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LA RESTAURACIO DE LA VIL.LA MULLER
A PRAGA. EL SIGNIFICAT DE LA AUTENTICITAT
- Adolf Loos (1930)

Dissabte, 18 de Desembre, a les 16:30

PETR URLICH
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restauration de la villa Maller & Prague (en collaboration avec I'atelier GIRSA at s.r.o., 31/7/1998
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ADOLF LOOS ET LE MYTHE DU PLAN SPATIAL
I

Prague et Adolf Loos

La personnalité mythique et suggestive d' Adolf Loos est un théme bien approprié pour
comprendre certains principes proclamés par ' architecture du XXe sigcle. Qu'est-ce qui nous
fascine chez cet homme, dans sa création architecturale exaltée par des génerations entiéres o’
architectes, ses contemporains et ses successeurs ? Ne faisons-nous pas de certains
persoennages, de leur ceuvre des mythes afin de les percevoir différemment de ce qu'ils ont été
en réalité, ne nous laissons-nous pas entrainer par les schémes de la pensée moderniste ?
Adolf Loos nous a laissé une ceuvre de peu d'étendue, mais vendue par lui a bon prix,
superbement mediatisée, avec un relent de reévolte et de non conformisme & F'égard de son
milieu et de son époque. C'est un article bienvenu des clichés de |' avant-garde et de
revalorisation de valeurs autrement standardisées. A I'exception de la maison commerciale
Goldman et Salatsch (aujourd’hui Raiffeisenbank), it n' a en effet réalisé que des villas et
reconstruit que des appartements. Son ceuvre théorigue n'est guére abondante, mais elle est
remarquable par son unité de vues, qui d'ailleurs se référent 4 des problémes tout & fait
traditionnels et comme "insignifiants” d'une sociéte gue Loos estimait malade. Ce qu'll y a de
plus intéressant chez lui, aujourd'hui, ¢'est que ce ne sont pas seulement des personnalités de I'
avant-garde de [ entre-deux-guerres qui se référent a Loos, mais encore des postmodernistes
qui voient actuellement en lui ‘'un continuateur fidéle de la tradition anglo-saxonne et,
principalement, un architecte a juste titre conformiste et trés adaptable aux vosux de ses clients.
lls sont méme enclins a trouver dans cette ceuvre, en apparence révoltée, des reférences qui
ne font que confirmer leurs dires (1).

C'est, pour la ville de Prague, un grand honneur que Adolf Loos vy ait laissé son chef-d'ceuvre,
une ceuvre de petite taille mais qui résume tous les principes mis en ceuvre dans ses
constructions antérieures: la villa du Dr.Ing.F.Miller, maitre d'ceuvre connu de |' entreprise
Kapsa et Muller. On dirait presque que cette maison se compose de citations de son ceuvre en
utilisant le principe du plan spatial { le célébre Raumplan} qui, plutdt qu'un maitre plan finement
elaboré représente , du point de vue de ['utilisateur, un ornement superbe du logement humain,
mais fréequemment dépourvu d'utilité pratique. Voila peut-tre des mots un peu forts...

La "correction classique” des idées révolutionnaires de Loos (Ornement et crime, efc. ...) se
refléte le plus manifestement dans sa maniere de concevoir la maison comme un objet qui ne
donne pas généralement I' impression d'une relation univogue entre I' extérieur et I' intérieur ,
mais qui, bien au contraire, est exprimé d'une maniére toute a fait contradictoire. L' extérieur,
dépouillé de tout ornement, porte des traces des schémas de la composition classiques
(symétrie fortement soulignée; on y décéle cependant une certaine tension accompagnant un
espace intérieur apparamment désordonne et compliqué}.

Néanmoins cet espace intérieur relativement compliqué ne sort pas des limites d'une certaine
convention partant des principes ét des traditions de Ia maison anglaise et évoque, & plus d'une
reprise, par des détails singuliers, les appartements palladiens des immeubles de rapport de
New York ou de Chicage (2).

l.a définition du logement doté d'une détermination explicite des différentes hauteurs de chaque
piéce - selon leur destination et leur importance - est neanmoins un jeu remarquable de relations
artistiques, résolues scuvent sans rapport logique avec la structure. La definition fondamentale
de la piéce d'habitation est liée univoquement au hall anglais & étage (Vorraum) qui a
progressivement pénétré dans la disposition intérieure. Tandis que, dans la vilia Karma (Larens,
Montreux, 1903-6) ou Strasser (Vienne), le hall est mis en valeur avec une capacité descriptive
adéquate du modéle original (escalier a deux volees, situg au coin et reliant deux niveaux), dans
les villas Rufer, Moller et MUller il est déja inclus a !' intérieur de la disposition d'une maniére
beaucoup plus éléegante et raffinée. Le rapport 2.3 des espaces intérieurs de la villa Muller nous
fait comprendre que, a deux espaces superposés dans la partie antérieure de la maison {salle
de séjour ef chambre a coucher) correspondent, dans la partie postérieure, trois niveaux
(vestiaire, salle a manger ou boudoir et chambre a coucher au-dessus), cette disposition a éte
mentionnée non seulement par Loos li-méme, mais également par ses contemporains
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(H.Kulka). Elle correspondait & une appréciation de premier plan, surtout de ' économie de
l'espace de 'habitat , comme on I'a dit souvent, au detriment de la logique constructive du
batiment lui-méme.

La conception spatiale est en outre influencée par les attributs caracteristiques de I' architecture
anglo-saxonne: niches avec cheminées en briques faites & la main, encorbellements de salles a
manger eclairés par des baies, efc. ... La composition des matériaux, des surfaces naturelles et,
bien entendu, le savoir-faire artisanal confirment le traditionnalisme de ['approche, méme au prix
d'un certain camouflage imitant la structure des éléments architecturaux mis en ceuvre. La
colonne, la poutre, le pilastre perdent ici leurs raison d' étre, deviennent des éléments décoratifs
accentuant le dégagement spatial et la transparence, excluant parfois fa porte d' un espace
coulé d'une seule piéce. La liaison sophistiquée des différents niveaux de cet espace quasi-
palladien de la partie habitée par des escaliers relativement étroits est plus particulierement
mise en valeur précisément dans la villa du Dr.Ing.FrantiSek Maller ou 'cn découvre un espace
minimal & plusieurs niveaux, qui est le boudoir des dames . Une solution analogue ne se
retrouve que dans la villa viennoise Moller, oil le méme espace se situe dans |' anti-chambre de
Monsieur. Attesté par des esquisses de faux-plafond de Loos et par I' intersection de fausses
poutres en bois de citronnier, incluant une vue par une fenétre geometriquement articulée
donnant sur le hall de séjour {d'aprés de récentes recherches, il s'agit d'un systéme & guillotine,
donc déplagabie), descendante}, elle fait partie de la plus extréme expression de la conception
d' un mini-plan spatial (mini-Raumplan) non dépourvu d'une certain déformation artistique. Le
heurt entre le mouvement du trafic et limmobilité du repos est ici poussé jusqu'a la limite d'
acceptation par I' utilisateur . Méme dans une telle situation ot il se trouve, avec Hermann
Kulka, posté en présence du probleme " d'aider les couches moins favoriseées & bien se loger" &
I' exposition du Werkbund viennois - ce qui revient en substance a rechercher la solution du
logement minimal - il parvient & créer "des maisons trés aérées, possédant & ' intérieur un grand
hall, une galerie et une vaste salle de bain" mais présentées comme les plus chéres ! (3).
Néanmeins, | est nécessaire de souligner que Loos penchait davantage en faveur des
exigences des habitants potentiels de ses maisons qu'il ne semble & premiére vue . Les
proclamations dans ce sens (4) sont devenues une partie inséparable de toutes les
interprétations postmodernistes de son ceuvre pratique et theorique.

C'est la raison pour laguelie la coloration souvent surprenante des interieurs de Loos est
parfaitement expliquable. Depuis certaines nuances de materiaux naturels ol se distingue
particulierement le marbre veiné (cipolin) favori de Loos (appliqué magisiralement, par exemple,
a I' intérieur du salon du Prince (Knize) a Paris aux Champs Elysées et, bien entendu, dans la
villa Muller) et 'acajou sombre , on rencontre dans ses batiments des tons encore plus
contrastés ol dominent la violet {tenture), le rouge vif (linoléum), le bleu ou [e jaune { enduits a
T'huile, sur les parois et le mobilier).

Le caractére exclusif de la maison d'habitation, selon Loos, ne consiste pas dans I utrE[satlon de
détails exceptionnels et originaux, mais bien davantage dans I' utilisation du standard de son
époque et de certains principes pratiquement declarés la méme année (1930} par F.L.Wright
lors de ses conférences de Princeton (5) ou il exposa ses neufs points de la maison de la
prairie, plus proche de la conception traditionnelle du logement humain que ce que LC avait
présente a le méme époque lors de la proclamation du plan librement dégagé. L' intégration des
installations techniques, de méme que le mobilier avec refus de {'ceuvre du décorateur (points 8
a 10), sont des principes appliques, par exemple, dans |a villa Miller avec uiilisation du standard
de la production indusirielle courante.

Un avantage réitéré de la réalisation pragoise consiste en ce que tout I' éguipement est demeuré
pratiguement intact. Paradoxalement, grace & la période communiste, mais aussi grace a des
personnalités marquantes (E.Poche...}, on a réussi & sauvegarder méme des détails tels que les
commutateurs, les corps lumineux, les instaliations incluant tout le mobilier encastre. L'
équipement technique d'origine, de méme que des ustensts de musée.

Le dernier avantage de Prague est, sans aucun doute, aussi le fait que la villa du Dr.ing.Miller
ne sera pas habitée; c'est pourquoi il est possible de la rapprocher de I' aspect authentique
gu'elle a posséde a son épogue, méme au prix de certains éléments non fonctionnels et avec
des modification modernes minimes. Notre public aura ainsi une ceuvre qui documente au
maximum I' ére - sans doute souvent surestimée et contradictoire - du modernisme dans son
expression fortement individualiste et traditionnaliste.
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I.'inventarisation des éléments du batiment

L' inventarisation des éléments a été traitée par ordinateur (4) et a servi d'auxiliaire de base pour
un enregistrement détaillé de I'etat des lieux avant que l'on ait procédé & la suppression des
composants qui n'étaient pas d'origine, avant le dépouillement et le début des travaux de
restauration . Ont donc é&té soumises a ' inventarisation toutes les parties existantes de la
maison et de son équipement permanent qui se trouvaient sur place au cours du traitement -
donc y compris I'enregistrement d' éléments qui, manifestement, n'étaient pas d'origine et ont
eté ultérieurament ajoutés.

A la base du principe de I' inventarisation se situe la carte d' inventaire de chague objet.
Celle-ci contient d'abord le numéro d' inventaire permetftant un classement systématique dans le
cadre de 'ensemble et une orientation plus claire et plus précise pour rechercher des posies
dans la liste d’ inventaire. Le numéro méme d' inventaire consiste en plusieurs caractéres et
contient le numéro de [a piéce ol se frouve l'élément, son classement en abrégé (battant de
porte, chambranle, serrurerie des fenétres et des portes, grilles, fenéfres, planchers, alléges,
enduits; mobilier encastré, mobilier déplacable, commutateurs et prises, corps lumineux,
installations ...) le cede de la profession, les installations électriques , sanitaires, éléments en
céramigue, en pierre, mobilier encasiré y compris les revétements en bois, tolerie, constructions
en verre, menuiserie, serrurerie, tentures en papier et en textile, autres...) , le numéro propre de
rélément, le numéro ordinal d'un produit analogue ef le symbole de rapport concernant l'objet (s
- objet indépendant , h- élément principal , v - élément li¢). La carte d' inventaire contient encore
les données descriptives fondamentales : désignation et dimensions de 'élément, distinction du
caractére de I' élément (artistique, artisanal, technique ) avec une description de la construction,
du matériau et de la couleur prédominante. Sous forme de désignation simple ont été
caractérisés I' originalité, 'état, la maniére de protection et 'état aprés réhabilitation. Sur la carte
sont également spécifies I' emplacement et le nombre d'éléments analogues situés dans
l'enceinte du batiment, incluant un dessin éventuel. Dans le cadre du format selectionné, on a
laissé une place pour les remarques, le projet de réalisation et un alinéa avec la localisaticn d'un
autre emplacement de I'élément analogue.

Le systéme choisi permet de créer des outputs globaux avec repartition de chaque
élément selon les genres et les codes artisanaux et, en méme temps, d' élaborer des apercus
aisément intelligibles, dits "livres des chambres" qui specifient tous les éléments contenus dans
chaque local singulier.

Le systéme de traitement digital de l'inventarisation des entrées (inpuis) a €té congu en
constante relation avec le projet de réalisation dont une partie importante est constituée par
linventarisation actualisée, précisée par des données nouvellement découvertes et par un
projet de réalisation (5). Pour sauvegarder la clarté de I'exposé, on a respecté, dans le projet, le
systéme choisi de numérotation et de désignation des éléments. La carte d' inventarisation du
projet se distingue par un devis descriplif placé en téte, complété par un formulaire permettant
d'insérer un nouvel &lément ( reconstruction , copie, élément nouveau), précisé par une nouvelle
liste du nombre d' éléments (originaux, nouveaux, total} et, naturellement, d'abord par un
contenu concrétisé du projet de réalisation. Eu égard au besoin de répartir en segments la
documentation pour chaque branche, il est possible de créer une liste des élements d'aprés les
professions, mais I' inventarisation du projet de réalisation est en outre complétée par la
localisation des éléments sur les plans-coupes du batiment, de méme avec répartition selon les
branches.

Les informations contenues dans I' inventarisation des entrées (inputs) n'ont pas pu constituer,
dans tous les cas, une sortie (outupt) definitive des connaissances car, dans la phase initiale, il
n'était ni réalisable, ni méme souvent souhaitable de vérifier chaque situation par un démoentage
ou par un sondage détaille. Au cours des fravaux de préparation, i a été necessaire de
respecter un point de vue rationnel et de minimiser le nombre des interventions dans la situation
existanie. La spécification des éléments singuliers de |' inventarisation premiere a donc eté
précisée et complétée progressivement. D'abord, lors de I' élaboration de la base de donnée
susmentionnée de la solution projetée, ensuite avant d' entreprendre les travaux de
restauration. Un output fiable des connaissances dans chaque branche est représenté par des
recherches bien fondées de restauration, complétées, selon les besains, par de nouvelles
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informations obtenues principalement par une approche détaillée {lors de démontages partiels,
ou aprés gu'on ait 6té¢ certains éléments) et vérifiées en cas de nécessité par des méthodes
exactes. La procédure adoptée du processus de reconnaissance fait pariie de cette methode,
car elle réduit les cas d' interveniions indésirables dans le monument et diminnue les risques
d'oubli, de généralisations e, par conséguent, d'erreurs.

Dans le cadre de la sommation de l'inventarisation des inputs, on a traité 2900 postes d'
inventaire, la base de données de la solution du projet contient 3862 postes, car elle contient
non seulement un ensemble complet des éléments enregistrés, mais encore des éléments
compléiés lors de la résolution du projet. Du nombre total d' éléments enregistrés dans la base
de donnees du projet, les éléments d'origine maintenus représentent, pour le batiment, 2337
postes ; parmi les 1027 éléments nouvellement inclus, il faut comprendre plusieurs catégories :
des éléments d'corigine restaurés mais déposes hors de la villa, des copies d' éléments
manguants, des reconstructions, des produits d' époque sélectionnés dans d'autres batiments et
des éléments enfiérement nouveaux.

Le ftraitement digital de I' inventarisation de la solution du projet ne represente pas
seulement une somme d' informations détaillées sur I'état initital et sur les intentions détaillées
de la restauration. C'est un auxiliaire de base qui donne un apergcu complexe et détaille des
travaux au cours de toute la réhabilitation. Il documente en détail ausst bien I'etat premier que [
évolution des connaissances; il permet de consigner chaque manipulation d'objet, depuis le
démontage jusqu'au retour de la piéce originale et restaurée a sa premiére place. C'est un
matériel qui permettra & lavenir de contrdler les étapes de fravail a parfir de I'état initial
enregistre et du resultat des travaux de restauration (6}.

1. ‘

| es démarches du projet de restauration et reconstruction du batiment
Le projet et la realite

L "état du batiment avant la restauration

La documentation et les travaux préparatoires

La conception de la réhabilitation et la méthode de la restauration

Le problem du renouvellement des technologies spécifiques et originales
Linfrastructure technigue et possibilité de garder son foncticnemment
Les éléments industriels et lerur utilisation dans le batiment
L"harmonisation des éléments d’origine aux normes actuelies

Le mobilier e la présentation de I'interieur

La reconstruction du jardin

Petr Urlich, 15.11.1999
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Clara Loos

Hevws Salher

i

The Miller honse gron- foo- Drdera an edae of g hadt
centimeter arennd The heaee progectiong, [l merrs awann
When he comes hack. the preejerion amuounts to oie full
centimeter instead of o Balfeentmeter. Loos s besiile
himsell. el he has thee halfeentimeter nueked off an the
entire house. On the et of the entranes there = a ddoor,
[ere. in this room the muaster ol the house reseives the
visitors whom he does nut want to lead o the house. In

this room there is a writing burean, o beneh; the voom is

decorated in darl lilae: a large area in the wall paper has
been left blank, and Loos had a huge map glued onto the
wall: 2 beautifu! colour interruption. while at the same
time the waiting person can agreeably pass the time with

it.

A double glass door leads into an antervom panelled in
white wood. The ceiling is low. However. Loos thinks it is
still too high and has it painted dark blue at the last
moment: a beautiful contrast to white wood. Now there
come three, four steps. and then on overwhelming sight:
the large hall. Loos has made the entrance narrow and
low on purpose in order to intensify the impression of a
hall. Fe says that it is wronyg to stand in the largest room
without any tramsition immediately after opening the
door., On the left. between two green paratlelpipedal mar-
ble stones there is a solu covered in tilac. Loos wanted to
place an old Jupanese wouden statue on both marble
syuare ; stones,  in which  heating  is accommodated,

However, he could aot lind any whirh would he to his
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taste. An owner of a house has a whole life ahead of him;
he has thus time to »grow into« the house, and has plenty
of room o purchase many beautifui things which fit in
well with the house. This is how Loos thinks and does not
search for wooden statues anymore,

A small staircase inside in the hall leads to a ladies’
bhoudnir. One window of this reom looks into the hall, se
that the lady of the house can watch those who enter the
hall without being ooticed herself. She, a small fragile
woman, makes an impression of heing tall and imposing

when she wallks down the stairs to meet her guests.

On the right in the hall there lead a few steps to o dining
room placed on a higher level, The space obtained under
the dining hall makes it possible that the utility room in
the basement can receive daylight from the street. The
eeiling of the dintng hall is of dark mahogany wood. A lat-

er owner wanbisd to have sueh a eetling in his dining room,

Hories Heaciir

e
P

Loons said: » [t wa= pessible to make a wooden ceiling here
in the small room doe 1o its openness towards the hall, In
a small enclosed rosm <uch a ceiling would have an cffect
of a eoffin lid. Fshall make vou o ceiling through the stuwly
and the dining room, then it is possible.« (Loos then aeto-
ally connected the stwly and the dining roem in this new
Rat, and made a continuous mahosuny ceiling which

looked wonderful),

The dining room of Dre. Miller. as all dining cooms by
Loos. is not large. Loos savs ~It suffices when the maid
can serve contfortably. There is no need of more room.”
The round table of granite gave him quite a headache. [t
is constructed so that one mahogany ring can be attached
in case of few sthesls, and when there are more guests. Lwo
mahosany rings. The chairs are replicas of Chippemdale’s
chairs.

Next to the dining room there is o small room. and then
there futlows a kitchen: it is sueprisingly small. The rook-

ing ix done here according to the Amertean syvstem. Fach
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thine i- within easy reach and has o phaee of s own, L
.-m}nin_\- the kitehen of a dinine car a- a medel, Ybhove the
stove there i< installed o Jamp. The sindow 1= hich, Loos
Sy~ -milin-_ﬂy: 1t i needless that the ook can ook out

from the window while cookine. ™

When the house was completed. the fellowing notice

apprared in the " Prague Daily™ of Febroary 15th, 1931

Since three months the Miiller hoase opposite the Norbert
Churche in Streschowitz has become a kind of place of
pilerimage. It has been built by Adolf Loos. The visitor’s
book gives the names Marcel Ray. Rarl Kraus, Emil
Ludwig, Machar Filene, llja Ehrenburg.  Arnold
Schonberg. After having visited the house. Karin
Michaelis wrote to Loos: “"Dear friend. the house in
Prague is by far, by far and again by far the most beauti-
ful thing you have made. Should there be a jewel more
noble and fine than the diamone. emerall and sapphize. I
would want to compare the house with it. Were 1
Kokoschka. I would want to paint twelve paintings in it:

were | Pawlowna, [ would want to dance only there.””
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Viadimir Slapeta

The effoct of Adolf Lons for & "Raumplan™, e, a three-
dimensional plan of a house, culminated in his villa for
Dr.-log, FrantiSek Miitler and his wife Milada. Loos him-
self wrote about it in a Pilsen interview in 1930: ~*You ask
me first about how high the new Miiller Villa in Prague
ranks among my works. Well, it occupies the first place in
the main line of my architectural philosophy. My archi-
tecture is not bused on plunes. but on spaces {cubes). I do
not design any ground plans. facades or sections; [ design
spaces. In my works there is no ground-floer, first floor,
ete. There are only" interrelated continuous spaces,
rooms, hallways, terraces. ete. The storeys penetrate
mutually and the spaces are interveluted. Each space
reguires a different height: the dining-room is higher than
the pantry, and the ceilings are therefore at different lev-
els. To connect these spaces so that the ¢limbing up or
down is not only hardly noticeable, but also purposeful. is
a great problem, as [ believe, for the others, whereas for

me it is a matter of course.”

The plan of the Miiller House ts a rather town-planning
work on a small seale: narrow streets alternate with small
and large squares, the ways in the house seem to respond
to the special topography of the site. Everything is com-
posed as a series of small and larger intervelated parts,
organized in a logical and clear order, and finally closed
in a lapidary white cube dominating the whole district. It
was not easy for Loos to carry out his plan, as he exceed-
ed the cornice height set by the municipal authorities, and
he obtained the building permit at the twelfth attempt. In
spite of that the owner was fined for this non-compliance.
It is apparently due to the regulations issued by the
municipal autherities that the house entrance seems to be
“stified” under the pavement level of the street “*Nad
hradnim vodojemem® . This was an evident concession
made by Loos to the Building Office, and an attentive visi-
tor is suprised by this inconsistency. From without, the
house makes a Meditervanean impression: it is a white
cube, terraced and sunlit, like in Andalusia, However, the
house does not open to the sun, but is closed for it: the
windows oriented to the west and to the south are very
small, and the house opens to its surroundings only in the
east through the dining voom oriel and in the north
through the three vertical axes of the living-hall, The last
symbolic hole is a concrete frame on the upper terrace
which stresses the view of the Castle and of the Cathedral.

CQutside, the house seems to be a sort of Mediterranean
apparition, while inside its conception is rather British.
The sophisticated articulation of spaces and their inter-
penetration with original articulation, tectonies and tex-

Hoegs Viiller
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ture is a specific feature of the work. The eore of the
house, where the major spatial effects take place. is a liv-
ing-floor with a generously conceived living-space over
the entire width of the ground-plan, closed at one side
with a sofa and at the other with a fireplace, which is fol-
lowedl, at different height level, by a dining-room, a stair-
rase space. and a part with the ladies’ boudoir and the
study. The dining-room forms a sort of terrace from
which Loos organized different views, particularly the
~-Social View' of the square beneath, that is, the living-
hall, accessible at different levels and surrounded by a
cascade-like Loosiaw balustrade and by columns faced
with beautiful marble, the ~Intimate View’” of the stair-
case. which is spatially connected with the dining-roem
and the hall, and the “Natural View’ of the garden
through the oriel of the dining-room. A very “‘ephemer-
al'™ spatial relation can be observed in the second part of
this storey with the living-hall, the ladies’ boudoir and the
study. The lower part of the ladies boudoir and the study
are at the same level, In the study, there is a glazed book-
case, a desk, and a relaxation space with leather sofas at
the fireplace covered with Delphian tiles. However, if the
gentleman wishes to visit the lady, he faces a small archi-
tectural adventure: First he must climb up several steps
1o reach the level of the staircase landing. and only from
there he can enter the upper part of the ladies’ boudoir
... The lady can at the same time relax in the corner of
the upper part of the space and watch through the win-
dow the company in the living-hall. But she can also relax
on a sofa in the lower part of the boudoir, or leave incon-
spicuously by using a special staircase leading to the liv-
ing-hall ... The entire ladies” boudoir is lined with beauti-
ful lemon wood. The boudoir has also a special *facade”
towards the living-hall and is an original interpretation of
the ““House in House™’ motif.

There is no wonder that Loos decided to mark his sixtieth
birthday heve, among his Czech friends, such as the
house owners, Milada and Frantiek Miiller, his admirer
and publisher of the Czech version of his ““Useless
Talks’”, Bohumil Markalous, the historian of arts Josef
Matejifek, the Viennese writer Karl Kraus and his girl
friend Sidonie and his wife Claire. The Miiller House is
not only one of the top works of Adolf Loos. but alse a
materialiation of his relation to Czechoslovakia, the coun-
try where he was born and which scon vecognized his
importance and raised him to a patron of its architectural

avant-garde.
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diiller se pride po Ziroki aveniji, od Hradéanov

ob tirih mestnega tramvaja. Spodaj ob cesti je
z ¥ivili , skromna, vendar z dobrim pivom, preko
strma rampa, ki z ostrim zavojem vodi k hisi.
“ridejo k njej po stopniSdu. Lega hiSe je tako domi-

o

i_. da jo prepoznam od daleg, kljub grdi preved
(. smreki, ki sedaj zakriva, na fotografijah izpred
¢ ako &isto juznoe fasado. Pravzaprav ni preseneden-
¢ v taka je kot sem si predstavljal. Vendar je tega
f.-ﬂanega obdutka, tega veénega primerjanja, ali je
es tako, kot si Ze tolikokrat prej yidel na fotografi-
“.r0 konec.

{ adovske obnaSanje sedanjega prebivalea, ki me
{ na ozkem hodniku pred vestibulom, zavrt kolo
< ‘je in ugibanj. Je nekaj med hidnikom in neza-
{_\%m nkvd-jeveem, Yrata mi odpre za paket ali dva
“rih cigaret. On sicer tam res Zivi, a v resnici gre za
ez stanovalcev.Vrtam po zgodovini, vendar brez
. Vse odgovore Ze [;nznu:n‘ vedlno konfam kjer sem

{

A broad avenue following the tram line leads from
Hraddany to Miiller house. Down at the roadside is a
modest grocery store. offering excellent beer, and across
from it a steep ramp leads to the house in a sharp turn.
Pedestrians can climb the stairs to the house, which is sit-
uated in such a remarkable spot that I recognize it easily
from afar, despite the ugly and overabundant spruce tree,
blocking from view the south facade, which is so clearly
visible in the pre-war photos. Actually, I am not sur-
prised. The house is exactly the way I imagined it.
Nevertheless, this familiar feeling, the incessant compari-
son between the immediate impression and the precon-
ceived notion of a place based on a photograph, soon dis-
sipates. The Quasimodo-like behaviour of the tenant, who
greets me in a narrow hallway before the vestibule, sets
my imagination and speculation in motion. He seems to be
a cross between a janitor and an unemployed secret ser-
vice agent. He lets me in for a package or two of American
cigarettes. e lives here, but the house has no tenants, |

aremid, P B e et
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zatel. Nekaksno groteskno sovpadanje z lahirinti ozkih
stopni3é te stavbe, ki vodijo v vedno nove prostore in
sobice, v vedno nova nadstropja in podeste. da na koneu
konéam kjer sem zadel, ne da bi mi bilo popolnema jasno
kako. Po tej hidi se ne sprehajas, po njej potuje
na stopniste, skozi omare do kopalnie
in iz nje spet v living.

§ iz sobe
. iz kuhinje v omaro

Pred ofmi imam fotografijo. érnobelo seveda. Pusnelo v

tridesetih. Skupina gostov se je zhrala + osrednjemt pros-

Huus Miiller

EES

pry inte its history without sucvess, 1 know all the

answers. so I end where I have begun. My nosiness is
grotesquely reminiscent of the labyrinthine narrew stair-
vases. alwavs leading 1o vet another room. corvidor. foor
or landing. so that T find myvself at the very spot (rom
which [ started. not knowing exactly how this happened.
One dues not walk around this house: one travels
throught it {rom a room te 4 stairease. through o

wardrobe into a bathroom. from a kitehen into
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wardrobe and back again into the living room.

I am loeking at a photograph, a black-and-white snapshot
of course, taken in the 1930s. A group of guests is gath-
ered in the central area of the house with four or five dif-
ferent entrances and exits, The guests are seated on a
rickety bench, huddling together to fit into the photo. A
birthday is being celebrated. I forget whose birthday, per-
haps Mr. Muller’s or Mr. Loos’s. It is a spitting image of
the bourgeoisie of the 1930s, complete with a slight pre-
sentiment of catastrophe, for us, of eourse, who are famil-
lar with the events that followed. It is an image of life in
Prague, which will never return,

Today, the living room is empty, except for the nailed
down bhench and a table, which is too heavy to be
removed. The parquet floor is covered with linoleum,
skirted with aluminum sections. [ am not so much inter-
ested in the guests in the photo, as in those whe followed
them. What happened during the war? What happened
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toru. ~redini hife. v katerega prided ali iz njrga gred na
iri ali pet nacinov. Sedijo na verajeni klopi. nekoliko
P

bolj skupaj. da je lahke objektiv zajel vse. Praznujejo

'

rojstni dan, Pozabil sem ali g Miillerja ali morda g

=
Loosa. Prava slika medfanstva, v tistem pravem pomenu
tridesetih. z rahlim pridihom katastrofe za nas, ki nam je
znana bodofnost. Slika Zivljenja Prage, kakrine ne bo
atkoli ve¢. Danes je living prazen, razen verajene klopi in
mize, pretezke, da bi jo lahke odnesli. Parket prekriva
linolej, zaiCiten na robevih z aluminijastimi letvami.
Manj kot gosti na omenjeni fotografiji, me zadno zanimati
njihovi nasledniki. Kaj je bilo med vojno? Kaj po prihodu
Rusov? Ni edgovorov. Medlo se spominjam oddaje na
nemski televiziji o Loosu. V njej so trdili, da je bil v hisi
po vojni nekakSen arhiv partije. V Ljubljani zvem, da so
v njej naselilt Soferje protokola. Revelucionarnost
arhitekture potrjuje dejstve, da si je celo v splonem
srabeZu socrealizma nihée ni prilastil. Je okus revolu-
cionarjev, teh G&astilcev socharoka, Zalila preprostost
zunanjih linij in majhnost notranjitine? Nekako ne pre-
bavim teh Soferjev, odpiranja konzerv na marmornati
mizi, pocestnih kurb v preved sofisticivanem okolju.
Loosu bi bolj prilegla kakina Le Carréjevska zgodba.
Pla3éi z revolverji v Zepih, v vestibulu orgije s 3ampan-
jeem, za velikimi okni livinga, visoko nad bedo ostale
Prage ... .
Vzpenjam se po enem od stopniff. Za vsakim vogalom
presenedenje, v vsaki sobi ustavijen as. Kosi pohiStva
sicer, ki 50 ostali tu le zaradi Loosove manire vgrajevan-
ja. pa vendar le lise na steni, tam kjer so visele slike,
prazne vitrine, postelje brez rjuh, brez teles. Stopim na
teraso. TV antena. Na spodnjem dveri3éu 10 let stara
Skoda. Na hodniku dvigale. Kdaj je nehalo delovati?
Prav na vrhu Sum za vrati. Nekdo Ze biva tam notri. Je
bila to prej spalnica odraslih, otrok?
Fotografiram vefinoma v livingu. Ostalo je skoraj
nemogode opisati s fotografijo. Monumentalnost glavnega
prostora, Zlahtnost materiala tu Se nekako prekriva
obutek muzeja, ki to ni. Ostali prostori so brez vsega,
brez tistih malih predmetov, ki bi vdihovali Zivijenje in
smisel, podobni zabojnikom z vhodem in izhedom. In
vendar, kljub praznini fascinantnost hide ostaja. Morda
je ena redkih, za katero bi se Ze po nekaj trenutkih, ko
stopif vanjo, lahko odloéil, da v njej Zivis.
Vragam se popoldne, da posnamem zahodno fasado. Za
cel avtobus 3vicarskih Studentov arhitekture preko ograje
slika zaklenjeno stavbo. Skode ni veé na dvoriiéu, Mugim
se z uli€ne tablo v prvem planu in drogom za elektriko, ki
razpenja Zice prav po sredini fasade. Na koncu se
odlodim, da tako paé je in speljem Zice po sredi diapoziti-
va, Pospravirg stvari in se ob tramvajskih tirih vrafam
proti mestu.+Za seboj puiéam Loosa njegovi usodi. Sobota
zveder je, sonce zahaja nad Hrad&ani, zadnji novo-
porodenci odhajajo, prve turiste %e dovaZajo z avtobusi
na nekakZen vederni koncert. Spustim se ped v mesto na
pivo. Gostilne so zaprte, polne ali rezervirane za tiste s
koncerta. Kupim si steklenico na Karlovem mostu in jo
pijem seded na ograji. Na levi detek in deklica igrata

Chopina, na desni tip prodaja ruske ofteirske kape in
leninove znacke. Praga tridesetih let je e daled v
bodoénosti, :

s Midller
2

when the Russian= came? Theee are no ewerss | have a
faint recollection of a program on Loos aired by the
German television, cluiming that the arehives of the Part
hacl heen kept in this house after the war, | was told in
Ljubljana that the house provided lodging for protocol
chauffeurs. The revolutionary architeeture of the house
confirms the fart that even at the time of rampant
Socialist Reatism ao one claimed the house. Was the taste
of revolutionaries. these worshippers of socialist buroque.
affended by the simplicity of the buililing’s extecior and
the modest size of the interior? 1 somehow can not get
over the chauffeurs, the opening o rans of fuod on the
marble table and strestwalkers in this sophisticated envi-
ronment. An atmosphere straizht from a Le Carré novel
would suit Loos much better. Trench coats hanging in the
vestibule. their pockets bulgng with hand guns. cham-
pagne orgies behind those large living room windows, high

above Prague somehow seem much more appropriate.

I climb one of the staircases. A surprise awaits me behind
every corner and in every room [ visit, time comes to a
standstill. Little furniture remains and that only hecause
Loss had a penchant for building in, There are spots on
the walls, left behind by removed paintings, empty glass
cabinets, beds without sheets and occupants. [ step out on
the terrace: a TY antenna, a ten-vear-old Skoda automo-
bile in the lower yard. There is also an elevator. When
did it stop working? And right at the top, | hear a noise
behind a door. Semeone still lives here. Was this a bed-
room for adults of children?

I take most of my photographs in the living room. The
rest of the house can not be deseribed through photogra-
phy: the monumentality of the main area, the nobleness
of materiails. Here, a certain sense of a false museum is
presegved. The other areas are devoid of everything, of
the small items which gave them life and meaning. They
resemble cubicles with an entrance and an exit. And yet.
despite the emptiness, the house continues to fascinate.
Perhaps it is one of those rare houses, which, almost as
soon as you enter them, make you want to live in them.

I return in the afternoon to photograph the west facade.
A busload of Swiss architecture students is standing at the
fence and taking photographs of the house. The Skoda is
no longer parked in the yard, [ try to avoid the street sign
in the foreground and the utility pole with power lines
running right across the middle of the facade. [ finally
give up and take the photograph anyway. Then I pack my
rear and return to the city along the tramway. Behind, I
leave Loss to his fate. It is Saturday evening and the sun is
setting high above Hradgany, the last newlyweds are leav-
ing and the first busloads of tourists are arriving for the
evening concert. [ walk down to have a beer, but the inns
are either closed, overcrowded or reserved for the concert
goers. [ buy a bottle of beer at Karl's Bridge and drink it
sitting on the fence. On my left, a boy and a girl are play-
ing Chopin. To the right, a man is selling Russian military
hats and Lenin pins, and the Prague of the 1930s seems
far in the future.
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Casa Muller 1928/1930
Strescvicka, 820. Praga, Chequia

LLoos proyectd esta casa para el constructor Dr. Frantisek MUGfler, quien posterior-
mente le encargd también la colonia Babi Nachod. Se localiza en un terreno con gran
desnivel, en los alrededores de Praga, desde cuya cota mads elevada se accede aia
edificacion. £n ella se combinan la escrupulosa manipuiacion del espacio interior con
una forma cubica esculpida y de superficie tersa. El vocabulario arquitectdnico que
Loos ha desarrollado y puesto a prueba en sus disefios cobra aqui toda su madurez
integrandoio en un conjunto con suma destreza, en un todo compuesto por unos
cubos-terraza en planta baja, un volumen principal de dos plantas de altura, una
planta superior y una terraza en cubierta retranqueadas respecto al mencionado
volumen, un balcédn rehundido en la fachada principal, una tribuna en saledizo &en una
fachada lateral y delicadas aberturas de ventanas.

Las zonas principales de estar -saldn, comedor, biblioteca y estudio de ia Sra.
Mller- compeonen una secuencia abieria y compleja de valimenes a distintos nive-
les distribuidos en torno a la escalera principal. Los pilares y antepechos escalona-
dos del salén presentan un revestimiento de marmol verde Cipollino (valle dei
Radano), las paredes y e techo estan enyesados y la obra vista del hogar se integra
en la superficie marmorea. Ei comedor y el estudio det Sr. Muller muestran para-
mentos verticales recubierios con paneles de caoba, mientras que en el estudio de la
sefiora, la madera empleada es de limenero.

Kulka, con sus comentarios, resalta la importancia que esta casa tiene en la obra
de Loos: “Representa [la sala] la cima del talento creador de Loos. Sala, comedor y
escaleras mo%dgan un continuo espacial que a duras penas podria concebirse de
modo mas armonioso™.

Loos celebrd su sexagésimo cumpleafios en esta casa.

Plantas bajas nivel inferior y superior, primera y
terraza.

Derecha:
Axcnometria de la planta superior,

160
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Derecha:

Acceso ai comedor.

6

Vista del amplic estar

Comedor.
4
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DEGRADACIO | RESTAURACIO DE LA
CASA TUGENDHAT A BRNO

Dissabte, 18 de Desembre, ales 17:15

JAN SAPAK

Active architect in Brno and publicist, born 1957 in Brno, Moravia, Czech republic. Skilled joiner and
cabinet maker in 1975. Between 1875-1978 studied interior architecture and joinery in High school of applied art

Jn Brno. 1977 first article about Tugendhat in newspaper. Studied architecture in Technical University in Brno

1978-1981. In 1981 protested against method of reconstruction of Tugendhat house to Ministry of Culture.
Studied architecture in Academy of fine drts in Prague 1981-1984.

Architect in SAIL studied in Liberec north Bohemia 1884 — (Participant on project of Veletrzni Palac in
Prague) 1987-89 architect in Stavoproject in Brno. 1989-1990 praxis in Wilhelm Holzbauer studio in Vienna,
Austria. Past the velvet revolution deputy in National Parliament in Prague. 1992 to today practice architect in
Brno, tast work building of insurance company Co-operative with J.Skrabal. 1995 skilled stonemason. 1898 co-
author of DAS HAUS TUGEDHAT, the book published in Vienna by Architecture in Ringturm V &Verlag Anton
Pustet. Published in DOMUS, Werk, Bauen + Wohnen, Bauforum, DOCOMOMOQ, Abitare, usw . Lecture in
Czech republic, Holland, Austria
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NEW IDEA OF RECONSTRUCTION OF TUGENDHAT HOUSE IN BRNO

- The damage of the house Tugendhat in various period.
- The characteristic of femporary conditions
- Suggestion of the idea of a future restoration of the house.

Villa Tugendhat has not been preserved in its original state, though it is not for unlucky
immediately noticeable. There is certain paradox in situation most adjustments altering the original
condition of Tugendhat were made during recent reconstruction supervised by “expert monument
preservationist”.Moreover this paradox was also partly created by American art historian journalist
who described the villa as a badly damage building. Unfortunately this was just very superficial
observation. Tugendhat house was in 80's still 95% intact as originally constructed in 30's.
Situation has changed in the beginning of 80's with reconstruction carried by the communist
regime and in communist way.

| have tried several times to prove and document damaging nature for that reconstruction.
In fact, this so could reconstruction was more harmiful to this building than nazi occupation and
WW Il. However, Tugendhat was already unlucky structure in its "genofond” due to its fragility
and Jewish origin of its owners.

If we make a comparison with Miiller house (massive, traditional, archaic structure) we can see an
impact of an owner living inside throughout the building history... {though just in cellar basement).
Despite my harsh criticism of the recent reconstruction and its useless replacement of certain
parts of the house, | think there stills a great chance to preserve Tugehdhat as an architectural
monument. The building in still more “original” in its main construction part than “reconstructed” (or
replaced) porcelain tales of bathroom and garden stairway has been lost, but reconstruction
remained original.

Windows, doors, and parts of floors are original as well. We can still take 2/3 of house as
it was originally consfructed. | have been pondering for many years over the state of Tugendhat
and tried to find certain solutions.

It was tempted to correct the adversity of fate and make a space for "goodwill”. The case
of Thgendhat is surely possible. We can hardly achieve by reconstiruction the original state of
building we might get nearer to it. This experiment can philosophically argued for and technically
realisable. Even the financial part is not so horrendous. The real obstacle is hidden in
organisational disharmony. Czech society has not yet been consolidate after velvet revolution in
1989. However, years to come might a change and more consolidation. There has been
completed libretto of reconstruction, specifying original and “replaced” parts for original ones.
Washbasins, radiators, mixers and tiles belonged to a normal production of 30's and could be
transplanted from after buildings. Indeed, it is rather adventurous method based on
“transplantation’s” of organs from house to house.

| have also recommended this method for reconstruction of Miller house in Prague and
this offer was accepted {(but | am not the author of the reconstruction plans) an the work is under
way.

Jan Sapak
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Barcelona Pavition and Tugendhat House: Spaces of the Century by Fritz Neuniever

The German Pavilion at the 1929 International Exposition
in Barcelona and the 1930 Tugendhat House in Brno
{Czecho) have gone down in histery as key monuments of
the twentieth century. Yet only recently have the two build-
ings. indisputable treasures of modern architecture, reac-
quired their material presence, The Tugendhat House was
finally saved from demolition and restored after a long pe-
riod of neglect. The Barcelona Paviiion, whose short life
span of only a few months never diminished its enduring in-
fluence as one of the defining monuments of the century,
was rebuilt on the original site more than fifty years later.
In 1986—the one-hundredth bicthday of Ludwig Mies van
der Rohe—the reconstructed pavilion was opened perma-
nently to the public. The two buildings represent the pinna-
cle of the great architect’s European works. They have be-
come symbeis of modernity, of a style which achieved a
new measure of freedom and dignity in its interaction with
materials and form, space and construction.

Mlies had systematically explored the preconditions and
possibilities for the development of the "New Building”
(Netres Bawen) in his projects of the early twenties. The
1919 project for a glass skyscraper at the Friedrichstrasse
railroad station and the 1923 designs for an office and a
country house of reinforced concrete were prototypes that
exemplified this new architecture. Through them, Mies was
able to demonstrate the creative possibilities of modern
building methods and materials, With his 1924 design for a
brick country house, Mies showed that even traditional
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building materials could be used in such 2 way as to alter an
architectural structure at a fundamental level. Exploding the
classic spatial order of the residence. Mies departed from
the basic logic of the screen wall and translated it into the
spatial continuum of an open plan system in which radiat-
ing walls provided a close connection to the exterior space.

For Mies, construction was the departure point for all ar-
chitectural creation. Upon this solid foundation was to rest
an “elementary form” which would promote simple and
straightforward construction—sintilar to the concept of ob-
jective architecture formutated arcund 1908 by H.P.
Berlage—as 2 basic and inviolable [aw of design, Following
the collapse of the old civilization in World War [, the reju-
venation of architecture was to begin at the rools, i.e. be-
yond all previous idealogies and conceptions of form. The
primacy of construction accommedated this striving for ab-
solutes. It set a precedent of objectivity in architecture that
transcended the styles and fashions which had become syn-
onymous with the old, decadent era.

This fundamentalism emanates from the manifestoes of
the early twenties, which Mies published as theoretical ac-
companiments to his architectural projects, The foremost
responsibility of the modern architect was to renounce the
individualism of the artist and ali “aesthetic speculation™ in
order to emphasize materials and function. This disciplined
approach would uncover the immanent beauty of modern
materials and construction techniques. In 1923, Mies saw
the promise of a new architecture in this subordination to
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attained cultural value and dignity not as the e\prcqsi(m of
matterial and technical conditions. but only as the “spatial
express:on of spiritual decisions.” as Mies defined architec-
turc in £928." The social duty of the architect was not to
supply humans with living space in a rationalized manner,
but rather 1o maintain a certain quality of life. For Mies,
this decisive point was part of “The Preconditions of Archi-
tectural Work.” the programmatic study of which he under-
tock in 1928, All artistic activity was to be devoted to es-
tabtishing the preconditions “the hard and clear atmosphere
of technology and consciousness {in which] artistic and
spiritual values can unfold.™
The Barcelona Pavilion and the Tugendhat House, com-
missioned in the swnmer of 1928, are the result of Mies’ ef-
fort. Both buildings represent epochal achievements in the
history of modern architecture. They are ideatized creations
~which embody the hope for a rebirth of architecture in the
ntidst of industrialized modern society. It is an architecture
which is not content to express awe for the mechanical, but
desires to show a corresponding spiritual realization of ma-
terial and technical progress. The fact that both structures
are so prominent in the architectural consciousness of this
centucy may well be explained by their stalus as symbols of
this hope. Seldom has a promise of culture been made in
such a compelling way with architectural means, but its ful-
fillment seems more difficult today than ever before.
In the Tugendhat House and the Barcelona Pavilion, Mies
was able to realize his concept of architecture as “spatial
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expression of spiritual decisions” in a nearly ideal way.
Both buildings exhibit “space of a completely novel kind”
which, fallowing Riezler, possesses “neither a basic form
which can be immediately grasped nor a pronounced delimi-
tation.”™ lis character was determined much more by the
contrast of open and closed spaces, the contradictory nature
of which seems to have been carefully balanced to facilitate
perception of the space without being cancelied out.

Modern space was apparently ambivalent, It was made of
oppasites and, as Piet Mondrian determined it in 1918 for
the new design in painting. like the modern world insofar as
it was “not closed off™ but “yet somehow defined.” The
“open spatial arrangement,” as Mies called it, should yield
“a protective and not an enclosed space.™ in it modern man
was 1o find a domicile commensurate with his needs for -
privacy and freedom.

As a cell and a kind of universe, the liouse was at once a
center of privacy and a space which presented itself to the
outside world, In the Tugendhat House, wall-length win-
dows couid be lowered by means of a motor, so that the
transparent microcosm of the interior was connected to the
cxpanses of landscape and sky. Architectural space could
become one with heavenly space at the touch of 2 button. In
the same way, the open staircase on the garden side of the
house, which appears to lead up into the sky, symbolizes the
possible fusion of the two spaces. For the symbiosis to
work, however, it was essential that the interior of the house
nonetheless preserve the character of an autonomous spatial
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arrangement, Like a protective hand cupped around the din-
ing area, the semicircular wall of ebony wood creates a
space of privacy. Rest and motion, static and dynamic, or,
stated in terms of the Apollenian and the Dlonysmn con-
templation and action, reflection and communication char-
acterize Mlies® space. Man is offered the opportunity to be
by himself and gains new freedom. The * expans;ve sooth-
ing rooms™ with their variety of exquisite precious materi-
als and the wealth of surfaces and colors contributed to 2
home which the owners regarded as a place to which they
ghadly returned. The spaces could be perceived as “strict
and large—and yet in a way that Es liberating, not oppres-
sive.”

A “spirit of technology” is fouml in the Tugendhat House
which, so Riezler, has nothing in commeon with “that of dl‘:.-
paraged expediency,” but must instead be understood “
terms of a new freedom in life”” The new constructive po-
1entials of the steel skeleton, the modern technical fixwures
employed here were not placed in the service of rationaliza-

" tion, but rather served to effect the greatest possible free-

dom in the spatial arrangement. Insofar as Mies demeon-
strated “that it was at all possible to depart from the previ-
ous, purely rational and functional madern architecture and
ascend to the realm of the spiritual,” Riezler saw a historic
achievement in the Tugendhar House: “What was some-
times doubted may now be taken for granted: after a long
tapse, architecture is once again ready for the most nmpor-
tant assignments, perhaps even sacred ones, if ‘sacred’
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understood in a ditferent way than the modern Church un-
derstands it.™

Mies' “space of a completely novel kind,” as Riezler
struggled to characterize it in 1931, is difficult to describe
accurately with words. The term *fiuid’ space, now com-
mon in the hisriography of modern architecture, is insuf-
ficient, for in Mies® spaces, it is not the space which moves,
but rather the user who is inspired 0 move within it. The
whole punoply of outlooks and views can only be experi-
enced and fully appreciated by traversing the spaces. Cov-
ered porches invite the user to linger in this modern resi-
dentia} landscape, which seens to have been inspired by the
romantic spirit of the English garden.

One is captured by this spirit immediately upon entering
the Tugendhat House. The architecture opens up deliber-
ately 1o the landscape, creating an unobstructed vista and
framing the castle in the distance picturesquely. This *win-
dow' on the landscape, which also permits a view through
the house, epitomizes Mies’ conception of space: the house
is understood as a structure which reveals rather than con-
ceals itself. A semi-circular ‘wall’ of frosted glass swings
out into the broad, picturesque landscape before us and in-
dicates the entrance to the house and its cubic, privaie do-
main.

The experience of walking through the architecture is es-
sentiaf 1o the phenomenoiogy of aesthetics of Mies’ space,
which gives a sense of freedom of movement within it, but
also manifests an inherent feeling of inner expansiveness.
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In this perception of space there is something of a religious
dimension for the world, as Riezler’s comment on sacred ar-
chitectare insinuates. This arises from Mies® idiosyncratic
and very deliberate “stance on things.” Influenced by the
writings of Romano Guardini, a philosopher of religion
whom he also knew persenally, Mies formulated this stance
and applied it to his architectural work. In this case, it was a
matter of recuperating the meaning sacrificed to mecha-
njzation, as he confided in a diary entry of 1928: “Steps,
spaces. One has lost the meaning of this language, one feels
nothing more....We want to give meaning again to.things.
Who still feels anything of a wall, an opening?...We want to
give sense again to things...™

Traversing the architecturat space was a kind of existen-
tial experience, a re-sensitization which enabled object and
soul to come together. The correspondence of the interior to
the exterior was what created meaning in the first place.
Encountering the opposite, which is what walking through
the archilecture essentially represented, constituted modern
existence. The uninhibited. but at the same time fleeting,
glance inherent to the restless modern man is just as much a
part of Mies™ architecture as the possibility of quiet reflec-
tion amid the busy doings of modern, dynamic life.

There exist historical precedents for architectural spaces
that are traversed in a similar way, mast notably the wide
ambulatories of gothic cathedrals and northern German
Hallenkirchen. Mies was a lifelong admirer of these struc-
tures and had a deep understanding of them. In terms of a
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modern, secudar variation on these shifting spaces, the ar-
chitecture of metropelitan Berlin during the 19th century
deserves mention, particularly the Berlin Museum. Erected
1824-30 by Karl Friedrich Schinkel, the building was
showered with praise by Mies. His remark that one could
learn from this building everything there was to learn about
architecture, and that ke had attempted to do exactly that,"
suggests that his appreciation for it went beyond mere re-
spect for the formal logic of neo-classical architecture.

The cornection to Schinkel is also logical with respect to
the Barcelona Pavilion, which led an ideal architectural ex-
istence as a Platonic object with nothing other than itself to
display. The recessed stair hall behind the musewrn’s ionic
colonnade was a space meant for carefree wandering.
Schinkel indicated this by populating the space with people
who were enjoying each other's company {such as visitors
engrossed in conversation), the act, and a view of the city.

The space of the Barcelona Pavilion is also quite similar
to the atmosphere of Schinkei's stair hall. Aside from the
single ceremony in which the Spanish royal couple signed
the building's honorary register. there was never any spe-
cific program to be fulfilled. Walter Genzmer put it best
when he noted in 1929 that the pavilion was intended
“solely to encourage the visitors passing through the Expo-
sition to linger awhile and look around.™* The same might
be said of Schinkel'’s stair hall, which was deveted first and
foremost to relaxed strolling and the experience of space
and architecture.
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The recollection of Schinkel may even have played a role
in the choice of the pavilions location. Mies carefully se-
lected a building site perpendicular to the main axis of the
neo-Baroque disposition of the Exposition grounds. In this
location, the pavilion could cleverly capitalize on the dy-
namism of the Baroque axiality. In addition, there was a
row of gight ionic columns here behind which the pavilion
could be placed, spatially akin to the stair hall of Schinkel’s
museumn. These pre-existing columns, which demarcated
the end of the park across the street, may have inspired
Mies to create an ambulatory architectural space, analogous
16 the Beelin Lustgarten in relation 1o Schinkel’s museum.
In such a space, as Friedrich Nietzsghe so beautifully ex-
prassed it in his “Architecture of the Perceptive,” modern
man felt at ease, because he could achieve a kind of solitary
peace with himself as he strolled through the architecture.

Such connections are of course pure specularion. Mies
spoke of the inspiration for his designs only very rarely, and
apparently even wanted to avoid possible contextual refer-

-ences in phatographs of his buildings. Among the official

reproductions of the Barcelona Pavilion is not one photo-
graph which depicts the structure in its spatial relationship
to the colonnade adjacent it. No doubt every architect
would have associated it with the well-known engraving of
Schinkel's stair hall, or Schinkel’s no less famous painting,
View of Greece’s Efflorescence. Perhaps Walier Genzmer
suspected such associations when he remarked that the
choice of site was to be regarded as “possibly the architect’s
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most important creative act.”™

Critics such as Bruno Zevi have seen the Barcelona
Pavilion as an important step toward liberation from classi-
cism, but the building in fact has a muck closer relationship
to this tradition than its formal vocabulary would lead one
to think. Mies" involvement of the Schinkel villa, prompied
by his teacher Peter Behrens around 1910, continued
through the 1920s, if with less obvious signs. The fact thar
Behrens, who rediscovered the 1910 villa, prophesied of the
Barcelona Pavilton, "One day this will be regarded as the
muost beautiful building of the twentieth century!™" suggests
a similar conelusion.

Even in the villa projects which antedate the Barceloma
Pavilion, a degree of freedom had been achieved in dissolv-
ing the closed interior and interrelating the individuat
spaces which was remarkably close to Barcelona, This levet
of spatial independence is not so much due to the influences
of Frank Lloyd Wright or the De Stijl movement, though
critics have usually been only 100 happy to assume so, as it
is to continued study of the classical inheritance and the
Schinkel Villa.

This dialogue is clearly recognizable in the Woif House
(1925-27}, the Esters House and the Lang House (both
1927-30). Just as the term “windmill plan” came to epito-
mize the country houses of Frank Lloyd Wright, one could
speak of an “open drawer plan” (10 use another metaphor)
for the country houses of Mies. The L-shaped individual
walls of the Esters House seem to process forward into
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the objective circumsrances of modern building and the de-
sires of the time. [is essential beauty was not merely re-
vealed in the decoration, but was inherent to the structure
itself, in other words in the image of simple and logical
construction.

in his design for the glass skyscraper on the Friedrich-
strasse, which encases the skeletal construction in a glass
skin, Mies demonstrated the astonishing results that could
be achieved by following his concept through to s logical
end. Such “skin-and-bones” structures, as Mies ingeniously
termed his dramatic simplification in the name of the pri-
macy of construction, enabled him to dissolve the archirec-
tonic structure to an extent never previously imagined pos-
sible. This then became the departure point for a new begin-
ning.

In the tatter part of the twenties, Mies rejected his radical
matarialist stance and set an agenda of an idealistic nature.
{n 1924, he had still been complesely convinced of the need
for a fundamental reform of building techniques in favor ot

“.industrialization, to which he attached the hope of an auto-

matic solution to social, economic and artistic questions.
By 1927 however, as direcior of the Berkbund colony in
Stutrgart, he criticized the levet of rationalization and stan-
dardization in the coustruction of apartments. [n contrast to
other representatives of the “New Building” movement,
such as Walier Gropius or Ernst May, who saw their very
task as the application of these merhods to New Building,
Mies charncterized rationalization and standardization as
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“eurrent slogans” which touched only on incidentsl, not es-
sential, problems. Mies saw his duty much more in “raising
tasks out of an atmosphere of the unilateral and the doctri-
naire,” and he insisted that the problem of the modern
apartment was an architectural problem, “in spite of its
technical and economic aspects.™

The year 1930 brought a final break with the mechanistic
and functionalistic doctrines later equated with New Build-
ing by histarians such as Sigfried Giedien. The conclusion
to Mies® presentation at the 1930 convention of the
Deutscher Werkbind in Vienna demonstrates this in no un-
certain terms:

“The new tinwe is # fact; it exists whether we say yus or
no to it....}1 is a pure given and in iwself undifferenti-
ated....What is decisive is only how we assert ourselves to-
ward these givens. It is here that the spiritual probiems
begin. What matters is not the what but only the how, That
we produce goods and the means by which we produce
them says nothing spititually. Whether we buifd high or flat,
with steel or with glass, says nothing about the value of this
way of building....But it is exactly this question of values
that is decisive. We must set new values and poiat out ulti-
mate goals in order to gain new criterin. For the meaning
and justificasion of each epoch, even the new one, lie only
in providing conditions under which the spirit can exist,

Mies wanted to see the modern architect not in the role of
a facilitator of the Zeirgeisi, but rather as a creator who
helped direct these powers toward a spiriual goal. Buitding
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space like open drawers. The walls have tosl their claracter-
istic sense of closure, Diagenal views through the rooms
are opened up. fending an enormous spatial transparency {o
the impesing brick building.

As early as 1927, Paul Westheim described in Mies’
ground-plans a “circulation which leads from one room to
the next,” achieved through the “imbrication of the individ-
val spaces.” For Westheim, this proved Mies to be one of
the “most talented architects.” because he was “one of
Schinkels most original students.” Mies “had nene of the
so-called Schinkel style,” but rather pressed forward to “the
specifically architectural in Schinkel ™ i

Schinkel’s vision of the connection between landscape
and architecture. testimony to the lasting influence of the
ftalian villa. became 2 source of inspiration and a provoca-
tive standard for generations of architects, The serene,
cheery classicism of the country houses in Potsdam and
Glienicke bespeaks a poetic dialogue between man and na-
ture which the architect can hardly circumvent. In this re-
spect, it makes perfect sense that the Barcelona Pavilion has
Leen related to Schinkels Charlottenhof as a spatial cre-
ation.*

Just as the Schinkel Vilia, with its system of pergolas and
open staircases, was created to Jet its peripatetic user take
part in the marriage of architecture and nature. the
Barcelona Pavition is to be understoad as a place which for
symbolic perambulation. Mies leads the visilor into 2 new
world of paradoxes, into a philosophical topos of architec-
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ture in which the modern individual coudd become more
cognisant of his existence.

The architecture of the pavilion represented an idealized
architecture of values. A process of becoming took place on
a classical base of travertine which embodied the immedi-
acy of the eternal. The dynamic structure of the free-stand-
ing screen walls rested on a podium, as if Mies wanted to
demonstrate visually that the intellectual principles of mod-
ern thought should rest on the foundations of Platonic phi-
losophy. Nietzsche and Plato, in whom Mies had been inter-
ested ever since his first house—built in 1907 for the
philosopher and Nietzsche scholar Aleis Riehi—enacted a
dialogue in Mies' architectural surroundings.

Embedded in the geometrically arranged seams of the
traverting base was a screen of narrow supports. Their cru-
ciform sections marked coordinates for reference points
where the concrele and the abstract, the old and the new
order, came into contact with each other. Hence the screen
of supports was a stepping-stone to the unending, not a sta-
tic construction-related necessity. Within this system, the
rhythmic sequence of free-standing screen walls unfolded
in space. Their ingeniously arranged dynamic balance ex-
uded something of the free spirit with which the modern,
autolectic individual identified. The screen walls of anyx
and vert antique and the glass borders epitomized matter.
Mies built out of them an open—one could almost say neo-
sculptural-—celfa that, just like a classical space, presented
a vista to the horizon enframed by supports. Convinced of

DEHE, BRI L ~EREBAT 2 LOTHS,

BRERBELONOHE 3T AL YL, {2VT7D
WA SOEERE TSI AT A 8L L2 RnR(Tok
TMELLATH I va v —saThn, BREILNE L A0T
Ha, Bydnl 2 - rOUIRIEEOE ST L I 1 e,
ZOWMBCESELAEMBT A I EDTE L N1 E AN L O
M REe Ll Ted, JOMT, sivtoFoiy oy dLq &
BEMGIEE LT, +ornderna gy Foh-2E b0 25
TVA I LA MAT s 5,

LA adyd ( Fa =TS0 A F L LA RIS~ T,
Lehfa A4 s L 2B BMT A L 3 i L UTv 50
thillRi, sk ot g VL a0l L REIOME
LTMMANE~EISAS, =l A e v s fi e,
MA@ e P h S {Mmas I LT x5, Rz T
SR S AT FAL TR S R

L B I AV 5 S A TSR RS (W) ERARTEA TS U o SR HF %
AR S CN ST ARNA LR (T A S A AR LR S AAITH T
M fei st d, MoTaflusia= {4 2 iiiktystll
B bR St s, U, hica s, -SRI bont
[IINEL 7 2 b 2 PO L~ Y Th L 2k o R &
Bt o 2 b WAL STHhL, 1T, PR THY 2t a

DU LTH 1T o4 A e ST L ZE O el &,




=

A

T R NN

S T e,

i

N .

A e

o

having gained a néw view of the exterior from inside the
borderless interior, one returns 1o the world from which one
came elated at being part of a much greater whole.

The concept of unity between man, architecture and envi-
ronment, which Schinkel defined for his age in the vision of
a poetic marriage of architecture and nature, was the high-
est aim of architecture for Mies as well. The idea of spatial
continuity could only be realized on & new plane through
the mastery of modern construction techniques and materi-
als, and Mies saw the real point of our building therein:

“The glass skin, the glass walls alone permit the skeleton
structare ils unambiguous consiructive appearance and se-
cure its architectonic possibilities..i;They are genuine build-
ing elements and the instruments of a new building art,
They permit a measure of freedom in spatial composition
that we wili not refinquish any more, Only now cans we ar-
ticulate space freely, open it up and connect it to the land-
scape, thereby filling the spatial needs of modern man.
Now it becomes clear again what a wall is, what an open-
ing, what is a floor and what a ceiling.”™"®

(Translated from German by Derick Dreher)

I. Mies van der Rohe, foreword to Baw und Woluruay (Stutigars:
Deutscher Werkbund, 1927).

2. Mies van der Rohe. "The New Time," in Die Form 7, no. 10 {1932),
p. 306.

3. Mies van der Rehe, “We Stand at the Turning Point of Time: Building
Art as the Expression of Spiritual Decisions.”™ in fnneadckoration 39,
no. 6 (1923), p. 262,
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4. Mies van der Rahe, “The Preconditions of Archieciural Work,™ lac-
ure given in February 1928, in Fritz Neumeyer, The cdrdess Word: Mies
venr der Bohe vn the Bulding ter (Cambridge MA-Lordon, 1991).
p. 2991,

3. Walter Riezler. “Dits Haus Tugendhat in Brinn.” in Diet Form 6, no. 9
(3931), p. 3241

6. Mies van der Rohe, “Musewm for u Small Cuy”
Forum 78, ro. 3 (19433, p. 847

7. CF. Grete and Frtz Tugendhat, “Die Bewohner des Huuses Tugendhat
Aussern sich,™ iy D Fare b.no. 1119310 p 438K

8. Riezler, op, cit, p. 332,

9. Riczler, op. cit.. p. 2831

10, Peter Carter, conversanion with hMies van der Role, i Suwvesr and
ohaer $6 (190t p. 231 “Das alte Muscum war ein herrhiches
Gebiiude. Man konnte tir die Architekoue alles tiran lernen—umd ich
versuchie, digs Zu lun.

1. Walter Genzmer, "Der deutsche Reichspasillon sul der Inters-
sionalen Ausstellung Barcelona,” in Die Sangihde 11 (1929, Helt 20,
p. 1635,

12. (bid.

13, Repened by Phitip Johnson in a speech celebraung Mies van der Ro-
he's T3th bisthday in 1961, in Philip Johnson, Wlrenagy (Cxtord. [979).
p. 127.

14, Paul Weastheim, "Mies van der Rohe; Enrwickluny eines Architek-
ten,” in Dus Kunstblurt 11, no. 2 (1927, pp. 53-62.

15, Philip Johnson drew this parallel; ¢f. ~Schinkel and Mes™ in Pro-
granm, Columbia University Schoal of Archutecture, Spring 1962,
pp. 14=34; reprinted in Philip Johnson, #'virings, op. cit,, pp. Y0-106.

16. Mies van der Rehe, “What Would Conerete, What Would Steel be
Without Mirror Glass?," 1933 manuscnipt; ef. Neumeyer, ap. cit, p. 314
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SALVAGUARDA | GESTIO D'UN PATRIMONI
CONTEMPORANI: LA ZPPAUP DE LA CITE FRUGES DE
LE CORBUSIER A PESSAC, GIRONDE

Dissabte, 18 de Desembre, a les 18:30

JEAN BERNARD FAIVRE

Architecte DPLG Bordeaux, 1978. Architecte de batimenis de France en Gironde, minisiecre de la culture.
Diplémé du centre d'études supérieures d'histoire et conservation des monuments anciens Paris, 1979.
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SALVAGUARDA | GESTIO D’UN PATRIMONI CONTEMPORANI:
LA ZPPAUP DE LA CITE FRUGES DE LE CORBUSIER A PESSAC, GIRONDE

“La cité Frugés de Le Corbusier & Pessac, Gironde, France: Sauvegarde et gestion d'un habitat
protegé au titre de la loi sur les monuments historiques”

Histoire de [a construction: le projet, la réalisation

Evolution de la cité de 1925 a 1980, la guerre, les modifications privées, les interventions publiques

Le classement d'une maison au titre des menuments historiques: sa restauration, ses conséquences
sur la cité, l'idée d'une vision globale

Un réglement pour 'ensemble de la cité: un périmétre de protection, un cahier des charges, une prise
en compte des besoins: la ZPPAUP

Evolution de la cité de 1980 a 1998: restituiion des volumes, adaptation des logements les difficultés
techniques, les choix, I'habitat locatif, les espaces publics

La cité demain
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LA RESTAURACIO DE LA ICONA AMERICANA
Fallingwater. Frank Lloyd Wright (19386)

Dissabte, 18 de Desembre, a les 19:15

LINDA S. WAGGONER

Lynda S. Waggoner is the director of Fallingwater and the Vice President of the Western Pennsylvania
Conservancy the private not for profit organization that owns the famous Frank Lloyd Wright-designed house,
now a museum. For ten years prior to being named director, she was the curator and administrator of
Fallingwater. Her responsibilities include the preservation of the historic buildings and landscape as well as the
overall administration of site. With a staff of 84 employees and an annual budget of $3,000,000 Fallingwater
attracts over 145,000 visitors annually from the world over. In addition to her duties at Fallingwater, Ms,
Waggoner is the President of The Frank Lloyd Wright Building Conservancy a national organization dedicated to
the preservation and protection of all extant Frank Lloyd Wright-designed buildings. She is a graduate of the
University of Pittsburgh where she was honored as the " 1997 Distinquished Alumna". She has lecturered widely
in the United States and abroad.

1987-96: Curator and Administrator, Fallingwater. Responsible for the day to day operation of Fallingwater
including: directing a staff of 80; overseeing the care of the buildings and the management of the collections;
overseeing educational and interpretative programs; overseeing the museum store and café; directing fund-
raising events; and preparing grant applications to public and private sources.

1986-87: Curator, Fallingwater. Responsibilities included: management of the collections and historic buildings;
oversight of all preservation and conservation activities.

1985-86: Curatorial Consultant, Fallingwater. Achievements included; development of collections management
procedures: completion of the first collection survey, development of a coilections storage facifity;
implementation of proper collections conservation; and registration of entire collection.

1976-84: Executive Director, Touchstone Center for Crafts: First executive director of a residential crafts school.
Oversaw capital campaign for the acquisition of 60-acre campus and growth into a natlonaiiy recognized craft
education program.

1876-83; Art Consultant, Fayette Bank and Trust Company: Responsible for planning in-bank exhibitions and
the management of a significant collection of non-western art owned by the bank and its president, Jay C. Leff.
1975-76: Assistant Curator, Museum Without Walls (originally an outreach program of the Baltimore Museum of
Art): Responsibilities included: research, conception and development of exhibitions for travel in the public
schools of Maryland and New York; writing and design of exhibitionmaterials; supervision of conservation staff,
and oversight of fund-raising events.

Publications: Fallingwater: Frank Lloyd Wright's Romance With Nature, Universe Publishing, New York. 1996.

Numerous arficles and essays.

Lectures: Numerous lectures including: UNESCO, Paris; Oberlin Coltege; Frank Lloyd Wright Building Conservancy; Frank
Lloyd Wright Home and Studio; University of Pittsburgh, Distinguished Alumni Lecturer.

Current Professional Activities:

Board Memberships and Offices: President: Frank Lloyd Wright Building Conservancy, Chicago; Pennsylvania Historical
and Museum Commission

Preservation Board; Preservation Pennsylvania Advisory Board; Pennsylvania Coalition of Independent Museums;
Pennsylvania Rural Arts Alliance; Scuthwestern Pennsylvania Heritage Commission; Fayette County Heritage

Commission; Laurel Highlands Visitors Bureau {past Chairman); FayetieCounty Commissioner's Tourism Advisory Board,
Vice President, Lyric Mountain Music Festival;

Secretary, Friends of George C. Marshall, Touchstone Center for Crafts Advisory Board (past President), Advisory Council,
Chiopyle State Park, Architectural Tourism Committee, Greater Pittsburgh Visitors and Convention Bureau.

Panels: Museums Panel, Pennsylvania Council on the Arts

Education: B.A , Art History and Anthropology, University of Pittsburgh, (graduated summa cum laude and awarded
departmental honors) 1976; School of Architecture, University of Kentucky (1967-68).

Awards, honors: 1997 Distinguished Alumna Lecturer, Frick Fine Arts School of At History and Architectural Studies of the
University of Pittsburgh.
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FALLINGWATER: PRESERVING AN AMERICAN ICON

This lecture with slides will explore the recent findings and restoration efforts, past, current
and future, undertaken at Fallingwater, Frank Lloyd Wright's masterpeice of organic architecture.
Fallingwater perhaps betfer than any other single building represents both he design and
technological aspirations of the twentith century.

However, now over 60 years old, this famous building is facing many challenges that
unless met in a timely fashion, threaten its future. These problems include:
deflection of the famous cantilevers, deterioration of the steel framing both the windows and
doors, deterioration of the concrete and mortar as well as maintenance of historic finishes, control
of high UV light levels, and landscape issues.

Fallingwater's Director, Lynda S. Waggoner, will discuss how the unique restoration challenges
facing Fallingwater are being addressed, including the outcome of the recent engineering studies
and proposed post tensioning intervention,

Fallingwater tike much of Frank Lloyd Wright's work, is facing unique preservation
challenges. Begining with the problems first encountered in the construction of the house in 1936,
and continuing on through the recent structural issues surrounding the famous cantilevers, this
lecture will examine the history and future of Fallingwater's conservation and preservation. Recent
engneering studies have indicated that Fallingwater's famous cantilevers have deflected, in some
cases as much as 7 inches. It is also believed that if they are left unchecked, they will ultimately
fail. This lecture will address why the cantilevers are deflecting, the non destructive methods
employed in testing the condition of the concrete and steel, the development of the computer
models for the engineering studies, the temporary measures taken to stablize the building and the
proposed plans for strengthening the cantilevers. The restoration philosphy developed for
Fallingwater as well as the other preservation challenges faced at the site will also be examined.
These challenges include coatings, patching of concrete, stone cleaning, steel door and window
sash restoration, furniture conservation, ultra violet light mitigation and the preservation and
management of the Fallingwater landscape.

Lynda S. Waggoner
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FALLINGWATER

allingwater is perhaps Frank Lloyd Wright's most widely acclaimed

work. It has been called “the best American building of the last 125

years,” and “unquestionably the most famous private residence ever
built.” At the very least, it is one of the finest examples of Wright's concept
of organic architecture: a house shaped by and conforming to its site.

Fallingwater was designed in 1936 for the family of Pittsburgh department
store owner Edgar J. Kaufmann. The site of the house was the Kaufmann
family’s mountain property at Bear Run where they enjoyed weekend and
summer vacations.

The Kaufmanns'son had studied for a time in Wright’s Taliesin
Fellowship, and it was through this association that Mr. and Mrs. Wright
and the Kaufmanns developed a great mutual respect.

Edgar Kaufmann, jr., has written that Mr. Wright was intrigued by the
Bear Run area which combined the beauty of a mature forest, massive sand-
stone boulders, a wild free-flowing
stream, and a forest understory
covered with native rhododendron,
laurel, and Appalachian wildflowers.

The critical element in this setting
is the waterfall over which the house
is built. The falis had long been a
focal point of the family’s activities,
and they had indicated the area
around the falls as the location for a
home. Nevertheless, they were
unprepared for the architect’s
suggestion that the house rise over
the waterfall rather than face it. But
Mr. Wright's original scheme was
adopted almost without change.

Completed with the guest and
service wing in 1939, the house was
constructed of native sandstone
quarried on the property and laid up
by local craftsmen. Stone piers serve
to separate reinforced concrete
“trays,” dramatically cantilevered
over the stream and forming the
living and bedroom levels.
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ENTRANCE

Spanning the driveway to the
stone clitf are concrete trellis beams.
The trellis resembles a porte-cochere.
The shallow pool or footbath with its
spout of water, the outside stairs, the
projections and recessions of con-
crete and masonry, and the plantings,
together, provide a visually rich and
inviting approach to the house.

LIVING ROOM

Upon entering, the eye is drawn to

_ the far corner of the room, then out-

ward to the southwvest terrace just
above the falls. Though entirelv open
in feeling, the living room is
organized into particularized spaces
for living: below the central ceiling
indentation is an open common
space; the music section, located
near the entry, has both a record
player and built-in seating; the study

area is identified by a writing desk
and book shelves near the hatch to
the stream; the dining table and buf
fet are to the north; and built-in seat
ing is found along the outer walls.
The focal point of the room is the
fireplace. The hearth is a boulder
which rises nearly 10 inches out of
the waxed flagstone floors. The bou!
der also serves to anchor the massiv
stone chimney that contains five



{ “lues for the various fireplaces and
~an oil-fired boiler. The huge iron ket-
tle was designed by Wright as a way
to heat wine over the fire, but Mr.
Kaufmann remembers it being used
anly once. It functions better, per-
~haps, as an eye-attracting device to
_draw one’s attention to the fireplace.
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The furnishings throughout the
house were designed by Mr. Wright
and are constructed of North
Carolina walnut veneer over
plywood. Dunlop foam rubber is
used in the built-in seating and floor
cushions. The indirect fluorescent
tube lighting is concealed both
behind the seating areas around the
perimeter of the room, and by the
large walnut frame stretched with
unbleached muslin in the ceiling
aver the central area. The dining

table can be expanded into the center

of the living room by removing the
front section of the buffet (a con-
cealed drop-leaf table), raising the
leaves, and attaching it to the end of
the table,

KITCHEN

The kitchen was desigried by Mr.
Wright to be essentially utilitarian in
nature as the Kaufmanns had a cook.
The metal cabinets are by St. Charles
and the stove is an Aga coal burner
from Sweden.

STAIRS AND HALLS

Throughout the house, the stairs
reflect the cascading nature of the
site. Hallways are low, narrow, and
dimly lighted passageways. They
stand in contrast to the rooms which
are bright, open, and inviting.

BEDROOMS

Failingwater has four bedrooms in
the main house and one in the guest
wing. Each has its own bath and
terrace. The bedrooms tend to be
rather small, as they were intended
to serve as antechambers to their
respective terraces, which in every
instance offer more space.
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GUEST BEDROOM

Wall-hung wardrobes with framed
cane shelves are found in each
hedroom. Beside the bed on the
desk are incandescent famps
designed by Mr. Wright. He designed
only one of the free-standing chairs
in Fallingwater: the chair at the desk,
Wright planned for it to be used at
the dining table, but the Kaufmanns
found it too rigid, preferring the
comlfortable informality of the three-
legged Florentine country chairs.

MASTER BEDROOM
AND TERRACE

Possibly the most beautifuily
detailed fireplace is found in the
master bedroom. Of interest are its
three large stones that play upon the
theme of ledge and cantitever. The
adjoining bath reveals a sunken
shower and built-in walnut dressing
table/sink.

The master bedroom provides
an excellent example of the way in
which Wright used a structural
concrete fold to drop the ceiling level

{te 6 ft. £ in.) and tHus attract and
carry the eye past the windows to
the outside.

The master terrace is the largest of
the house. It provides three distinct
vistas: to the east, one sees the stream
entering the view of the house just
bevond the bridge; to the south, the
profusion of rhododendron as it
climbs the high bank; and to the
west, the stream winding its way
through a boulder-strewn course
toward the Youghiogheny River.
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DRESSING ROOM-
STUDY

Of particular note here is the floor-
to-ceiling window. The three-story
window, together with the chimney,
form the strongest vertical element in
this house noted for its horizontal
planes. A delightful detail is the
caulking of the glass directly into the
masonry, thus providing a continuity
of surface from interior to exterior. A
surprise to the eye occurs when the
casement windows open to reveal no
vertical corner support. A larger
casement window swings open into
a quarter-circle cut-out in the desk.

WEST TERRACE

Three short steps lead to this
cantilevered terrace placed half way
between the second and third trays
{floors) of the house, Here is the only
vantage point from which one can
see the waterfall beneath the house.
Stairs to the third level forcefully
express the cascade by the deliberate
stepping of the concrete staircasing,.




THIRD FLOOR

¢ Edgar Kaufmann, jr’s study was
¢ originally designed to be a bedroom.
The bed was repositioned to a sun-
( filled niche at the end of the gallery.
{ The top floor is placed along the
¢ back of the house to counterbalance
o the expansive projections of the

. lower levels over the stream.
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BRIDGE

Linking the house to the hillside
on the second floor is an enclosed
bridge spanning the drive. Light
shines through five skvlights that are
also equipped with bulbs for illumi-
nation at night. Protruding into the
passageway is an irregular portion of
the stone cliff with a natural crevice
that often carries run-off from the
hillside to the driveway below. To the
right is a circular stone moss garden,
half on the inside, half on the cutside.
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CANOPY

The bridge opens onto a great
curved walk that leads up the hill to
the guest wing. Overhead is an
ingenious concrete roof folded and
supported on each level by a single
steel upright placed on the outside of
the circle. The canopy is eight feet
wide and three and one-half inches
thick. It acts as a ring beam, rein-
forced with a weaving of steel bars in
tension. The floating and cascading
character of the canopy echoes those
same rhythms in the house.

POOL

The thirty-foot-long, six-foot-deep
guest pool follows the brow of the
hill. Constructed of reinforced
concrete, its rounded edges and
cantilevered steps relate it to the
surrounding buildings.
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GUEST WING

The guest wing is comprised of a
sitting room, bedroom, and bath. On
the other side of the chimney mass are
the former servants’ quarters and
carport. Spanning the length of
the suite is a continuous clerestory
intended to provide light and
ventilation. The corner fireplace is
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formed of unusually broad stones,
many of which are striated (in
contrast ta the stone of the main
house}. The short entry hall is
defined by an open wood screen.
The built-in seating is wide enough
to serve as additional sleeping space.
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BEAR RUN
NATURE RESERVE

Adjoining Fallingwater is Bear Run
Nature Reserve. Open everyday,
year-round, this 4,200-acre expanse
of wild mountain land includes
dense oak and hemlock forests, as
well as the sparkling-clear waters of
Bear Run and Laurel Run. Over 20
miles of trails are available for hiking,
nature study, photography, back-
packing, and cross-country skiing.

FALLINGWATER is entrusted to the
Western Pennsylvania Conservancy,
a private non-profit conservation
organization.

Phatos:

Harold Ceorsini — 9

Otberto Gili “courtesy House & Garden” — §, 10
Thomas A. Heinz — 1 (right), 10-11 (center), 11
Christopher Little — cover, 1 (left), 2,3, 4,5, 6,
712,13, 14, 15, 16
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wmgspread und Fallingwater -
yr Sanierung zweier Hauser von
grank Lloyd Wright

wingspread and Fallingwater -
the Rehabilitation of Twa Houses
by Frank Lloyd Wright

radigar Krisch

Ingenieure fGr beide Hauser:

Ropert Silman Associates P.C., New York
a-chitekten der Sanierungen:
wingspread, Racine/Wisconsin

T-e Hillier Group, Princeten

Fallingwater, Bear Run/Pennsylvania
WASA Architects, New York

Herbert F. Johnson war wiitend. Mitten bei
einem Abendessen mit Gasten begann es
durch das Dach seines Hauses zu tropfen,
direkt auf seinen haarlosen Hinterkopi. Ein
Anruf beim Architekten brachte alierdings
ginen prompten Vorschiag zur Ldsung des
Problerns. Frank Lloyd Wright regte an,

AMr. Johnson mage doch einfach seinen
Stuhi ein wenig zur Seite rlcken ...

Die Anakdote ist Legende ~ aber kein Einzel-
fall. Wrights Gebaude sind Procdukte einer
erstaundichen rdumlichen Imaginationskraft,
die oft weit Gber die Mdglichkeiten der zeit-
gendssischen Ingenieurwissenschaften hin-
aus eiite. Wenn es trotzdem gelang, die
Visionen in gebaute Form umzusetzen, dann
meistens durch Ausreizen der vorhandenen
Materiatian und Konstruktionsmethoden bis
an ihre Grenzen, manchmal auch Ober diese
hiraus. Mangel und Schaden waren oft die
Fc'ge. Trotzdem ist Frank Lloyd Wright bis
heute, vierzig Jahre nach seinem Tod, unum-
stritten der populdrste Architekt der USA. In
einem Land, dessen Baugeschichte mit Aus-
nahme einiger weniger erhaltener Zeugnisse
der Ureinwohner nur etwa 500 Jahre
zur{ickreicht, hat die Architektur unseres
Jahrhunderts efnen viel gréBersn Stellenwert
als in Europa. So ist s wenig Uberraschend.
dz27 viele Gebdude von Wright bereits die

hc thste Kategorie des Denkmalschutzes er-
g cht haben. Die aktenkundigan Bauschéden
wzrden dadurch von den lastigen Nebenpro-
duxten eines experimentierfreudigen Archi-
lexien zu dringenden Sanierungsauigaben
und zu Herausforderungen an die Ingenieure
¥Cn heute. Im folgenden soll an zwei Beispie-
ler gezeigt werden, wie solche Herausforde-
furigen durch Anwendung zukunftsweisender
Tzzhnologien zu beispiethaften Lésungen
fe~-en kénnen,

V. 1gspread

Y. ngspread entstand im Jahr 1937 in Racina
ftitisconsiny nérdlich von Chicago als Privat-
haus der Famnilie Johnson, Inhaber der Firma
Jonnson Wax. Es ist das aufwendigste und
Grofite der zahlreichen Einfamilienhduser in
Virghts Werk und wird als das letzte seiner
»Crairie houses« bezeichnet. Es entstand

fz3t zwanzig Jahre nach dem Ende dieser

Arbeitsphase, daren Thema gine Neuformu-
lierung des Verhaltnisses zwischen Haus und
Landschaft gewesen war. Wingspread teilt
mit seinen alteren Geschwistern nicht nur
viele der pragnanten Elemente des ~prarie
style«, sondern auch deren bautechnischen
Probleme. Denn wahrend die niedrigen, aus-
kragenden Dacher und clie in das Grund-
stick ausgreifendan Terrassen und Wande
cler Horizontalitat der flachen Landschafian
im nuttleren Westen der USA angemessen
sein megen. eignen sich dig flachen Dachner
gungen nicht dazu, die dort iblichen hohen
Schneelasten zu tragen und das reichlich an-
fallande Regenwasser verlaidlich abzuleitan,
So war es auch kain Zufall. dall gerade
wiahrend cler Rehordschneelage im Winter

1993-94 ein Ereignis eintral, das den heuti-
gen Nutzern von Wingspread so groBe Sor-
gen machte, dafl sie fachlichen Rat zur Sa-
nigrung ¢es Hauses suchten: In der zentralen
Wennhalle hatten sich Uber Nacht einige vor-
her kaum sichibare Risse in der Deckenver-
kigwdung in Spaiten von lber vier Zentimatern
Brzada verwandelt, was auf eine massive Ver-
forung der Tragstruktue schiiefien hef3.

Das Dach der ~Grea! Hall-, geometrisch ein
I3 gsrechltechiges Zei mit ieicht abgeschrig-
ter Echen und zwer « erschiedenen Dachnei-
gungan un oberen und unteren Bereich, hat
haine durchgehenden Sparren. sondern
bestehl aus dres strukiurell werllgehend un-
abhdngigen ringférnugen Teilen: Der stark
geneigte chere Bereich hangt am zentralen
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wingspread und Fallingwater ~
zur Sanierung zweier Hauser von
frank Lioyd Wright

wingspread and Fallingwater -
the Rehabilitation of Two Houses
by Frank Lloyd Wright

g mger Krisch

InGenigure fr beide Hauser:

Rébert Silman Associates P.C., New York
Architekten der Sanierungen:
wingspread, Racine/Wisconsin

The Hillier Group, Princeten

Fallingwater, Bear Run/Pennsylvania
WASA Architects, New York

Hz-bert F. Johnson war witend. Mitten bei
gir 2am Abendessen mit Gasten begann es
durch das Dach seines Hauses zu tropfen,
direkt auf seinen haarlosen Hinterkopi. Ein
Anruf beim Architekten brachte allerdings
einen prompten Vorschlag zur Ldsung des
Problems. Frank Lloyd Wright regte an,

Mr. Johnson mge doch einfach seinen

tuhl ein wenig zur Seite rlicken ...

D= Anekdote ist Legende — aber kein Einzel-
fe . Wrights Gebdude sind Produkte einer
g-staunlichen rdumlichen Imaginationskraft,
diz oft weit Gber die Méglichkeiten der zeit-
gendssischen Ingenieurwissenschaften hin-
aus eilte. Wenn es trotzdem gelang, die
Visionen in gebaute Form umzusetzen, dann
meistens durch Ausreizen der vorhandenen
Materialien und Konstruktionsmethoden bis
an ihre Grenzen, manchmat auch Uber diese
hi~ays. Mangel und Schiden waren oft die
Fz:ge. Trotzdem ist Frank Lloyd Wright bis
ksute, vierzig Jahre nach seinem Tod, unum-

tritten der populdrste Architekt der USA. In
einem Land, dessen Baugeschichte mit Aus-
nahme einiger weniger erhaltener Zeugnisse
der Ureinwohner nur etwa 500 Jahre
zur{ickreicht, hat die Architektur unseres
Janrhunderts einen vie! gréfieren Stellenwert
als in Europa. So ist es wenig dberraschend,
cz3 viele Gebaude von Wright bereits die
Fzchste Kategorie des Denkmalschutzes er-
r2 cht haben. Die aktenkundigen Bauschiden
w.zrden dadurch von den lastigen Nebenpro-
dukten gines experimentierfreudigen Archi-
telcten zu dringenden Sanierungsaufgaben
ung zu Herausforderungen an die Ingenieure
4on heute. Im folgenden soll an zwei Beispie-
len gezeigt werden, wig solche Herausforde-
rungen durch Anwencung zukunitsweisender
Tzzhnologien zu beispielhaften Lésungen
f.aren kdnnen,

Vingspread

‘Yiingspread entstand im Jahr 1937 in Racine
MMisconsin) ndrdlich von Chicago als Privat-
haus der Familie Johnson, Inhaber der Firma
Johnson Wax, Es ist das aufwendigste und
groBte der zahlreichen Einfamilienhduser in
Virights Werk und wird als das letzie seiner
-orairie houses« bezeichnet. Es entstand
‘23t zwanzig Jahre nach dem Ende dieser

Arbeitsphase, deren Thema sine Neuformu-
lierung des Verhilinisses zwischen Haus und
Landschaft gewesen war. Wingspread teilt
mit seinen alteren Geschwistern nicht nur
viele der pragnanten Elemente des »prairie
style«, sondern auch deren bautechnischen
Probleme. Denn wihrend die niedrigen, aus-
kragenden Dacher und die in das Grund-
stick ausgreifenden Terrassen und Wande
der Horizontaditét der flachen Landschaften
im mittteren Westen der USA angemessen
sein mogen, eignen sich die flachen Dachnei-
gungen nicht dazu, die dort Gblichen hohen
Schneelasten zu tragen und das reichlich an-
faliende Regenwasser veriaBlich abzuleiten.
So war es auch kein Zufail, da gerade
wéahrend der Rekordschneelage im Winter
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1983 -84 ein Ereignis gintrat, das den heuti-
gen Nutzern von Wingspread so grofe Sor-
gen machig, daf sie fachlichen Rat zur Sa-
nierung des Hauses suchten: In der zenfralen
Wohnhalls hatien sich Uber Nacht einige vor-
her kaum sichtbare Rissa in der Deckenver-
kleidung in Spalten von Uber vier Zentimetern
Breite verwandelt, was auf eine massive Var-
formung der Tragstruktur schlieBen lieB.

Das Dach der »Grzat Hall«, gaometrisch sin
|l&ngsrechteckiges Zell mit leicht abgeschrag-
ten Ecken und zwei verschiedenen Dachrai-
gungen im oberen und unteren Bereich, hat
keine durchgehenden Sparren, sondern
besteht aus drei strukturell weitgehend un-
abhangigen ringférmigen Teilen: Der stark
geneigte cbere Bereich hangt am zentralen
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Mauerwerksbiock und wird unten von einem
Druckring zusammengehalten. Der flache
untere Bereich kragt in der entgegengesetz-
ten Richtung von den Mauenwerkspfeilern
unter der Traufe nach oben aus, wo ihn eben-
falls ein‘Druckring zusammeanhalten sclite.
Zwischen den beiden Druckringen sind kur-
ze, aus mehreren Holzleilen zusammenge-
setzte Differenzsparren eingefugt, die drei
horizontal umlaufende Lichibé&nder tragen.
In der Theorie sollten die untere und obere
Sektion des Daches in sich so steif sein, dal
der konstruktiv minimierte Mittelbereich nur
sich seibst tragen muB.
Eine genaue Betrachtung der Schéden des
Winters 1993-94 ergab, daB sie ausschliel-
lich den flachen unteren Bereich des Daches
und den Bereich der pagodenférmigen Licht-
bander betrafen — der steiler geneigte obere
Ring rund um den zeniralen Kamin war nicht
beschadigt worden. Die Schneelasten hatten
das untere Dach so stark belastet, daf es die
tragenden Pfeiter aus dem Lot gedriickt und
sich selbst erheblich verformt hatie. Dadurch
waren die Zwischensparren im Bereich der
Lichtbander unerwartet auf Zug beansprucht
worden und hatten ebenfalls nachgegeben.
Um eine weitere Verschlechterung des Zu-
standes zu verhindern und Zeit fir gine
durchdachte Planung zu gewinnen, wurden
zundchst auBenseitig temporére Sparren auf-
gebracht, die das Dach in seiner Form stabi-
lisierten.
Das Ziel der Sanierung war schrell formuliert:
Das untere Drittet des Daches mufite erheb-
lich versteift und an einigen Stellen durch
tragfahige Zwischensparren mit dem oberen
Dach verbunden werden. Wesentlich schwie-
riger war es, diese Ziele gleichzeitig sicher,
kostenglnstig und vor allem denkmalpflege-
risch vertretbar zu erreichen. Zundchst erwog
man eing Sanierung von innen. Dies hatte
bedeutat, dal die originalen Deckenverklai-
dungen komplett entfernt und spéter ersetzt
werden missen, was nicht mit dem Denkmal-
schutz vereinbar gewesen ware, Eine schlieB-
lich beauftragie Arbeitsgruppe aus Architek-
ten und ingenieuren konzipierte daraufhin
eine Ldsung ven auBen her, da die Dach-
deckung einschlieflich der Lichtbénder kurz
zuvor chnehin ausgewechselt worden und so
nicht Teil der zu schitzenden Substanz war.

Wingspread und Fallingwater - Zur Sanierung zweser Hauser von Frank Lloyd Wright

Das Sanigrungskonzept basiert auf einer
Idee, die Wright in seinen Texten zu Wings-
pread expiizit erwihnt hat: das Dach als Zelt,
bestehend aus Stében und einer Membran.
Vor allem mubBle die Schalung als Membran
des unteren Daches versteift, wenn maglich
als in sich steife Schale ausgebildet werden —
aber wig?
Die Losung sah eine Art Armierung der
Dachschatung im unteren Bereich durch
vollfiichiges Aufbringen von mehreren Lagen
von Gewebe aus Carbonfasern vor, Diese
Technologie ist bekannt aus dem Bau von
Hochleistungsbooten, wo das Gewebe
eigens flr die jeweils in jeder Richtung an-
genommenen Lasten maBgefertigt wird.
Auch fir die Anwendung am Dach von
Wingspread wurden die erwarteten Lasten
mit Hilfe von komplexen Computermodellen
ermittelt und ergaben die Abstadnde der
Faden des Gewebes.
Zum Schutz der Baustelle wurde zunéchst
rund um den Baukdrper der »Great Hall« eine
temporére Hille aus Holz errichiet, darunter
anschlieBend die Dachdeckung der bescha-
digten Bereiche entfernt. AnschiieBend wur-
den die Holzoberfldchen grondlich gereinigt
und die Schalung mittels zusatzlicher Schrau-
ben in den vorhandenen Sparren verankert.
Dann brachten Mitarbeiter eines Bootsbaube-
triebes das Carbonfasergewebe auf. Dazu
schnitten sie es in polygonale Sticke, tauch-
ten diese in ein Epoxyd-Harz-Bad, iegten sie
mit versetzten Stélen auf gie Schalung und
prefiten sie mit Rollen aufeinander. Abschlie-
fend wurde zur Trocknung der Armierung ein
gedémmies Zelt um die ganze Baustelie er-
richtet und (ber 24 Stunden auf 60° aufge-
heizt. Die statisch erforderlichen 13 Lagen
Gewsbe sind insgesamt kaum Uber einen
Zentimeter dick, bilden aber im flachigen
Verbund mit der historischen Schalung gine
in sich steife Schale, die durch die neuen
Schrauben auch mit den vorhandenen Spar-
ren als eing At T-Trager zusammenwirkt.
Da diese Schale nach inrem Ausharten nicht
mehr perforiert werden kann, kam fir die
Dachdeckung ein aufwendiges, aus dem
erdbebensicheren Bauen siammendes
Systam zur Anwendung, bei dem die Ziegel
mittels Laschen in auf der Schale verfaufende
Lochb&nder eingehéngt werden. SchlieBlich

1988 O 7 DETAIL

Wingspread

A Montage eines der Z-Tréger

B -Schriitt durch die drei Oberlichtb&nder

1 neuer Aluminium Z-Trager anstelle der historischan
Holzkonstruklion (gestrichelt)

2 Verstarkung der Schalung mit Befestigungs-
schienen zum Einhédngen der Ziegel

3 neue Isglierverglasung

4 die historischen Cberflachen des Innenraums
bleiben unberihrt

Wingspread

A Assembly of Z-beam

8 Section through the three skylight strips

1 New aluminium Z-beam in piace of the original
timber construction (dotted line)

2 Reinforcement to sheathing with fixing strips for tlex

3 New double glazing

4 The original internal surfaces
were left intact

wurden in der inneren Deckenverkleidung
Feuchtigkeitssensoren angebracht, um mdég-
liche Feuchtigkeitsstaus in der Holzverscha-
lung unterhalb der Armierung rechtzeitig
erkennen und behandeln zu kénnen.
Umfangreiche Untersuchungen begleiteten
die Materialwahl fir die acht zum Austausch
vorgesehenen Zwischensparren, die kinflig
ein gewisses Maf} an statischem Verbund
zwischen oberem und unterem Dach sicher-
stellen soliten. Sowohl carbonverstérkte
Furnierschichiholzplatten als auch konven-
tionelles Aluminium erwiesen sich dabei als
punktuell nicht steif genug; Stahl hitte zwar
die Lasten aufnehmen kdnnen, ware aber
schlecht auf der Baustelle zu bearbeiten ge-
wesen, wa die Geometrie der bereits verform-
ten Sparren individuell nachgebildet werden
muBte. Schlielich fiel die Wahl auf eine be-
sonders leistungsfahige Alurmniniumlegierung
aus dem Flugzeugbau, aus der die Sparren
in der Werkstatt grob vorgefertigt und dann
auf der Baustelle mit Gblichem Zimmer-
mannswerkzeug in die genaue Form ge-
schnitten wurden. Der Austausch der acht
statisch wichtigsten Sparren war eine Art
chirurgischer Eingyiff, der Schritt fGr Schritt
voraty geplant und in der Durchilihrung préa-
zise Uberwacht wurde. Tats&chlich gab es
wihrend der gesarmten BaumaBnahme fast
keine Beschadigungen der OberflEchen im
Innenraum,
Mit dieser Behandlung wurde die Verfor-
mung nicht rickgéngig gemacht, sondern
als Teit der Geschichte des Hauses akzep-
tiert und in die Sanierung einbezogen. Dies
sichert die Erhaltung der Oberfidchen in threr
originalen Materialitdt und macht auch die
konstruktiven Schwéchen des Hauses als
Bestandteil seiner [dentitat fir den Besuche
sichtbar.
Die erfolgreiche Sanierung des Hauses
Wingspread ist somit das Ergebnis eines
bemerkenswerten Technologietransfers: Ohne
den Einsatz von Baumethoden aus dem
Bootsbau und der Luftfahrttechnik hatte das
Haus nicht in der beschriebenen schonen-
den, denkmalpflegerisch konservativen
Weise saniert werden kdnnen. Dall selost ¢ 2
Kosten im Rahmen (und um 30% unter der
urspringlich geplanten Sanigrung von inne )
biieben, war ein angenehmer Nebeneffekt,

{
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Falingwater
¢ Schnitt durch das Wohnzimmer
1 bestehende Stahibetonwanne

2 behelfsmatige Stahlkonstruktion zur Abstitzung der

verformten Terrassen

3 Spannseile zur saithchen Verstdrkung der
Hauptirager

4 Spannseile senkrecht zu den Hauptirdgem

5 Anker fur die Spannseile, eingegossen in Beton-
olock

Eailingwater

C ~ Section through living area

t Existing reinforced concrete trough element

2 Temporary stegl siructure to support deformed
terraces

3 Post-tensioning cables for strengthening main
beams at sides

4 Tensioning cables at right angles to main beams

5 Concrete biock anchoring for post-tensioning
cables

Fallingwater
Einige hundert Meiten sliddstlich wird derzeit
gine weiteres Haus von Wright auf seine
Sanierung vorbereitel: Fallingwater, Es ist
vielleicht sein bekanntestes Werk und wurde
kirzlich von den Mitgliedern des American
Institute of Architects zum bedeutendsten
Gebiude in Amerika gewahlt. Sein Name ist
Prograrmm und gleichzeitig Beschreibung
sziner einmaligen Lage. Es ist zweifelios der
e«pressive Hohepunkt dessen, was William
Cronon treffend beschrieben hat als Wrights
»labenslange Liebesbeziehung mit dem
Kragarm, den er oft weiter von seinen Aufla-
gerpunkten wegstreckte, als die konservative
Ingenieurspraxis geraten hétte«, Niemand
wird bestreiten kdnnen, daB ihm an diesem
Haus die extrerns Uberhdhung des Motives
gelungen ist.
Angesichts ihrer gewagten Umsetzung ist es
richt dberraschend, daB sich die weit aus-
graifenden Kragarme schon bald nach der
Fertigsteltung als der technisch schwichste
Punkt des Entwurfes erwiesen. Schon zwei
Jahre nach Fertigstellung bemerkten die
Bewohner das stetige Absinken der AuBlen-
kanten der Terrassen und beauftragten ginen
Vermessungsingenieur, jahrlich die Héhe der
Terrassenbriistung einzumessen. Tatséchlich
bildeten sich von Anfang an grofie Risse im
Eston, vor allem in der Bristung des oberen
Fragarms, auf dem sich die Terrasse des
Schiafraumes befindet, Die Risse wurden
regelmafig ausgespachtelt und Uberstrichen,
Ofineten sich jedoch jedesmal nach kurzer
Zeit wieder. Die Verformung am &ufleren En-
de des 4,56 Meter fangen Kragarms betrug
urspriinglich etwa 4 Zentimeter, heute liegt
sie bei bis zu 18 Zentimetern.
Sowohl die Risse als auch die Verformung
sind langst mit bloBem Auge sichtbar. Des-
zlb gab der Beirat fir Fallingwater im Jahr
1994 eine Studie zur statischen und bauphy-
sikalischen Sanierung des Hauses in Auftrag.
Damit begann ein anspruchsvoller ProzeB
von Analyse und Planung in vier Phasen,
dessen bauliche Umsetzung im Frihjahr
2001 abgeschlossen sein soll.
Zundchst muBte festgestelit werden, ob sich
die Kragarme derzeit noch weiter verformen.
Dazu wurden an mehreren Stellen elektroni-
sche Sensoren angebracht, die sowehl die

c

Breite der Risse als auch die Neigung der
Briistungen an den Aulienseiten der Krag-
arme (berwachen sollten. Die Daten aus den
Senscren wurden von einem im Badezimmer
plazierten Computer gesammelt und zu den
Ingenieuren Gbertragen. Das Ergebnis war
ern(ichternd: Wahrend bei normalen Stahi-
betonkonstruktionen die Verformung nach
ein bis zwei Jahren stark nachlalt und nach
maximal zwanzig Jahren vollstdndig endat,
war sie bei den Terrassen von Fallingwater
Uber sechzig Jahre nach Fertigstellung noch
in vollem Gange.

Weiterhin war s notwendig, verschiedene
widerspriichliche Werkpléne zu vergleichen
und den tatsachlich ausgefiihrten Zustand
der Konstruktior: zu verifizieren. Diese Unter-

suchungen wurden weitestmaoglich non-inva-
siv durch Echo- und Magnetdiagnose durch-
gefahrt, allerdings muBten auch an einzelnen
Stellen Malterialproben entnommen und im
L.abor getestet werden.

Parallel dazu analysierten die Ingenieure sorg-
faltig das statische System des Hauses. Dabei
stellte sich heraus, dafl die cbere Terrasse an
ihrer dstlichen Kante nicht tragfdhig verankert
ist und daher keineswegs der unabhingige
Kragarm sein kann, als der sie erscheint:
tatséchlich Ubertrdgt sie einen GroBteil ihrer
Lasten (ber vier dinne Fensterstiitzen in die
s(idliche Brilstung der unteren Terrasse, die
selbost wiederum (ber vier kréftige Langstré-
ger auf Konsolen im Fels verankert ist, Beide
Terrassen sind als Stahlbetonwannen mit




o

=

oy

,—»-,.T ,,.\ m )

oy

L W)

Ay

Y

L T T T T

R A T e T L e

e,

i g

1256

einbeschriebenen Rippen konstruiert, ihre
Unterseiten in gestrichenem Sichtbeton sind
gleichzeitig die von unten sichtbaren Decken.
Das Verhallen des so aufgeschlisselien
Tragwerks wurde anschlieBend unter Einbe-
ziehung der Ergebnisse der Materialproben
am Corhputer simutiert, um die dort errechne-
ten statischen Werte mit den tatsichlich vor-
handenen Verformungen zu vergleichen, Die
Anaiyse ergab, daB an drei der vier Haupt-
balken der unteren Terrasse sowohl der Be-
ton als auch die Stahl-Armigrung Gber die im
Material vorhandenen Reserven hinaus be-
ansprucht waren. Das tatséchliche Verhalien
des Tragwerks entsprach weitgehend den
Erwartungen aus der Computersimulation.
Fir die dauerhafte Lésung der statischen
Prableme wurden vier Varianten detailliert
untersucht. Grundiegende Vorgabe fir zile
Varianten war, daB die Wege der Lastabira-
gung weitestgehend erhalters werden sollien,
um das Tragwerk als integralen Teil dieses
Baudenkmales méglichst unverandert zu
bewahren. Eine Verstérkung der (berlasteten
Haupttrdger der unteren Terrasse durch seit-
lich angefirgte Stahlprofile erwies sich als zu
schwar, zusatzliche Armierung durch Stahl-
platten oder Carbonfasern hatie starke Ein-
griffe in die originale Substanz erfordert.
Daher entschied man sich schlieBlich dafir,
neue Stahiseite seitlich (iber vorgefertigte,

in Baton eingegossene AnschiuBteile mit den
Hauptirfigern zu verbinden und anschliefend
von auBBen nachzuspannen. Dadurch kénnen
gleichzeitig die vorhandene Armierung er-
génzt und entlastet und die Reserven des
Betons optimal ausgenutzt werden.

Die Lage und Form dgr Spannglieder ergab
sich zum einen aus den geplanten Kraftver-
laufen, zum anderen aus der Geometrie der
AnschluBmdglichkeiten an die vorhandene
Konstruktion. Auch der Quertrager der obe-
ren Terrasse, der die Lasten aus deren siid-
lichem Kragarm in die Fenstersttitzen ainfei-
tet, erhil eine ahnliche, allerdings kleiner
dimensionierte Verstdrkung.
Sobald die Ergebnisse der Analysephass
vorlagen, wurde die untere Terrasse mit
einem temporéren Gerilst im Bachbett abgs-
sifitzt, um weiteren Verformungen ab sofort
vorzubeugen. Die Curchiilhrung der oben
beschriebenen dauerhaften Sanigrungsma’-

Wingspread und Fallingeater - Zur Sangrung zweier Hauser von Frank L'oy ¢ Wir ght

D Risse n der unteren Terrasse

E Schnitt durch das Wohnzimmer parallel zu den
Hauplirdgaern )

F Bristungsdetaill mit eingebrachten Stahlneton-
Ankerbidcken und Spanngiedem

— b JC__JL_J___3¢ n_ﬂ

nahmen an Fallingwater ist flir den Winter
2000/2001 vorgesehen, wenn das Haus
ohnehin nicht &ffentlich zugénglich ist. Mit
Ausnahme der voriibergehenden Entfernung
der Steinb&den der Terrassen und Wohnriu-
me sowie des Bohrens ven Ldchern durch
die sUdliche Bristung der unteren Terrasse
zum Ejnbringen der Vorspannungskrafte wird
die criginale Substanz weilgehend unange-
tastet bleiben. Auch hier werden die bisher
entstandenen Verformungen als Teil der
Nutzungsgeschichte erhaiten, nicht rickgan-
gig gemacht, Vor allem wird die Sanierung
die unvergleichliche Wirkung dieses Hauses
im Kontext der umgebenden Natur wieder-
herstellen und dauerhaft sichern.

Erst heute stehen im Bauwesen die techni-
schen Mitte! zu Verflgung, um einige der
Visionen von Frank Lioyd Wright aus den
dreiffiger Jahren dauerhaft in gebaute Form
umzusetzen. Ware Wright damit zufrieden?
Vermutlich nicht. William Cronon hat tiber-
zeugend gezeigt, daB Wright eine unstillbare
Sehnsucht danach hatte, architekionischas
Neuland zu betreten. Neue Technologien be-
trachtete er dabei als Mittel, neue raumliche
Wirkungen als Ziele. Niemand wird bestreiten,
daB er die Ziele erreicht hat. Uber die Ange-
messenheit der jewsiligen Mittel 138t sich da-
gegen diskutieren. Daher stehen heute noch
zahireiche weitere Geb&ude aus dem (Fuvre
von Wright auf der Liste der Baudenkmale mit
dringendem Sanierungsbedarf — Arbeit fir
Generaticnen von kreativen Planern.

Ber Autor studierte Architektur an der Universitat Stutt
gart und der Columbia University, New York City. Sait
1998 5t ar Wissenschaftlicher Miarbeiter an der Uni-
versita: Stuttgart und Architekt m Tobingen,

The author studied architecture at the University of
Stutigart and at Columbia University, New York Cilv.
Since 1938, he has been a sciennfic assistant at the
University of Stuttgart and has worked as an architect
n Tubmgen.

Literatur:

William Cronon: »lnconstant Unity: The Passion of Frank
Lioyd Wrighta,

Kenngth Frampton: «Modernisation and Mediation:
Frank Lloyd Wnght and the Impact of Technologye.

Beide s Frank Lioyd Wrght Archtact. Katalog zur Aus-
stellung im Mussum of Modern A1 New York 1994,
herausgegeben von Terence Rog, ung Peter Read
Varag MoMA 1982
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O Cracks in lower terrace

& Section through living area paraliei
o miain beams

F  Balustrade detail with inserted reinforced conc r=te
anchor blocks and tensioning members

Wright had an insatiable desire to exploit nev:
techniofogies in erchiteciure, in soms cases
taking his designs beyond the bounds of
sound construction. This has resulted in dam-
age to the fabric of a number of his works.
"Wingspread’, built in 1937 for the Johnson
family in Racine, Wisconsin, is the iast and
the largest of Wright's Prairie houses. With the
record snowfalls of the wirder of 1993-94, the
snall existing cracks in the ceiling cladding
to the "great hall’ suddenly opened into gaps
4 cm wide, indicating & huge deformation of
the load-bearing structure. The roof, which
has no continuous rafters, consists of,three
structurally more or less independent seg-
ments. Studies showed that the lowest sec-
tion and the pagoda-like skylight strips were
in need of rehabilitation, the concept for
which was based on Wright's idea for Wing-
spread of a tent-like membrane roof with
staves. The roof sheathing in the lowest seg-
ment was strengihened by bonding it with
13 layers of carbon-reinforced fabric, a
technigue derived from boat-building. Eight
new intermediate rafters - in a special alumin-
ium afloy used in aircraft construction — were
introduced lo form a structural link between
the upper and lower sections of the roof. The
rehabilitation accepts the siructural deforma-
tion as part of the history of the house.
A few hundred miles 1o the south-east,
Wright's “Fallingwater” house, built for the
Kaufmann family, is also scheduled for reha-
bilitation. It Is the epitome of the architact's
lifelong passion for daring cantilevered struc-
fures, and not surprisingly these proved to be
the weakest point of the construction. Today,
the deformation at the outer end of the
4.58 metre cantilevered element is as much ac
18 crni. Analyses show that the concrete and
reinforcement of three of the four main bearns
supporting the lower terrace are subject to
loads exceeding their bearing capacity. The
rehabifitation scheme propeses introducing
new steel cables at the sides, which are to
be fixed to the beams and post-tensioned,
The cross-beam lo the upper terrace will also
be strengthened. The measures are planned
for the winter of 2000/2001 and will leave the
historic fabric largely untouched. Here, too,
the existing deformation will be retained as &
token of the history of the house.
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4 panneau latté plaqué tilleul faponais 24 x 65 mm
5 panneau latté piaque tilleu! japonais 24 x 45 mm

Escalier échelle 1:10

cédre japonais 28 mm

panneau latté plagué luan japonais 12 mm
panneau latté plaqué tilleul jJaponais 8 mm

W — P

Etagére écheile 1:20

panneau latté plaqué tileul japonais 12 mm
panneau latté plaqué 24 mm

glément tror

élement ouvrant
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Agrandissement d’un temple 2 Kyoto

PR SR

Les temples bouddhistes traditionnels sont
soumis & des régles trés strictes quand a l'or-
ganisation des édifices les uns avec les au-
ires et la dimension symbclique de chaque
partie. Cela est aussi valable pour le Higashi-
Honganji dent le batiment central, ie Goei-do
est connu pour &tre 'une des constructions
en bois les plus grandes. L'extension du tem-
ple par une nouvelle zone d'accuell pouvant
répondre aux contraintes techniques les plus
modernes répond a la Régle. Un auditorium,
un foyer et un sanctuaire bouddhiste avec
une surface de 3500 m2 sont situés en sous-
sol pour laisser libre 'axe central du batiment
ancien. Le batiment neuf n'apparait sur la
surface de ta cour que comme un disque en
pierre avec un lanterneau inscrit dans un lit
de graviers blanc rappelant les autres tem-
ples fameux de Kyolo. Le point central du
lanterneau, au dessus de P'auditorium, est sur
I'axe principal et symbolise le scleil quant 2 la
forme en croissant des vitrages du foyer, elie
symboalise la lune.

Rez-de-chaussée

Premier étage

Deuxigme étage

Quatriéme élage échelle 1:1000

ocOor

éctairage zénithal de la nouvelle entrée
ancienne ¢loture restaurée
gravilions blancs

entrée d'air

sortie d'air

ancienne zone d'entrée

enirée de la nouvelle zone d'accueil
galerie

nouveau passage

10 éclairage naturel

11 piéce pouries dons

12 balcon

13 foyer

14 auditorium

15 salle de l'autel bouddhiste

16 scéne

W ~NdMU e O —

Coupe aa échelle 1:500
Coupe bb échelle 120

1 constiiution du mur: béton bret 160 mm avec pro
tection, isofztion thermique 40 mm
panneau de platre 12,5 mm

2 varre flottg 10 mm

3 verre floté 5 mm + verre armé 6,8 mm

Coupe za échalle 1:20

virage simple de secunle translucide 8 mm

tube acier 123.125:3.3 mm

lot du sanctuaire: Iit de graviers blancs, élanchsie
bitume, dalle beton armé 180 mim, isoiaton mous
$¢ nigide 40 mm. pla‘ond suspendu en fanneaux
alumunium g1 2ange Zenlrale en verre translucids

L0 1Y =

4 it de gravillons noirs
5 granite noir poli i
& constitution du sa! du sanctuaire: tatami 80 mm,
panneau contreplaqué, lattes, dalle béton armé
140 mm, panneau en mousse rigide isolante et
drainante 250 mm
7 wverre fiotté 10 mm, bande intermédiaire contrepia-
qué daord
8 profil acier L 65/65/6 mm
9 convecteur encastré
0 revétement sol du foyer: pigrre 20 mm ou moguette
i1 béton brut avec protection
12 tube acier 200:80/1.6 mm renforce, laqué blanc,
verre flotté 12 mm, vitrage harizontal en verre armé
allege Plexiglas
14 it de gravier blanc
15 dalle granite 30 mm, (it de mortier 15 mm
dalie de répartition béton arme 180 mm
isclation thermigue 30 mm, étanchéité asphalte
dalle béton armé 200 mm
panneau acoustigue en laine de roche
panneau de platre 2x 12,5 mm
16 parclose acier-inox
étanchéité Elylane-Propyléne-Terpolymére, vitrage
+ vide d'air + vitrage armé, rigole périphérique
pour 'eau de condensation, possibilité
d'obscurcissernent pour 'auditorium
17 drainage pour le trop-plein d'eau
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Wingspread et Fallingwater, sur les
restaurations de deux maisens de Frank
Lloyd Wright

Wright fut toujours habité par un désir insatia-
ble d'utiliser de nouvelies technologies en ar-
chitecture, cela le conduisant parfois 4 attein-
dre les limites de la construction. Ceci con-
duit & des désordres dans certaines de ses
ceuvres. «Wingspread» construite en 1937
pour les Jochnsen & Racine, Wisconsin, est la
derniére et fa plus grande des maisons de
I'époque «Prairie House. A la suite des chu-
tes de neige record de Ihiver 1993-94 les
micro-fissures dans le plafond de la pidce
principale se sont transformées en fissures
de 4 cm de farge, montrant clairement les
déformations importantes dans le structure
porteuse. Le toit n’a pas de poutres continues
et est constitug de trois partias plus ou moins
indépendantes. Des expertises ont montré
que la partie basse du toit ainsi que la partie
avec les bandes d'éclairage rappelant la for-
me d'une pagode devaient étre réhabilitées
sur les bases éncncées par Wright lui-méme,
c'est a dire celles d'une toiture comme une
tente conslituée d'une membrane et de bar-
res comprimées. La partie la plus basse de
fa toiture fut renforcée par 13 épaisseurs de
fibre de verre, une technique venant de I'ar-
chitecture navale. Buit nouvelles pannes, en
un alliage d'aluminium spécial dérivé de lin-
dustrie aéronautique, ont &t rajoutées pour
relier les parties basses et hautes de Ia oitu-
re. Les deformations sont acceptées comme
faisant partie de I'histoire de la maison.
Falling Water, la maison sur fa cascade cons-
truite pour la famitle Kaufmann daoit aussi

&tre réhabilitée. Cette maison est le sommet
de la passion de toute fa vie de 'architecte
pour les portes a faux les plus vertigineux et

il n'est pas étonnant que ceux-ci soient &
Forigine des points de faiblesse de la cons-
truction, Aujourd’hui. Iz déformation du peint
extréme du porte & faux principal de 4,56 m

dépasse 18 cm. Des analyses montrent

les 4 poutres principales de ta terrasse be
sont scumises a des pressions dépassant
leur capacité. Le parti de réhabilitation pProp
se d'introduire de nouveaux cables fixés aux
poutres principales puis mis en tension. LLa
poutre transversale de [a terrasse supérieure
doit &tre aussi renforcée,

Les mesures sont prévues pour 'hiver
2000/2001. Ici aussi les déformations seront
considérées comme un élément de I'histoire
de la maison.
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Le remise en état de la Tour Einstein
intervention délicate et économique sur un
édifice historique.

Peu de monde sait que seulement 5 ans
aprés son achévement la fameuse Tour Ein-
stein, construite par Erich Mendelschn &
Potsdam devait déja éire restaurée pour cau-
se de désordres structurels (ill. 2. En 1995 le
béton et les enduits étaient dans un état de
ruine grave (ill. 3). Les méthedes construc-
tives mises en ceuvre pour la structure étajent
inadaptees et furent soumises 3 des travaux
de réparations intensifs tous les dix ans qui
n'ont jamais réellement répondu aux vérita-
bles causes des désordres et ont plutdt con-
duit & des dégats plus graves (ill. 7 et 8). Di-
verses parties du batiment furent par exem-
ple. des 1927, recouveries de tdles qui, non
seulement étaient une atteinte a la qualité
sculpturale hemogéne du batiment, mais en
pius ont conduit & empirer I'état des
matériaux (ill. 9. I} fut donc décidé de suppri-
mer ces protections pour les renouveler
seulement 14 ou elle &taient absolument né-
cessaires. Mendelschn congut la tour en
mélangeant différents types de magonneries
de brique avec différents bétons, le tout &
des epaisseurs diversas (ill. 1). Cela conduit
& des tensions thermiques et a des fissura-
tions permettant & Fhumidité de pénétrer le
béton et de rouiller les armatures. L'extérieur
ressembla vite & un patchwork de différents
enduits datants de périodes différentes (ill. 6).
Une analyse détaillée des surfaces permit de
proposer des remédes adaptés (ill. 5), 1l fut
decidé de conserver les difiérents types
d'enduit comme faisant partie intégrante de
I'histoire du batiment. De nouveaux enduits
calcaire-trass furentappliqués. !l fut décidé
de restituer la couleur ocre originelle sans re-
faire les enduits projetés. Cela rendit en mé-
me temps possible de garder les difiérentes
réparations effectuées au cours du temps

(itl. 10). Toutes les nouvelles interventions
furent effectuées avec la volonté de garder la
substance et la forme originale. On ne peut
dong¢ pas considérer ces travaux de réhabili-
tation comme des mesures isolées et définiti-
ves mais bien au contraire comme des inter-
ventions faisant partie du processus continu
e conservation.

L'auteur est histor-enne de i'art et consacra 5a théze
aux maisons d'artisies au 18ema. Elle est chargse de
cours a luniversite technmique de Bern



