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Introduction

Architecture as Seduction
Reflections on Some Aspects of

the Buildings
by Herzog & de Meuron

B (EE) (Teorema) BEESERKR - RF - HRE
fé (Pier Paolo Pasolini) &, MXKBIMMFEHRRT —NE
BABAN—IREGHHE . INFAMBXALRE. RPE
MABHHEXRM. HATENAREREHARL, FENA
ik ETfh, HthEAMNE, XIMREGEZBRIAT. B - #H
RIEBFIRIRR - SEEEARESFI VAR (ETH) EREEFMR
% - T (Aldo Rossi) ZIJHMFMEMNBRERR - #FfE (Federico
Felini) MR&RR - RE  HRERASEENTFZHENREPER
TRKRF 1970 FRMKFEM. 1981 £, Hx - H/REBEM
918 LA E A HI 43R ThBE ) (The Specific Weight of Architatures) &,
ART—RIREAMEBOEAREINNBREEESHNTHE
MBRZEMNXR, HEBRER— BN XMUALXFEERIIN
FEL, BBE (ERBS) (Freibeuterschriften) * d LAY 3B
. WRUEEE A (BAFIEE) (Corriere della sera) #t&itti¥F%
EET—ZRFXE, HP1973FE1 57 HHXERKEHNEX
EREAE, NENBRFNXCE—EEW, HRESEMD
XERLERIMEBERNER REMUYNAERMNEERE
FmBENZAR. MEERSHENKHARE, @XFIA
MFEMARIECHNR. HINE, HRERSESEER
MEZERMNBHEMRLBRARITROEANAREFTLEATR
EREHBELEX, ERUYFANRE. NERREH, B
REMEMNERHABSRMER. IMBEHIEHTARRNRE,
AREFINBE EEXTWUBRRAZN—LEXEN, BEH
ERMSABR., SHRERTERENERHVIERIRXLUMNE
WHRITRETER, NNBRITFELAEFENERE. AR

In Teorema, which exists as a theatrical production, a novel and
a film, Pier Paolo Pasolini forces a young man to join a family." The
guest has a sympathetic character, and he integrates himself into the
family in a friendly way and seduces each member of the family one
after the other and all at the same time. He approaches each one in
a different way, and each one of them submits to him as though it
were self-evident. When he leaves, the family is destroyed. Jacques
Herzog and Pierre de Meuron came to know the films of Federico Felini
and Pier Paolo Pasolini as well as the zeitgeist of the Italianita of the
seventies in great detail during their studies at ETH Zurich following
the advice of Aldo Rossi, one of their teachers. If in his essay “The
specific Weight of Architectures” from 1981 Jacques Herzog, for
example, establishes a connection between the suits and haircuts of
the managers and the buildings in which they work, he is guided by a
cultural/anthropological curiosity similar to the one Pasolini last made
fertile in his Freibeuterschriften’, and the ones he wrote as socio-critical
columns for the Corriere della sera and published on 7 January 1973
in a contribution about the changed meaning of long hair in the Italian
subculture. By the way, in his essay Jacques Herzog mentions Pasolini’s
position, which was considered heretical by the left movement back
then and which, more than any of his other works, made him famous
throughout Europe. And still, it seems somewhat reckless to approach
the architecture of Herzog & de Meuron with the radical intellectualism
of Pasolini, who, like no other of his generation, defended the
right of individual freedom against all attacks. An experience and
a heuristic advantage are responsible for this procedure: those
who see the buildings of Herzog & de Meuron in many cases feel a
power of seduction that happens without a secret and yet escapes
any explanation in its effect, that ignores the elementary rules of
discipline and yet gives the impression of fulfilling them in the end in a
convincing way. The figure of the seducer appropriately offers a model
for understanding the difference of the buildings and designs without
referring to the semiotic tautologies that slowly fall out of fashion.



MREFE MM EANEXK.
MEEREFPHLERESVRERMAIRRK, FHXE
BHEE. MRRACHSK BETHRAREEDDE.
EHAEEERMAMNEHRAETA, EERAMNDTTGE
EEX thEFEZLUBNSENNSE RUYTARMBEELS
MABEHNBETNRAE MG, (EB) BME2— T80 ESR,
— M EHKE. FEMAMNERARE, NTIXMMEREMNS. Fr
HHREHLBREN. ARG, hLBEMNEMN. X RKNA
B ONGARMNENR. AANEBESSIETRARINES
ABFHEE, MXBPEF 1, HREBSEEERATREL
AN B, EA-—VITENTFREXLAE. #BT@E—RHK
. B, MENBRA=ERBEWRSI N, MUREHH

The seducer loves the warmth and the perspiration of the skin, the
softness and hardness of the body, he drinks his smells and becomes
intoxicated by the crackling and rustling of the textiles. Movements
that reveal something where there is nothing, that veil everything where
there is something, can be presumed to burn into his memory like
icons. He adores Madonnas in flesh and blood and farmhands who
evade him like the apparitions of promises from beyond. The world
is a lip play, smells, sounds, a humming of images. Cosmetics would
be much too permanent a term for the changing network of surfaces,
and it would be too ponderous, like any current semantics. Everything
that exists to the seducer becomes a moment, the present, and thus
transcends time. The touch of skin, the glance at a textile, the warm
smell of a stone creates spaces in which he moves with the seduced.
The architecture of Herzog & de Meuron is also an architecture of
seduction that is fascinating in such a singular way because it knows
to set its goals and standards within the general intoxication of desire,

ARLSAER. REXERHOMS, RAVNMNERF REZ
B, ZEYE. REMENEL RFEFENFR. MEXE.
R, BTN BEAETEERX., Y%, £4t0iE
BEE. BAMATEEINRZFEFBEAREE0N— 1T/,
FEAREAARTIEEEE. RFETHRERAFRRIES
—VEFRNEA, NERFLUASRNT XL EARENN
BH BiR. MHRERNEEERLBRANAKEXNE—MINE
g RETHUFHOER. RMNRFLAKREIXERLR—NHF
L. —TMETHIRFAERENER, ¥Mhs R
—MEHMUEMIRE. ATHINER NS5 ZRESR
MEMTF X MIONNERARE— N EEHE (DonJuan), BRI -
f =& L (Giacomo Casanova), ZHBEF TR T —SHA.
BMNTUBR— N EARELREBIANARRTER. BRE-
FFEERL. XEBHNITMNRSS2TARTF. '

BAZREX—BH LR EE

MOBRFENRE, 28 (EB) PTALNBH~%
THABMAMATR, SHRERSEERERRANENRETA
MEF/ATRENFEEBMEL = EMNRIU L, HBI1HR
BT ZMFE SHKAZANMERREENN. ROEXHZ
R¥N~ET+HERNTEWE. LEREHRE BE (Donald
Judd) @fEdm. fit 1965 ERRMXE (FARRI B4R (Specific
Objects) * RHERZHHEIBERRAESR. XBEXESNT 4N
FEHMNZIAUR, BHIRMECH IS SERBHNXA. (5
KOBER) ULRBEEZAREMMERRIERNEE, X&H

and because it utilizes all means to achieve them. Nothing has an
ontological character; no procedure, no space, no fagade, no theory is,
as such, better than any other. There is absolute equality and openness.
Every consideration, every material, every design, is strategic. The
situation is decisive. The seducer has to be able to recognize and use
the possibilities it contains. Otherwise, he will not be rewarded with
success. He needs the entire repertory that the history of the discipline
has developed in order to choose the one inconspicuous means that
will achieve the goal at this particular location and time. The seducer
therefore is the only successful continuation of Modernism who
preserves something of its restlessness and freshness. He doesn’t
view it as an epoch, a monument or regularity. To him it is an arsenal of
experiences and possibilities. By using it for his current purposes, he
confuses the established structures. The fascination of figures like Don
Juan, Giacomo Casanova or Madonna draws a good part of its power
from this.

Architectural Art Form: The Secret of the Seducer

Seduction requires a secret. The quality of the seducer in Pier
Paolo Pasolini's Teorema results from the eerieness of familiarity and
the unknown. Secrets develop from the impossibility of interpretation,
the ambivalence of the symbols. Herzog & de Meuron have developed
several strategies for this. The dialog with positions of contemporary
art was helpful. For the pioneers of minimalist museum architecture,
Minimal Art was of central importance, especially the work of Donald
Judd. The main representative of the new art movement had published
his essay “Specific Objects” in 1965 and in it distinguished a series of
young positions of the art in those days, especially his own, from two
traditional movements.® “Specific objects” belong “neither to painting
nor sculpture” and they are characterized by an especially adequate
use of materials that had not existed in the established art up to that
point. Judd names Formica, aluminum, cold rolled steel, Plexiglas,
red and regular brass etc. and calls them “specific.” And: “If they are

5



BEZFINZRERPERERMEANES. RBHBTEK
FRAWHKR. 8. ALW. WEKE. ARNREEF. REA)
B OURERERT MR A TERBRRARR (MERRORAX
MERSTWARENAR), RELENBFRBRAYEER,
AAFBREEERAFSRARRANBEE. BENERRARKE
HASNER, HEN. DB HENARA BB SFE
MEX. BERBSRERNFOHRITELERT. HARX
HARR. MR B AENUERTELES+oEX. At
BEMNEREIETHHNBENZE, MN—MRRa T XREA
MNHERE. AMERIENTFE. AR -—BREAERFRRE
REMEHR. RE-—EASBREIFNTE RRMHE 1965 F
MXERRIEN, MERNRZAERNCERE. Eo#

directly used they are even more specific.” “ In order to get this effect
of the specific (which also points to the atmosphere of the industrial as
opposed to that of art), Judd’s work entirely targets the physio-mental
procedure of perception. It does everything to avoid associations that
have nothing to do with themselves. They don't want to remind us of
anything other than their own “specific” condition as it presents itself
to the senses. Historical, psychological, social or other meanings
that would go beyond their own immediate presence and are usually
caught up by interpretations are avoided as much as possible. In order
to achieve this effect, material, form, volume and placement have to
be placed into a perfect relationship. Only then can they stimulate
perception in a way that it stays with them and creates a mental and

sensory space of presence and a feeling of freedom as it seems to no
longer have been possible in painting — where Judd has his origins and,
in a sense, has never left. His questions, as he emphasizes in the essay
from 1965, are questions of painting and the psychology of perception

CREBNGE,

20 42 70 FER AR, BHE BENERECERZAR
MERY, HREBNEEEZEMNIEKBER -ER (Franz
Meyer) MZEFRHTREIERITT. MINABREZERE BEM
INATIR. NS5 ZAREK - £4% (Remy Zaugg) RFFKEIK
HAMEEXR (RENSHEEEREXE - PRAGXLEEE
M. BRERHypo MMHRMNEFZITE). ST ARBENY
ma., BEK- ARG 1973 EXRE 1969 £ ER (X —KX
MNREF) (Untitled,Six Steel Boxes,p.4 £ ) #{Ti3# 5. BE
BRAMN IMLKAREESEALRNRER, RHE—F% L,
SRER 25cm, ek ERBANBE T LEANTR
&, M ABIFRETE 1982 FHAR T (FEEAIREE) (The ruse of
Innocence) — °, EIRIAAEBRERERITHR EHBAF R+
DERY, FERENFREERVERAE LAANEE XLH
SKHTHYE) A,

BNBEXBHRXMRIHH . SARNXINLEFRSE
RRITHAXH—H. E5AFX - 60FHF (Joseph Beuys, 20
LEEZAR—FET) 6+, BEFNHHERNZERE
R RERSEBENBRE T HHIAR, MAEFHREIRRANET
MR, MMNHKETREXMHBEZRERNESHAR, BTER
XMAETAESHRERSESENBRANTENZAERE
Bza, BEX3T20HL0 EREBAAGFENEMRLE
XMIHRR. " HFIOERENBERERSERERHXF,
i BN RIAIRG, EB/+0RE. F—FEHRAME, LAER
EHRENZAR, HRERSESENBAPLAEZHERIMR
6

schooled in it, with the central notions of figure and ground.

Since the mid-seventies, Herzog & de Meuron have been dealing
intensively with Donald Judd’s way of thinking, after his work had been
shown in the Basel Art Museum as an example, due to the commitment
of Franz Meyer, the former director of the museum. Their contact with
Rémy Zaugg was just as decisive. The artist with whom the architects
have had a long-standing friendship and with whom they have
repeatedly collaborated - up to recent projects like a laboratory building
for Hoffmann La Roche AG in Basel or the redesign of an urban quarter
in Munich’s Hypo grounds — dedicated his first essay in 1973 to Judd’s
sculpture Untitled, Six Steel Boxes from 1969 (p.4 left). He subsequently
complemented it in a magisterial examination about the perception of
a sculpture - this was the subtitle — and presented it as a book in 1982
for Documenta 7 under the title The ruse of Innocence, which first had
the working title Le Sens de la transparence.’ The sculpture consists
of six identical square volumes made of cold rolled steel with an edge
length of one meter; they are positioned in a row with a distance of 25
centimeters between each. Zaugg moves the process of perception
into the foreground in his careful, rather questioning approaches,
and he is almost exclusively oriented towards the physical, visually
recognizable conditions that raise new questions and are increasingly
integrated into new contexts.

This - one is tempted to say, extremely exhausted -
phenomenological approach has found a related side in the architects,
which strangely enough was brought to life through the collaboration
with Joseph Beuys and the experience of his sensibility for materials.
It ranges from the treatment of materials to the view of the building
volume, and it finds a variety of formulations in the constructed oeuvre.
It is also this approach that has led to points of contact with Judd’s
artistic oeuvre and distinguishes the buildings of Herzog & de Meuron
from some other minimalist positions that existed in the architecture
of the eighties.® Perhaps this is also the dividing line with Judd's own
architectural work, which, in contrast to his artistic positions, looks



B RF T REE ARRESY
HE) ®itEE.
EESTHAMES—MEMNMSHAEREERNEHEZ
3, EHER—FE5EX (thinsafpe) HEEnnHmne
=FEM., Wi, HHRERSEHEEE 1981 FIRIIBERYGE
MBHREEE—FMEUN. ZANBREEE(IRHSFHHM
ERAXAFXR MEHARRTENFREE—HFRALINE
FrEd, thfE A MR,
MRHANIEFE RPN R SHREETERENER
HB—T, SXRAMREBRSEEENEZRAKRTIXRELERE
FERN—RIMEEERBMIND. BEaEE, BERBEHR
(Bottmingen, Basel, p.5 £&) #EEEDFEHAERMAR,

(p.4 BE) URLRBEIE (p.5

FERF IEZTREANERRNKE, HAREETHEHXA
At UREGAKEXBAALAHBREATENRE, &%
MEXEEINERENRARELATENAR, HRIERSE
BRBISHAEX HEAFNSEYRAMBEEERE. EFK
BT —ERAMBNES.

BRT XY, BRERMEEBEETNTFZERESRYESR
ANEERERNRER. MEREZN—EAZL REEEN
(BHROBEHR) PRAN—H. IRLEERERAMN—RIE
AEZNBEXE-—ERYBEHNZAEREAREIEAN
F&.

X— R IHREFEZORD T XBH—RER X RWREE
PRIG+IHE. WRERKER T SKREMERITAER.

ESEMBOAAR—TRINES (PEEE). REREZE
WAERA=T/N=E, HRITGTHEE. REEAMRNA
B, REFAMEREXE, RERBBENEBILRC, REY
MEMEATEMNEE. BROEFE, AXSURUZRER
ML T2 HH, —VRITBUETEUNETFSUAEF/NLFEER
FfMRAMLEEZHRT. RERFARANERR, BRIRZY
ZRRBIRE. AANBRREBEZ RN AB=ELE
BtasmE SIMORAHBROMR. LREBIERRERD
X2EFH/NGE. FEBEBHERN—HATEPRE, KE, Ak,
BBER=TRX. EETHEANELYR,. GO AHERMNI@E.
HEi FMREABTERE, LEARINARKEAFRNMERL
HYRE B BAGR-—MRAELELLAER. REFEETSI5
whithAp B A THERRER, R ABMERZRIH R —H,

solidified in a strange way and makes one miss the high classicism that
provides his art with a kind of Greek antiquity and general validity. The
latter is also strangely tangible in the buildings of Herzog & de Meuron
- for example, in the Ricola storage building, the signal box Auf dem
Wolf (p.4, right), the Goetz gallery (p.5 right) or the Dominus Winery, to
name but a few.

In Judd's sense of the specific as a property that cancels and
leaves behind categories that were thus far separated (like painting
and sculpture) in a new third, Herzog & de Meuron used the term in
1981 for their architecture when they spoke of the specific weight
of architectural objects that distinguishes them from other forms of
social appropriation on a subjective, artistic level and not one that is
objectifiable in a formula, similar to the specific weight of the elements.

If one transfers the two characteristics emphasized by Judd
as descriptive terms to the architecture of Herzog & de Meuron, a
multitude of common features can be found. The architects have
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rediscovered a whole series of materials that were not part of the
classic canon of Modernism and its epigones’: plywood and wood in
the garden house in Bottmingen near Basel (p.5 left), roof paper and tar
in the Frei photo studio, natural stone in the Tavole house and, finally,
glass, which had become impossible due to the corporate buildings of
a decayed Modernism - to name but a few. This architecture can thus
be described with some right as a research about the basic conditions
of the discipline, that rediscovers a sensuality in the building materials
to which Jacques Herzog and Pierre de Meuron were sensitized
through Joseph Beuys.

Beyond this, many buildings by the Basel architects are
characterized by an ambivalence, an interim position, a changing
before established categories, just as Judd made it the central criterion
of his “specific objects.” A whole series of buildings by Herzog & de
Meuron are, in this sense, objects that employ the ambiguity of this art
form as an architectural strategy.

This is obvious in their most famous minimalist building, the
container for the Goetz Collection in Munich, that immediately
advanced to become an icon of contemporary museum architecture
and is still considered the most successful example to this day (p.6
left). The two or three spaces on the two exhibition floors are simple
rectangular containers with parquet flooring and white walls. Daylight
enters through lateral skylights. There are no neon signs for escape
routes, no outlets or ventilation units that might disturb the integrity of
the form. The visitor’s concentration is completely directed at the works
of art shown. This is done in such a perfected way that one can not
even sense inside the rooms whether they are above ground level or
below. Any hierarchy is avoided, although the lower floor had to be set
into the ground due to the applicable building height regulations. The
architecture steps behind the art, but this serving functionality is, in a
sense, business, its self-evidence gains this attitude due to the fact that
it creates a perfect container towards the inside that develops object
qualities towards the outside that, at times, do not stand behind the

7
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MRMEARN (EPERDPEXNRES) BENESH

BE MUXAFREUNERZINECHETE, SHUXSH
HERE WK TS MR, ENBANBRERKRES

AT YE, TURRBRANBL. HREKRSERE
MRAEET -1 BE, ZENEZIIBAANGR, &4
MBRNVLFAERBAFORNAFLRME, TRRAZH

FERZHEBHE D BROBBAREFR. thELBE W
AR ME, RAFEREAFEBERE— 4
BABIF (p.7 HE)

art shown at all.” The Goetz private museum is situated like a container
in the villa park of a Munich suburb and yet grows out of the ground
like the old birch trees around it. Three layers of glass, wood and glass
follow. But the floors cannot be read nor can the construction of the
fagade. The glass base provides the light for the basement floor, the
floating wooden volume above is jacked up on two concrete columns,
and the whole is let into the ground as a concrete tub. The matte glass,
the birch wood and raw aluminum in the fagade all approach each
other depending on the weather, just to distance themselves again with
the next change of light. The box is, of course, only a box because the
service rooms were cleverly added underground and hidden. Nothing is
what it seems to be. The seemingly simple building offers a confusing
variety of reading material and, in a sense, prepares the visitors for
the art they will see inside. Or, in different words: those who come to

look at the art first get the opportunity to recognize its home as an art
object. Architecture is understood as a test of perception in this case.

This strategy is also applied in a project that is seemingly so
different: the Dominus Winery in California’s Napa Valley (p.6 right). To
passers-by on the highway, the over 100 meter long block looks like
a black and green sculpture embedded in the vineyard, demarcating
a threshold in the landscape: compact, clearly structured by two
openings located at one and two thirds of the volume, it structures the
space and gains its profile in front of it. This could be a sculpture in
the tradition of the American environmental art that artists have been
creating not too far away, in the vastness of the American West, since
the seventies and that-if one thinks of Michael Heizer’s Nevada Project
(p.7, left) or James Turrell's Roden Crater-places huge architectures
into the landscape in order to make the landscape and sky tangible
in its architectural forms. This level of art, the challenge of perception,
remains the carrying dimension that continuously communicates new
experiences during an approach to the Dominus Winery. The closer one
gets to it, the more differentiated the volume becomes: on one hand,
it becomes a building that has nothing to do with art, that is designed
in its details for the requirements of cultivating wine and submits
to completely functional purposes, on the other hand, it preserves
a freedom of detail that we only know from art objects that can do
without functions pertaining to everyday life. For example, the facade
turns out to be a wall of steel baskets filled with large stones, and it
dissolves into a pile of stones that are not held together with any kind
of mortar but still fulfill the functional form of a wall - it even serves to
regulate the temperature between the inside and outside. The closed
form disassembles into its elementary parts, reconstitutes itself and
dissolves again. The observer is caught in an unending movement
of figurative formation and dissolution that, inside the building, is
finally transported into the realm of the immaterial. There, the facade
continues into the space as a play of light that enters through the slits
between the stones and creates drawings of shadow and light patterns
on the floors, ceilings and glass installations, dominating the space in a
way that material settings can hardly ever achieve.
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If art — at least in its minimalist formulation-is the place where
perception can come to itself and the viewer can watch himself while
perceiving, then buildings like the Dominus Winery bring the setting
to yet another pinnacle: perception is staged as a fading phase of
the solid and becomes the transporting characteristic of an elusive
architecture. The more a building becomes an object, the more
qualities of perception it releases aside from its functional purpose,
and the less its effect can be described using the standard terminology
of the discipline. And the less it seems to be within the terminology
of architecture, the more thoroughly it opens the view towards the
preconditions of the discourse within the discipline. Herzog & de
Meuron last showed these facts very clearly when it came to the
question of a contemporary ornamentation: the library of Eberswalde
University is the most relevant example in a long line of projects (p.7
right).”

The Seductive Beauty of the Ornamental

Between a semi-wild park and a small urban mixed development
in the style of the old German East, the view of the passer-by strikes
a massive block that seems to be completely wrapped with foil and
imprinted with images. But the impression is deceptive. Those who
approach the block will notice that the seeming foil is the building

volume. A simple cube consisting of concrete and glass panels
completely imprinted with screened images as though its surface were
the skin of a native in the backwoods of Papua. Without a base and
like an advertising pillar, the block rises from the ground. A structure
can not be detected at first sight. It stands like a monoalith in the fibrous
urban network, massive yet filigree, at any rate, foreign and floating
as though it has not quite decided whether it likes its solid shape or
whether it prefers to dematerialize into a fata morgana of images. It
seems to be a place of pure seduction whose sharp-edged building
and hard walls receive the seduced like a knife.

But what elicits fantasy is really a matter-of-fact construction.
The image surface that confronts the visitor first in a diffuse way, as
a stretched skin, and then mcreasingly differentiated in its individual
motifs and images, is mounted on top of prefabricated concrete and
glass panels that surround the concrete core like a shell in seventeen
horizontal strips. Each panel shows a photographic motif, selected
by the artist Thomas Ruff. Some images stretch across several rows,
one returns twice, on the top and the bottom, like a frame. Each motif
is rolled off 66 times like the negatives of a film that is fixed to one
setting. The sequence of the three floors and their skylights is hidden
from a distance, as are the differences between the materials. The
image shell joins the concrete block into a consistent volume that is
perforated by a few narrow windows and — depending on the light and
weather — changes its appearance. Viewed from an angle or during
rain, the images in the concrete look so harsh that one believes one is
looking upon a huge stockpile of printing plates from an old newspaper
lead typesetting studio. At night, the motifs on the glass panels of the
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skylights glow into the city like large images of light. If it is very cold or
the light very bright, the motifs on concrete and glass take on an almost
sketch-like quality.

The real provocation of the building is the unrestrainable
movement between the different ways of experiencing its surface
that every observer is subjected to. Isn't it strange that a functionally
oriented building that was constructed with a very limited budget
gains an aesthetic surplus that turns it into an answer to a dilemma
in Minimal Art? The university library in Eberswalde has become a
specific object — with which Donald Judd wanted to open up the
space contained in a painting into the real space of the observer —
like no other building in the existing oeuvre of Herzog & de Meuron.
And it gains this characteristic not least via the object regaining this
very pictorial level and serving the purpose of making perception
ambivalent. The university library in Eberswalde is simultaneously a
concrete cube and a pictorial. It is stereometric and a surface, monolithic

and lively like a tattooed body. The minimalist volume disturbs the images,
the images soften up the volume. The concrete panels are heavy, the
images almost immaterial. Eyes and mind aren’t given a chance to
rest. The building permanently changes its status. Object and building,
surface and volume, history and decoration, exterior and interior, up
and down, statics and movement, enclosure and perforation, mass and
appearance - these are some of the parameters between which the
comparing eye runs amok.

Minimalism and ornament, bareness and baroque richness,
concrete box and image area, space and surface - this combi-nation
of what was for so long unthinkable together challenges the tradition
of modernism. In 1908 Adolf Loos polemicized — with a tail wind from
the United States and the steel construction method of the Chicago
architects — against the blood-drained ornamentation at the end of
the 19th century in Europe in his pamphlet “Ornament and Crime.”
The classic Modernism of architecture is characterized by a negatively
influenced ambivalence towards the ornament since its pioneer, Louis
Henry Sullivan, proclaimed the consequential motto “form follows
function” and yet couldn’t be stopped from hanging stone facades of a
wasteful pomp in front of the steel skeleton structures of his high-rise
buildings (p.8, left). This attitude has fundamentally changed after Pop
Art, Robert Venturi and Post-Modernism: if the aesthetic becomes the
primary mode of experiencing reality, the ornament provides one of its
forms, because it is an element of a beautiful appearance without any
intention or meaning, which, however, can then again be functionalized.
Beauty, venustas, is definitely outstripping firmitas with the fast rhythm
of Casanova.”

The Building Volume as a Sculptural Mass

Aside from Donald Judd and the staging of the building as an
object, a series of other artistic concepts that provide their buildings
with a seductive secret are made fruitful by Herzog & de Meuron. One
of these is the cuttings and splittings of Gordon Matta-Clark, who died
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in 1978 at the age of 35. The son of the painter Roberto Sebastian
Antonio Matta Echaurren, who became famous through his surrealistic
paintings in the style of abstract expressionism, had finished his studies
of architecture at the renowned Cornell School of Architecture in Ithaca;
in 1974 he co-organized the Anarchitecture Show in New York, which
perceived the functional modernist architecture of the US metropolis as
a metaphor for society. In the early seventies, he began opening up the
existing, mostly left-open houses and storage halls through so-called
“splittings” and “cuttings.” For his first large project, he cut a typically
American suburban house owned by the collectors Holly and Horace
Solomon in Englewood, New Jersey, into two, lowered the foundation
on one side and thus made one half of the house slightly tip over and
expanded the cut into a wedge-shaped gap (p.8, right). Additionally,
Matta-Clark cut out the four corners of the house on the upper floor
and exhibited them that same year in New York's John Gibson Gallery.
For one, this had a sociocritical meaning. With his artistic
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intervention, Matta-Clark crossed the line between private and public
space - which determined the architectural context — by his action.
“If I open up a building, this gesture is directed against several social
processes. At first, | break up a kind of enclosure that not only looks
like one for practical reasons but also because the industry floods
cities and suburbs with housing units that guarantee it a consumer who
is as isolated as he is passive - in the end, he is a trapped observer.
The question is a reaction to the endless conditions of privacy, private
property and isolation.”’" Peter Eisenman had the appropriate reaction
and in 1976 threw Matta-Clark out of the Institute for Architecture and
Urban Resources in New York, when the artist shot out the window
panes of the school and hung pictures of windows from the South
Bronx that had been destroyed by the inhabitants under them (*“Window
Blow-Out")."* Matta-Clark’s interventions were a radical attack on the
decayed, functional and modernist architectural doctrine of the time.

At the same time, the artist uncovered hidden layers in buildings
and urban networks with his operations, similar to a surgeon: “| was
most interested in the narrow transition from what is covered up to
what is made visible, perhaps more so than the view that it created
(...) the layers, the overlaps, all the different things that are accounted
for. Uncovering how such a uniform surface comes about.”’® The
uncovering of urban references became most clear in his contribution
for the Paris Biennial in 1975. Back then, Matta-Clark drilled a conical
funnel through two old Paris houses that opened the view onto the
Eiffel Tower and the planned Centre Georges Pompidou, for which they
were torn down a short time later. In a kind of cubist collage turned
into negation, the artist put two symbols of progress in Paris into a
visual context and at the same time pointed to the break with history
manifested by the large-scale demolition of the old Paris Halls, the “belly
of Paris” (p.9, left).

In a purely technical sense, Matta-Clark understood his intervention
as a gesture in space with different means, one which inscribes a
new stereometric structure into the existing architectural structures

1"
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and creates a multimedia field of perception. Architecture became a
large walk-in sculpture and the decayed slogan of “light and air” from
architectural Modernism was simultaneously met with openness and
permeability. Above all, space was shown as changeable and became
a temporal category.

At an early point in time, Herzog & de Meuron were fascinated by
the artistic attitude of treating existing buildings as sculptural mass that
can be treated in a subtractive sculptural procedure. A whole series of
the many conversions, extensions and additions the architects realized
since the late seventies and - if one considers the Landolt House in
Riehen near Basel - still realize today, show just such a sculptural
approach. For example, for the aforementioned house, an L-shaped
building in the style of Neues Bauen was brought into a form whose
object qualities are elaborated to the smallest detail of the window
placement and design of the edges. On a larger scale, the architects
were able to realize this interventionist practice for the first time in

THEBMIR.
BRI, F—77E. hEFSRAFHNE, XFIL
BERBEYZAT DE RRENFR, BhNSR. BXRH
HBRMABESEUZAERARP. BRTEERNTTRES

AREBEMNIES, ERMNEE—TEIMNE
215 o R4

EESAHTEMNRLEE, BNRVILREALSE, FER4E

E—EREL,

BN FEE—AHETE
EMNBRFRITHNZ ARG, - REEE (Dan Graham)

RRTALZERBAHAR. ET 1942 F, EHEFTENR
BR, WEZARRED TERNENIER,. 1960 R 1t
RXEMBRHEFTTAEBEAHE, fAESBRTIFIANBEHE
ZEEMRERBRT —RIIBA, BRTEXEENER (p.11
ZE). RERRPNEKEFERREERERARE P HRRE,
FRE-ANTLERNGFAPHTRT. BERBMXT IS
T (B LE) (Esquire) FIERTE - R XHT (Walker Evans) B8 K #9
Eﬁ,u%%%m$$22ﬁ%®K%KmiﬁﬁﬁiﬁﬁﬁA
A, B THSMHER, T RS E = MR KRG INFE
EIEE%F&EL ﬂm%IﬁL A= E%T B

MEGRFRE. M. AEEEF, HECBBNEEMWERK,
E-LEDREBENTROMEE. E% L& Em—sRiE, =4

SNEAECNEZHEE, REBRATHAERAABEEE 4, 15
BEEE RN EAOMSBEEE RIS, REBY (Rock
My Religion) &9 Shaker {5, £ E/EHR XD F X F X
IRULHS - #iB7R (Albert Speer) BRI S MR, REMMER
12

the conversion and addition of the SUVA building in Basel when they
cut off an edge of the building in order to profile the joint between the
old and new structures as a pointed corner, which provides the street
intersection with a sharpness that is additionally emphasized by the
glass shell of the complex (p.9, right).

Since then, the idea of cutting out empty spaces from existing and
imaginary volumes has returned in projects that are very different, like
the realized concrete house in Leymen/Alsace (p.10, left), the design for
a wooden house in Stuttgart or the design for Kunstkiste in Bonn, which
was conceived as a raw concrete block with openings and spaces cut
out of it. This strategy currently comes to full effect in two urban large-
scale projects. For the redesign of a quarter in Munich’s,inner city,
the socalled Hypo Block, Herzog & de Meuron placed the idea of the
open, free space that Matta-Clark created with his interventions, into
the center. The inner area of the block that had grown closed through
versatile use and throughout the centuries is cut open with a crude
gesture in order to install a system of courtyards and passageways.
The existing and new building volumes are arranged around these
hollow spaces like sculptural masses, as though they were plaster
used for moulds. Bruce Nauman used the classic sculpting material
in this unusual way for his Trenches that — in a reversal of Herzog & de
Meuron - have the status of models for architectures that would take
on the interim status between architecture and sculpture in case of a
realization (p.10, right). In Munich, the formerly inaccessible interior
area of the block is transformed into public space which, however, is
privately owned and framed with stores, cafés, showrooms and an art
hall; the capitalization of space has not stopped since Gordon Matta-
Clark.

Finally, in the case of the new Tate Modern that has just been
opened on the banks of the Thames River, Herzog & de Meuron cut off
all additions from the huge brick building that hindered its monumental
effect and - literally — dug it up: the interior of the huge former turbine
hall was cleared out down to the foundation walls, opened up with an
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intersection, and made permeable. Although the outer shell was left, the

" radical act with which the architects made a private space into a public

space, possibly the largest covered space in the metropolis of London,
has more to do with the attitude of transformation of Gordon Matta-
Clark than the Munich large-scale project, in which the procedure of
the artists can, on one hand, be directly read but their intentions have
been filtered, and on the other hand, by the interest of the investors. In
all the cases mentioned above, the architecture has utilized the ideas
of Matta-Clark; his procedure of disassembly, removing layers and
uncovering was used in a constructive way. The fact that the borderline
between the private and public space is questioned, that the issue is
to gain space for the public, remains tangible — although to different
extents.

The Stage of Seduction: The Scenery of Public Space
This question about public space has not been addressed by any
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other artist for architecture with a comparable precision than by Dan
Graham. The thinker and initiator of much that moves today’s art scene
was born in 1942 and had already examined the mass architecture
of the American suburb in the mid-sixties. He photographed suburbs
along the commuter route from Manhattan to New Jersey and sampled
a selection of the pictures for the image-text-piece Homes for America
(p.11 left). The row houses with their set pieces almost look like
sculptures that are placed into the landscape without any topographical
reference, as though it were a huge exhibition space. Graham’s work
was oriented towards the reports by Esquire and the photographs of
Walker Evans, but he did without a sociocritical pathos and s
how much Minimal Art was referring to a specific social situation that
the artists had blocked out. The principles of industrial production

howed

serial production and variation that housing had taken over from the
Californian military industry after the end of the war were part of the
concept of developments, down to the selection of types of houses,
details and colors; with few variables, they suggested a diversity within
a fixed setting. Balconies, stairs, oriels and entire facades became
ornamental elements that owed their existence to a functionality
similar to that of the stacked plastic tubs in the supermarkets around
the corner. Whereas he would later place the early stripe concepts of
Stella in relation to the building ornamentation of the Shaker houses
in his film Rock My Religion, with Homes for America Graham guided
the attention for the primary structures of the minimal artists back to
the prefabricated building style of the suburban developments where
the latter purchased their neon lights, woods and scrap metal. As
Minimal Art parodied Albert Speer’s architecture, which had gained
an influence in the United States, Graham mocked the seeming
selfcomplacency of Minimal Art; however, not without honoring it at
the same time: the layout he had planned for his contribution, but that

was changed by Arts Magazine (1966/67), took up the grid motif of the
minimal artists and the suburban plans with its block grid consisting
of texts, rows of letters and images. By the mid-seventies, Graham
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had examined the corporate architecture of the north American big
cities in a complementary change of perspective, under the aspect of
the increasing privatization of public space.™ With corporate atriums
in large high-rise buildings he demonstrated how public space can
be privatized and then, seemingly, be given back to the public in the
form of squares, gardens, etc., subject to the conditions of the private
owner. The boundaries between public and private space thus become
increasingly harder to recognize. Here, Graham also categorized the
glass fagades of the corporate buildings that establish an almost
incomprehensible setting of observation, being observed, visibility
and secrecy, exhibition and exposure with their different degrees in
transparency, opacity and mirrored glass; it makes the public urban
space a space of controlled and uncontrolled appearances to a degree
that had never before been seen.

Transparency and mirroring also determine the difference between
the urban and suburban world. Dan Graham demonstrated it in
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1978 in his model “Alteration to a Suburban House” (p.11, right). He
removed the exterior wall facing the street and a parallel interior wall
on a typical American suburban house and replaced them with glass
and mirrored glass. The private world, the refuge of the suburb with
its seemingly immovable light construction walls was cut open and
turned inside out. The private home became a stage upon which the
inhabitants acted out their daily lives while passers-by watched and -
discomfortingly enough-could also see themselves at the same time.
With mirrors and glass facades, the urban world of the cities intruded
into the suburb, destroyed the image of coziness and created a zone
in which the private and public intermixed, as always happens in the
city, but without being tangible in such a model-like clarity. At the
occasion of the 1996 Basel exhibition of Dan Graham'®, Herzog & de
Meuron wrote a text in which they emphasize this very aspect: they
define the ambiguity of the symbols, images and buildings as the
central characteristic of the contemporary city that pushes into the
suburbs, tears open their non-reflecting, “matte facade surfaces” and
is itself attacked by the suburbs and “scratched in its crystalline purity,”
or “disintegrated in its artificial beauty.” The fact that public space
increasingly becomes a jungle of views and the desire for withdrawal
increases is a logical consequence. The world of the passage of the
19th century that Walter Benjamin described as the birth canal of the
20th century has become total with its shop windows, window displays
and mirrored walls. If you look at the buildings (in earlier days, only
the displayed goods) in the contemporary city, you always at least see
yourself and, most of the time, other passers-by. Dan Graham made
this the repeated theme in his meanwhile large number of built pavilions
(p.12, left). A hybrid between architecture and sculpture, they represent
models of experience and perception for the facts that the artist is
socially, above all, interested in: “the observer on the inside and the
observer outside, and how they stare at each other.”'® This is the ideal
stage for the seducer.

For Herzog & de Meuron, these model situations are only a test
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case for the base camps of their own urban space planning. In the

case of the Museum for Caricature and Cartoons in Basel, (p.12,

right) they provide the small exhibition spaces with more vastness
through glass walls with differing degrees of transparency. Similar
to Graham’s pavilions, the real, reflected, semitransparent inner and
outer spaces permeate each other. In projects like the apartment and
commercial house in Solothurn (p.13 right), — the most recent model
of corporate glass architecture — structural glazing is used in a way
that the commonplace commercial use remains present but something
new is created at the same time. The glass becomes a skin that fulfills
various functions in different locations, as is the case with animals, and
therefore has a differing structure. The harshness of the mirrored world
exists, but it is broken up by passages with a view, a clever depth
design that provides the facade with its own space and, not least, a
very individual bend in the facade itself. The thicket of views staged
by Dan Graham is utilized by Herzog & de Meuron according to the

architectural requirements. In the design of the Munich Hypo area, the
architects offered a glazed world of passages that investors expect for
renting store spaces. At the same time, they are reacting to this with a
hanging garden that makes the architecture recede like the glass of an
aquarium; or with a focusing of mirror and reflective effects that receive
a wet ground surface as their center: amidst a glazed landscape, trivial
rain falls through the opening in the roof of a yard and looks like an
archaic, almost obscene relict from a precultural epoch. Particles of
primary nature enter into the world of glass, as the faceless buildings of
the suburbs enter into the urban centers.

The staging of the view becomes a central means of direction in
the Tate Modern in London (p.13. left). The monumental brick building
of the former power plant was dug out by Herzog & de Meuron and
turned into a gigantic exhibition object offering itself and the city to
the view of the visitor in an oscillating interplay. A two-story beam
made of milky glass is placed like a huge lantern atop the stone block
and - together with the vertical chimney — provides the building with
the symbol of an axis cross. At'night it shines into the city; during the
day visitors can look into the city from here and see many exhibition
spaces. As the building looks to the outside and is looked at and thus
for the first time, truly linked with the urban texture, the architects
structure the huge dimensions inside through zones and axes of
perception: the cathedral-like hall (p.14 left) pulls the view up and down
and yet instantly binds it to zones of spatial condensation, for example,
the two central entrance areas - the ramp and the funnel from the river
- or the pedestrian bridge, stairs and escalators that unfold their own
topography in the open expanse, which is, in
building.

a sense, contrary to the

The separation between the public space of the turbine hall and
the more private space in the museum’s gallery rooms is appropriately
not only designed as a closed wall but rather as a glass membrane that
mediates between the two sections. What Dan Graham still presented
in a conceptional way in his “Alteration to a Suburban House"” has
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become matter-of-fact here on a totally different scale. What is outside
is at the same time inside, the inner, more private zone of the galleries
is also an “outside” space. Museum and hall have been merged into
a unity. Like the metropolis on a large scale, the Tate Modern unfolds
as a space of views. Those looking from one side can be watched
from another. No one-way glasses block the view as in the corporate
buildings. Special window openings that cantilever into the turbine hall
exhibit the viewers who enter it like in a showcase and function, similar
to the glass beam outside, as milky shimmering lighting fixtures that
seem to float like clouds of light high above in front of the glass wall.
Glass and light receive their own immeasurable spatiality. With the Tate
Modern, an arcade of the 21st century has been created as an urban
model. Those entering the new house experience a gigantic play of
exhibiting and seeing, which is followed, as a climax, by the art in their
spaces. What a stage of seduction!

Dan Graham’s analysis of urban space can also be understood

as an increasing privatization of the public, whose consequences
are lamented by Richard Sennet since it entails a tremendous loss
in orientation. Herzog & de Meuron have been reacting to this for a

number of years with two strategies: on one hand, they are trying -
wherever possible - to create yards even in private homes that will bring
an element of vastness into the inner zone of the buildings. But, above
all they suggest new symbols of collective identity that structure the
public space. In this context, the three realized control boxes in Basel
receive an archetypal character. They, like the yellow post office trucks
or the national emblem of Swissair, need to be understood as signets
of a contemporary branding that combines an increased mobility with
recognition value. They could link geographic regions, mark axes and
affiliations without being contextually occupied. Similar considerations
have led to a participation in the new Basel football stadium under the
management of a general planner (p.14, right). Central public sites that
bring together people should - according to the architects — also be
given an identifiable architectural profile in the urban network. Then
they could be combined into new patterns of movement. Instead
of going to the famous pilgrimage churches that have covered the
Christian Occident with a network of routes, people would be on their
way to football stadiums or similar centers and develop a piece of joint
identity.

The Control of the Seducer

Perhaps this high awareness for the shifts in perception in the
urban space allows for the unusual degree of control Herzog & de
Meuron gain over it in their buildings. The individual buildings generally
integrate into their environment and yet dominate it like Pasolini’s guest
dominated the family he didn't even know. This can become instantly
clear in cases where buildings are as dominantly placed as the hotel
buildings from the 19th century in the Engadine (p.15 left) that often
crown mountain projections similar to Richard Neutra’s Lovell House
above the plain of Los Angeles or Le Corbusier’s chapel above the



