
symhbolic protector for hunting dynamically juxtaposes
conflicting colors within a split image, that combines
clearly recognizable animal and frug (bumanlike spirit)
facial feamres. This mask is a simple oval surrounded by
cosmic hoops of painted benrwood, fitted with protrud-
ing added-on shapes: miniarure harpoons, flippers, carved
fishes, and feathers, belonging andfor representing the
edible inhabitants of the wndra envirnment. Another
Fskimo mask that functions in a similar way shows "an
clongated seul figure. .. sticking out at a slight disgonal 1o
the vertical plane of the mask, while added-on elements
and Feathers are directly stuck on the somewhar smiling
half-face of the seal’s owm dmwa,” It is worth noting that
this mask belonged ta Andre Breton's extensive collection
of *primitive artifacts,” mastly from North-West America
and Orocania,

The Kwakintl people of British Columbia used masks
within a system of clan emblems, privileges, and gilt-giv-
ing “characterized by headdresses and certain styles of
[bexdy] painting... when members of these societies are
perorming their dancs at 2 grem festival.” Theze masks
are marked by the wiemic logics of identiry and change,
anel were wom to modify the character of an actor during
the course of a ceremonial dance, by revealing one figure
inside another. From a figural and sociological poine of
view, these masks represent mythical ancestors in onder to
act them out as apparatuses of culiural transformation,
within highly structured social groups, For example, a
family crest mask thas consists of the fiber and webbing of
rwigs, string, and canvas shaped as a helmet for wearing
it, uses @ system of leveraged strings to open an outer face
that breaks into three separite pars, revealing a second
face with a prominent beak. Another Kwakiul mask re-
veals the human-like face of an ancestor behind the larger-
than-life fearsume spirit of plenimde, that splits right in
the: micldbe.



lusicn, no parity of media... there & no space in the sense thar
one is accustomed 1o see it in 4 painting: there is no surface pre-
served.™ Alloway’s distinction between twe kinds of assemblages
suggrsts criteria with which to differentiote anitudes towards ar-
chitecture’s materiality, the technological means required to im-
plement it, and their murual influence on the spatial experience
of the I"EI.I]LI.I'I.H hu“d-inu.

Ethnography of Masks
In light of this clarification, Jet me submit Semper's assertion thar

“[an] untainted feeling led primitive man 1o the denial of primi-
tive reality [through the mask] in all early aristic endeavors; the
great, true masters of an in every fidd returned to it [the masking
of reality]—only these men in times of high artistiec development
alse musked the material of the mask.”™ How do we, us architects
aware that western civilized culture siill denies cultural currency
10 the peychological engagement and symbolic porosity of masks,
return to and heed Semper’s ohservations, by accomplishing a
productive reconnection with primitive man’s “untainted feel-
ing?" Can we book at masks for their diacritical role, in a way that
progresses beyond their lizeral form, and ar the same time keeps
us from being intimidated by their auratic powers?
Semper’s own challenge 1o the morphological taxonomies of the
narural sciences makes it possible 1o examine masks through an
ethnographic filter, He was able to interpret primitive objects us
resulting from processes of matcrial figuration, and to excavate
below the superficiality of their shapes, searching for similarities
in the performative propertics of their clements, T believe that, by
expanding on this epistemological stance, it becomes possible o
interpret these artifacts away from the cultural constrictions of
Semper's nincteenth-century contexe.”
The ethnographer Franz Boas explicitly referred to the work of
Semper as a key to re-framing the problem of form in primitive
artifucts, by directing aention towards the processes of their fab-
rication, As he articulated, *Gottiried Semper emphusizes the im-
portance of the form as determined by the manner of use. He al-
s stresses the influence of designs developed in weaving and of
their transfer upon other forms of technigque. pamicularly upon
architectural form.™" Boas's concept of the “formal element™ in
art focused on the ways in which weaving was performed, knoss
tied, basketry constructed, fabric woven, and buildings erccted.
His insistence on the pedformarive funcrion of the objects result-
ing from these constructive activitics challenged the persistent
juxtaposition berween the art of building and its omamentation,
by eschewing an exclusive attention for appearance, often re-
duced to peometrical parterns and decortive motives.
The approach outlined by Boas can help to shift architectural dis-
cussions about tectonics towards a more precise analogy, that [
want to suggest, between the figural operations of certain masks
and the way in which buildings perform a representation of their
materiality, He delineated two paradigmatic groupings of masks
by distinguishing between two kinds of use: firss, as apparatuses

Stewen Holl, Chapel of 51 Ignatis,
Leattle University, 1094-1997.

“Balloon Frame® in W.E. Bell,

~Carpentry Made Easy™ [1859),

Sigiried Gledicn, Space,

Time and Architecture, Cambeidge, 1941,

Irving Gill, “Aiken System”,
Banning Residence. Santa Monica, 1913,

Bucall Schindler, King's Road Houis,
Los Angebes, 1921-1902.
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of connection with emvironmental forces, and second, in relation
with rituals of individual transformation. These two paradigms of
masking result, respectively, from his studies about the Alaskan
Eskimos and the Kwakiutl peoples at the tum of the century,
both inhabiting the American Northwest. He pointed out that, as
oppesed to Western hierarchical thinking, the musks of these
Mative Americans articulate non-binary assemblages of opposites.
The relative centers of their resulting material traits can be under-
stood as knots, outlining constellations with variable units of
mcasure that surprisingly become mutually ransferrable,

My insistence on the performative qualities of these masks, cither
us apparatuses of engagement with processes of mediation of the
ENVITONmEnt, of s agendts in the rralistic rransformation of sub.
ject/ebject relationships, establishes a direct connection beroween
them and the Dadaist/Surrcalist notion of material assembluge, as
discussed abaove, This connection suggests an interpretation of
the masks" figural characteristics as an overlay of apparatuses,
with each constellation of elements intelligihle from the point of
view of its dynamic functioning, vet withour a unitary function.
Whar kind of architectural tectonic strategics could the figural
waorkings of these two paradigms of mask then outline?

I would suggest that the process by which distant or apparenily
incompatible things share the same space, as in the case of the Es.
kime masks, is analogous to the co-presence of conceprual logics
referring to conditions of experiences usually remote 10 cach oth-
er, in the Woolworth Addition. Navarro describes and produces
figural mechanisms not as objects in isolation, but as material and
spatial apparatuses that engage and transform fuses of dynamic
forces thar are present on campus. Like the ones represented in
un Eskimo mask, these forces (social, copnitive, and affective) be-
lonsg to material sets of heterogencous ficlds of experience, that
are external to the |:||.|i||:[i|:|g'; perimeter, and vet associated with
the conditions suggested by the material and spatial assemblages
themselves, How can a harpoon wielded |1:_-' a human hit a wikd
animal or fish to transtorm it from a natural presence into a ool
andfor food? An Eskimo mask establishes the co-presence of
icdentities and things which, from the point of view of jits belong-

ing to places of action or mades of manifestation, seem 1o b Iogi-

cally incompatible and distant, both in terms of movemen:

{to/from), and scale (large/small). As an architectural analog, this

paradigm of mask shifes the conception of a building away from

any maodernist absession with totalizing productivism, by allow.

ing enigmatic figures to emerge from the action of localized
forees that co-exist in a texture of marerial relationships.

Warps of Light

Differens is the case of artifacts that, s in o Kwakival mask, strive
to re-establish a positive connection between material and spiritu-
il orders, in terms of their reciprocal transformation, According
to this paradigm, an apparently stable mode of being becomes
something else, in the course of a rimalized experience. How is it
possible that a human becomes an animal/spirs (or vice-versal? A

Fowakiutl muask supgests the discovery of thar which, from the
point of view of its cssence or substance, scems 1o be logically in-
compatible with something that appears o be stable, both in
terms of form (inside/outside), and materdal (heavy/Bight). As an
architectural analog, this paradigm of masking suggests the trans-
formation of peroepmual characteristics of a building, in terms of
the consistency of its linguistic paramesers,

I propose o read Sweven Holl's recently completed Chapel of St
Ignatius at the University of Washington, Scartle (1995-97)
through the lens offered by this second paradigm of musking,
Holl's chapel first presents itself like a simple box, a rigidly planar
form that defines a new campus quadrangle. Passage through its
large wooden door, whose actile richness and oblique perfora-
tions resonate with cosmic intensity, wansforms the tectonic ex-
pectations suggested by the heavy conerete slabs of the exterior
into a sequence of curvilinear volumes.

A changing play of colored light moves, along with the sun,
thronrgh the surfaces of the plastered skin that is evenly stretched
across both walls and ceilings,

Let us focus on the role performed by this threshold, or concep-
tual gap. between outsicde and inside. Holl's chapel brings at first
attention to the gructural suppont offered by exterior cladding,
and irs independence from the spaces it delimits, without rever-
ing, to an image of circumstantial skeleron and suspended skin.
The mute geometrical rigidity of the exterior enclosure contrasts
with the subsequently unexpected power of engagement of the
interior spaces, heightened by double-layvered openings of indi-
rect light, defining rimealized microcosms, rich of percepiual ex-
periences. The resulting tension, between the tightness af the ex-
terior planes and the softhy-voided spaces they enclose, resuls
from the way in which the cladding’s logic of Frontality gives way
to a flow of shifting geometrical forms. As a material and spatial
apparanus, this project makes problematic the consistency of its
own perspectival apprehension, dissolving it into a great varicty
of interrelated physical perceptions.

The box is built with flar-bed, site cast concrete panels that were
msambled with a process of tilk-up construction analogous 1o a
wood balloon-frame system. According 1o Holl, this process ok
on “an enormous scale. . crected with a crane in one day, One of
these slabs weighs seventy-seven tons; [for them] 1o be picked up
by crane we needed to insent pick-up heok points in the slabs that
will remain in the walls a5 3 trace of the construction method...
the tecronie, material realizasion is crucial in our process.™ And
yer, there is a substantial difference berween Holl's approach to
tectonics and the modernist invocation of the balloon-frame as a
metzphor for the mtionalization of American construction indus-
try" Mor does this building just pursue & monolithic “honestly
simple” method for the construction of frankly cubic buildings,
devoid of omaments and with flat roofs. as in the massively scaled
“Aiken System™ used by Irving Gill in California during the
1910k, Rather, Holl limits his translation of the |:l|'i:l|;i]:|tg: af stone
into concrete 1o the surface application of a pating effect, that

19, Ruddeld Schincler, *Famizure snd the Moders Hioue,”
in The Arcliteat & Engrarer, December 105, p. WL

0. Steven Holl, “Chapel of Se. lgnathe, Scattle Universing,
Scanthe. Washingren,” in Awchonng, Princecon Archiser.
tutal Proi, Mow York 199, p 1560
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exally mseme the bt Casholic Worship as it own pro.
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Marthex, Mave, Blesied Sacrmsni, Choir, Revoncliason
Chapel, Belll Townr and Pond for *Thinking Ficld*1, 0
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Yok 1957, . 12

33, L. Lvi Sarmsis, Te Wiy af sbe Mavks, University of
Wikingion Prews, Scanle 1982, According to Livi-
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Press, Berkedey 1977,
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tweens hax Ermi's ovovpain and collape. Peeud's sotion
of " Mystic Writing Pad.” and Lacan's extoraion of Freud's
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paradoxically echoss Gill's recommendation to mix color with ce-
ment “to evercome the popular prejudice against concrete.™”
Rather than Gill's method, the slab-tilt system of Rudolf
Schindler's Kings Road House (1921-22) better indicates the in-
cidental role of technology in Holl's building, if compared with
the grester relevance for both architects of the interface between
pane] joinery and window placement. Holl positioned all glass ar
the geometrical interfocks berween concrete slabs, thus sharing
Schindler’s spatial concern for “movement and depeh rather than
mass, treating masonry as 4 unit through which space could
flow.,..in “a simple weave of feor structural materials,™ Schindler's
carly affilistion in Vienna with Adolf Loos's “Bauschule™ fusther
qualifies the distance of his work from both an architecture of oh-
stract functional enclosure, thar could be asociated with mod-
ernism, und abso from Oro Wagners reduction of the potentially
inspirational rale of construction technique to a decorarivist
fetishization of its methods of assemblage. Schindler’s acknowl-
edgment of the difference between architecture and engineering
increases the freedom of maneuver by which his architecture
strived o build “a source [of spaces] emitting a subtle uncon
scious influence,"” using technology to emphasize spatial pereep.
tions, and to supgort a subject’s identity in relation to a particular
time and place.

The strutegic role of Holl's conerete boo: also lies in its perceprual
detachment from the outlines of the seven colored “bottles of
light” that constitute the building’s interior. In these “bottles”
space results from the comples assembly of curved metal trusses,
completely concealed by the continuous surfaces of lightacighs
walls and ceilings. The effects of light on these interior surfaces
are dissociated from the tectonic bogic of the heavy concrete box,
emphasizing instead their oom plastic propertics. Light thus be-
comes both the chapels privileged mode of percepiual engape-
ment, and its teeronic material: “light is shaped in different vol-
umes emerging from the roof, whese iregularities aim ar differ-
ent qualities of light.” Deep wall cuts expose ghows of reflected
color fields that each have a stained glass lens of the complimen-
tary codor of the one hidden behind the second wall laver, en.
hancing the role of skylights oriented in relation o different
hours of the day and qualities of mmeospheric light.®

Yet. 1o which degree does Hall's approach question praditional
religious metaphors of a disembodied light, defined as the invisi-
ble medium through which knowledge is accessed, and oruth
made present wo consciousness?” In Textnres of Light, Cathryn
Visseleu has challenged Western philosophical/theological tradi-
tion, in which light’s lack of materiality and corporeality, its non-
sensary (divine) origin, are conditions that induce the movement
af a mind towards “enlightenment.” As opposed to this tradition,
the author suggests that “it is not apprapriste o think of light s
a texture cither perspectivally as a thing, or as a medium that is
separable from things. In its welt and warp—Vasseleu inssts—
light is fabrication, a surface of a depah that also spills over and
passes through the interstices of the fabric.™ Only when light



challenges its own stangs as transparency or background setring
for things ean it address qualitative aspects of vision, character-
ized by reflection, refraction, and cobor, and therefore contribute
1o positioning a body within o perceptual texture, that indudes
dimensions of touch, sound, and smell.

In Holl's chapel, the tectonic role of light establishes a domain of
spatial experiences in which colors become enmeshed with the
complex layers of shaped and painted screens, diffusing their ha-
los or beams ontoe the varable forms/shapes of the walls' peomet-
rical materiality, He reinvests light with a corporeal sense, making
it dliscernible as a material, and stressing the cocxistence of its re-
ality alongside the necessity of enclosure, In other words, light
does not operate inside this building sccording 1o purely optical
parameters, but becomes iself an object of tectonic perception,
et one that is freed from laws of gravity. The building thus gen.
erates o reversible hinge betaeen conventional definitions of hoth
a church’s institutional organization and a building box's strue-
tural hierarchics, oscillating within a percepoual split that chal-
lenges their own stable identitics.

This approach 1o tectonics thus scquires the role of a mask’s dia-
eritical structure, by positing an equivalence berween the gravity
of a box and the materiality of light. As in a rransformational
Kuakintl mask, the crossing of 2 ceremaonial threshold promotes
un oscillation between o cosmic scale and the minme properties
of individual details: in this case, the intensely carved wood door
marks the perimeter of concrete slabs, beyond which tactility and
light take control of the architectonic narrative of the chapel’s
spatial organization. Like in a Kwakiutl mask, the interior’s expe-
rience of an embodied subjectivity challenpes a notion of its own
stable identity, as confirmed by ritual. This chapel’s embodied
light brings the physical anributes conventionally associated with
the institutional typology of a chapel 10 encounter the temporal,
spatial physicality of their experience.

Parudigms without Foundations

My reference 1o the Eskimo and Kwakiutl paradigms of masking,
respectively mediating environmental relations and transforming
subject/object relations, has informed an analogical reading of
mwo contemporary projects by Juan Navarro Baldeweg and
Steven Holl. By suggesting that the performance of both masks
and architectures takes place in terms of multiple and overlap-
ping figural assemblages, 1 have proposed 1o interpret both the
paradigms of masking of *primitive” anifacts, and the tectonics
of “contemporary” buildings, as processes that revenl representa-
tiorl modes which would not be perceivable in exclusively for-
mal and/or technological terms. Yet my descriptions of the oo
pairs of masks and buildings are not intended 1o be anthropologi-
cal interpretations nor do they constitute typological classifica-
tiens. While acknowledging the structural affinity berween fgural
paradigms of different masks and their relation 1o specific rituals,
I have not followed Levi-Strauss’s peneralization of plastic/farmal
typologies of masks, and his establishment of homologices be-
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tween transformational relations of their myths.” Also, my revisi-
wation of some aspects of the tectonic legacy in architecture,
through the epistemalogical filters introduced by ethnography
and surrealism, should not be understood as an anempt of look-
ing for new exera-disciplinary foundations, nor of legitimizing yet
another stylistic manifesto,”

In fact, 1 could alsa have read how Baldeweg’s and Holl's build-
ings bring forward tectonic aspects that are not immediately per-
ceivable, by tremseading in architectural werms the art-historical
framework of an “optical unconscious.™ 1 will limit myself in-
stead 1o briefly assess how the constructive configurations of both
buikdings disturb the plane of imaginary relations that are tradi-
tionally associated with the imperative logics of construction,™
Both these buildings put forth o spatialicy which constructively
rearticulates the conventional architectonic polarity between in-
side and outside, by adopting design strarcgies that explore ten-
sions within the notions of proximing/distance on the ane hand,
amvd content/container on the other. These tensions engage users
through deeper symbolic investments in part-objects, thus es-
chewing the complementary strictures imposed by the modernise
paradigms of transparency and pare visibilicy,

The dynamic relationships between part-objects activated by
these budldings suggest that their tectonic logics can be looked w
as apparntuses, engaging subjects through an indefinite produc:
tion of figural substitures instead of predictable constructive cle-
ments.” The resulting architectural figures offer altematives to
the hierarchical ordering of a buildings programmatic and tech-
nological content, by stressing the “property of language that al-
lows the same word to be used in several senses.” 1 wonder: s it
possible to approach the relationship Between these buildings
existence and their tectonic logics o a kind of “formation of
compromise” (Freud) thar supports the contingency of “thar
which i there” in both opeical and corporcal terms? 1 think ir is,
since their symbolic strategies seem to productively deploy
Freud's notion of “dream-work,” according 1o which the distine-
tion between the *latent content” and the “manifest content™ of a
dream results from a complex work of subssitution and transfor-
mation, done by dream itsclf through techniques of figural con-
densation and displacement, ™

Following the interpretative framework of an “optical uncon-
scions,™™ 2 material assemblage of architectonic elements would
thus produce formal manifestations and exclusions through the
representation of privileged narrative threads, induced by the
repetitive lack of coincidence between various figural anributes
and productive agencies. And the determination of these anchi-
tectonic textures would in tum be affected by decper configura-
tions, belonging to that which is not immediately visible in the
building, nor required by its structural support.

A building’s tectonic apparatus could thus be conceived as a
symbaolic liyering through the opacity of a thetorical approach 1o
its constructive technology, rather than the transparency of its
enusal representation.



Juan Navarro Baldeweg
Ampliamento e biblioteca
Addition and Library
Woaohworth Center of Music
Princeton University, 1994-1997

Corniwith: Ennique Pujana Bambd, Leslie Dowling

StrutturaStructures: Severud Adsocuabes, | de la Todre

Foqo diFhoses by Ducdo Malagamba

I progetts di trasformanone & amglamenio del
‘Wooksorth Center pud essene compreso solo al

Finternd o ur'atténta letturs del contesho

Mla struttura formake ded campus & Frincebon
5 disbingue infatti una sovrapposizions i rame
figuratie la Cui comph=sith confensce wn Carat-
teve paticolane a molti bioghs delimpianto wni-
versitang, Da un Lato, L trama degh edéfio, che
Spien S estendono in mankera ineate, da ogo
a situazeoni di carattere awolgente negli spazi
aperti. Da quesio ha ongire un econdo Ivelo
formale creato dalla composizions dei vuoti e
degli spazi aperti incorniciati dagh edific, delimi-
tati da facciate ben strutturate, anwolate nel
consueto stie di *coflage gotico”

U terzo livello & costituits dalle strade & dan
perconsi pedonali che, a volle, sequono una |-
nea geometnica paraliela .ng: edfici, & in altre at-
traversanc diagonalmente ghi spari. Cosi la geo-
metria di questa maglia o percorsi raficrza in al-
oumi a5l la disposizione ortogonale e paraliels
agli edifici, in altn d giood delle disgonal che al-

traversand gli span aperti. Legata & questi per
corsi pedonali & la carallenstica presenza dei
pessagg coperti che attraversano gl edifici
Neld'area del nuovo edificio questi tne livelli foe-
mali § SRTApPOnNGOnd in Mmoso Carattensticon. |l
Green su cul aflaccia il nuovo edificio & uno spa-
a0 aperto attraversato da percors pedonal, dif-
fprenbe da quello che o trova dalla pare oppo-
sta l Wooksorth Center, che presenta casatteri
sticher molto diverse. || Green pud esaene oons-
derain una plazza o una strada aremada dal pas-
saggio degh studenti, mentne i gisrding inlomo
a Progpect House ha un carattens gl stanzalks.
Le sue proporzioni sona impeegnate di uno spin
by il dormesticn; 5 tratla d un luego tranguilio
& legato alko stike, al modo o essere e soalizza-
re di un cluly o di un rstorante

Tutbo ¢ @ doveva necessanamente niletiene
mela proposta di ampliamento del Wooksoeth
Cenber, Il restimento che avecige il nucvo edib
o ey un ampuks che nasce dallfrbemo & §
formalizza lungo il penmetro, secondo una di-

sporione 3 wnligho. Uangolo in conmponden
a3 dNI'ru;-e-sw aoqusta oosl unIMponanea pae-
ticolare — unimmagine singolare che si soopre
giungendo dalls penombira, dal passsggio o=
perto delledificio della Hall 1879 — perché
rafforza l'idea di questa parte dell'edilico come
ofi L 1o i NEgativg

Lirfletbersi del muro e della planta costilusoono
un imviln per il pedone che ariva dal Green e,
mello s1edsn tempo, stabbicons una relasons
con la scuola vicina. La parte occidentale dell'e-
dirlices, che oagnta ke atieatd crestg, contempla-
e & quele collegate alla biblioteca, 5 ape ver-
50 ko spazio domestico & protetio del giarding ¢
v ba Prospect House

CQueste considerazioni sembrano obbedire sol-
tanio a uranalsi contestuale, tuttave il proget-
o & conceprlo anche come fallo aubonomo. il
nuove Wookvorth Center nasce da una logica
internd che produece un'erganczanone degh
span a partire dall’asse trasversale dell'ingresso.
Il vestibolo, di grande altezza, ha le caratterssti

£ Green con il giarding della F
spect House, nello Stesso tempo i ape a ve
glio man mano che ¢ s addentra verso il
Centig, Inty e Pedificio viens oosl sy
una parte, # wero 8 pr

30 due meld
Center of Musa d

ve 51 trovand b sl

s degh studi e le sale per le esercitaziond
Mells pare opposta ch questo “cortile” intere
[t 1 te la sala per | sagg muskal
|3 o attreld pud ewere otservata dallingeess
attraverso la vetrata che si apre sull ¥
a altezza = ¢ la biblioteca, un alino das ri-

b, anch'esa viabde dal #inc
Coerentemente con questa sud :
stihola SOonG stabe prev na fonfe di hug
nitake sul lato sud @ un a rnoed. La
nand illumina gli scaffali della biblioleca, la
calda da sud dlurmma Fvece o sdluppo in alies
o del'atno. La scala o
alinsieme delle atteits presenti nel centro
rappeesenta |'acoesso prindipale

i
i

Vedute del cantiere & dell'edificio
complitato

Viewns of the bulding site and
itha completed building

B The progect Tor the trarshormabon and expan

won of the Woohworth Cender can only be un

dersiood on the bass of a caeful examination
of the context. In fact a senies of overlaid pat

terns can be distinguished in the foemal struc-
e of the Princeton campud and Ther complex-
ity eorfers a spacial character on many of the lo

catons in the university On 1he one hand, the
pattern af the buldings, which are often Laid
ot i straight lines, gives (e 1o Open Spaces
that ase surrounded by structunes. This resulis in
3 second formal level created by the pattem of
woucks and open spaces framed by the buildings,
bounded by weell-tructuned facades, articulated
in the: customary style of the ~Gothic collage,”
A third level is created by the roads and foot-
paths, wheth SOMmelmes fun para lel to the
Enschregs and at others cross the spaces diago-
nally. Thars in some cased the geometry of this
gnidd o routes nesnforces the onhogonal and par-
alel arrangement of the bulidings, and in others
the pattem of disgonals traversing the open

spaces. The characterstc presence of the cow-
efed passageways thal run theough the busid-
ings & inked 1o 1hete pedestnan moules.

In thee anea of the rew buskting these three e
ek of form are supenmposed in a charactersne
fashion. The Green onto whach the new building
faces 5 8 beautiful open space oossed by fool-
paths, while the open space on the other side of
the Wookworth Center has very different attri

uies. The Green can be consicessd & Sguane or a
street anirmated by the passage of students,
while the garden around Prospect Houwse hes a
more siable characier, NS propomions ane im

bued with a mone domestic feel: it s a peaceful
place, with an atmosphere linked to the style
and manner of sociakzation typical of clulbs and
restaurants. All this had to be reflected in the
proposal for espansion of the Woohlworth Cen-
ter. The facing of the new buldng & mdcative
of an impulse that comes from the inside and i
lormalized along the perimeter, in & fanlike ds-
position, Thus the cormer comesponding to the

STIrance aoguinkt & partcular iImportance—an
unusual image that is revealed as you emerge
from the semidarkness of the covered passage-
wiry of the 1879 Hall—as it reinforces the idea
of this pan of the building as a tower n egs

tive. The bending of the wall and the plan con-
slitudes an invitation for the pedestrian who ar

rives from the Green and, at the same bme, &5-
fablahed a relatondhip with the nearly schoo!

The western part of the building, which houwses
the creatve ard conterrplatve actralies, as well
&4 those connected with the bbrary, opens onio
the domestic and protected space of the garden
and offers a view of Prospect House

These considerations seem to be conoerned
solely with an anafysis of the confext, yet the
project has also besn conceived as an au-
tomamous enbity. The new Wooksorth Cenber o
born cut of an internal logic that results in an
Igan wn of the spaces around the trans-
verse aais of the entrance. The extremely high
entrance hall has the chasactensnes of 3 route,

sireel, covensd passage of squane that connects
the Green and the ganden of Prospect House. Al
the same time it opens oul Bee a fan as you
move 1owward the center. Thus the bukdng s di-
wibed into twa halees intérnally: on the one
hand, the current Center of Music which con
tairs the lectune nooers, many of the studsos and
the practce rooms. On the opposite side of this
mner “courtyard” ase set the hall for musc e
hearsali—whene sctivities can be observed
theough the glass wall that cpens onto the
stony-high space=—and the library, another of the
wymbolc centers, which & abko visble from the
entrance hall, Consstently with this subdiision,
an owerhead sounce of bght has been provded
on the south sde and another on the north
side. The north light dluminates the bookoases
of the libeary, wwhide the wanrm south hght Sumi-
nates the upper part of the entrance hall, On
this side the route taken by the stairs BEstows
unity an the different actrities of the center,
and is proposed as the main endrance.
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Sezione trasversale & longitudinale

@ veduta dill'atria di ingresse.
Cross section, bangitudinal section
and view of the entrance hall.




Steven Holl

Chapel of 5t. Ignatius
Seattle University
Washington, 1994-19597

ConWith: Tim Bade, kistin Korhammes
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0 Un'assemblea di luc diverse !
[ i3 matafora.helky ke @ realizzata attraverso dic
T Cwers vbloms cho-emernono i Aot begui asim-
mlrie aspirano a creare diffeent ey di -
e rheoke a est, A fud, 3 ovedl @ o o, comd i
fsses, ulte Lnite per R CEITOnia COMmrnes
Hailo sipssd modo con (Ui EGesib nom peopon-
Goho per 1 ot “esenda Spintuali L retoder
umtana’'s perché emetodi diverd pﬁh-bueru
ahitare parsone divirses -, | ;.iDQ{’B'w TCRTCa)
wiuinin a partve dalle dfererae. |
X Ciscunigrquantits di luce cortsponds infathi a
ina parte el rit cattolico: quelia) mmita s
conriiponde alla processione, ehemwenis Tonda-
Fefitake gu;ll:a liturgia; la hoce volta & nomd, veso
b citta) worrisponde mnvece alla cappedl del 55,
Sacramapio ¢ smbolicamente alla msgone della
COmUs . Lo spario prindipale pridsnt wolumi
i e da et e ovesl g re
Dugranseda sera, quanco nelly cappefia ell'uns

versia’sl raccolgons | lededi per [a messa, b

masse th luce-appacnc come fari chie splendo-
ey i futte e ol dal Carmeis L iverutang

&, a voltg, per 1ﬁ'5mam'ah_t‘ﬂﬂm. ke

heci continuanc a brillare. Ned nartece @ nilla
“processione”, dopo 'ingressn, S v et
dalla luce naturale e dai i giochs &'ombee
Avanrands, 1 cappella 2 anima di un baglione
mistencso graze alla riflessione o campi & Cok-
e a Ol 5 agEungona i mpeting complementan
insenti in kenkb di vebno colorato

Esternamente, a sud della cappella Si trova un
laghetta’y “luogo di meditazone” che, rifles
Rerucho b hibe, di sera diventa un silendicss Cor-
e e s

Lusci

< el s irooasmEone |te natdraie

2. Martagh. bice naturale

4 Rawata” campo giallo con lente blu fest
eampo blu con lente gialla {ovest)

4 55 SRCrameEnio. CATE0 AranCione
it fenbe ponpona

& G cAthpn werde con leme rossa

6. Coppsila delia fconakanone:

B CADD a-:-rpora“cun erbe arancione

"9 Campanile laghetra’ lleminazions

rattuina prosettata e nkes

Flanimetra geasrcale & vedule
dello cnppels vl campus,

Srie plam Mk s
ol thi comiue duapal,

B Concept: o Gathering of Differents Lights
Thi: metaphor of ight is shaped in different vol-
umes emerging from the real whode rmegulan
ties airm at different qualkties of kght East fac-

ng, South facing, West and Morth facing, all
gathered 100ether for SN LNt CEnEMaOny

st s in the Jesuits = spirftual exescses. ™ no sin-
ghe method & prescribed—"diffgrent methods
helped different people._.,” hese & a wnity of dif-
fonences. gathensd info one,

Each al the hight volums Comesponds 10 & pan
of the program of lesuit Catholic worship, The
south—=Ffacing light comesponds 1o the proces-
Sion, a fundamental par of the mags. The city
facing north light comesponds. to the Chapel of
thir Blested Sacrament and to the mission of
outreach o the communty. The man worshp
space has a volume of east and west light

A1 night, which & the particular time of gather
ings fior mass in this unhversity chapel, the bgha
volurngs ang boe beacons shining in all directions
out across 1he campus. On many oocations, for
someons always praying, these lights shine
throwghout the might

In the Marthex and Eniry Procession, one expeli-
ences the natura light of the sun with its play of
thadows. Moving deeper into the chapel the
sghit has a mysterous glow of reflected color
fields with the complimentary color of each field
SEL N A Sainkd gliss lerd

Directly 1o the south of the chapel s a reflecting
pond of 'Ini:'king fiekd = Raflect ng at ﬂi:_',hr_ it
& slent forecourt Tor the: chagel

Lights

Procession: Natural Sunbght

2. Harthex: Matural Sunlight

Have: Yellowr fiedd wath blue lens (Bast)

Blue field with yellow kens (West)

4, Blessed Sacrament: Orange field
walh purple lers

5. Cheir: Green field with red lens

6. Reconchation Chapel: Pumple faeld
with orange kens

7. Bell Tower and Pond: Projecting,
reflectng night light
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| Planta della copertura,
pianta del pisno temend
© weduto del cantiers.

Plan of the roofing.
plan of the ground flaor
and views of the bulding site.




Studio dells hece & particolari
delle facdiate; vidute del romts ast
e degll spazi intemi;

s byngitudinals.

Ligghit #twdy and detads of the
fagades; views of the east
Tront amd of th nberkar gHaces:
longitsdinal section.




Wedute degh spaz interni; Vi of th inberkor spaoes;
seziond traversall @ longitudinali ored section and longitudined section.
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