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]. DUNCAN BERRY

Hans Auer and the Morality of
Architectural Space

IT IS A TELLING FACT that, neatly a century after his death, a discussion of the
Swiss-Austrian architect Hans Auer (1847-1906; figure 1) requires not only an
introduction to historians of 19th and 20th-century archirecture, but perhaps
some justification as well. This is symptomatic of an enduring resistance to exam-
ining the backdrop of Germanic Modernism unfettered by the aesthetic and
ideological preconceptions of the Modern Movement, Because we are the direct
inheritors of this rich Teutonic tradition—and of the full weight if its theoretical,
pedagogical and practical implications—it is hoped that this contabution may
not only clarify the more closely circumscribed historical concerns addressed
below but perhaps also expose the considerable vibrancy and sophistication of
this largely neglected body of architectural theory {and its concomitant practical
consequences). To the extent that it does, it may be discovered that the intellec-
tual history of European Modernism can be significantly enriched, offering vast
new corridors to explore in a fresh light. Following a brief discussion of Auer’s
largely unknown background and cateer, T shall attend to his articulation of the
creative value of the idea of architectural space in the early-1880s, perhaps his
most significant contribution to Architectural Realism, the dominant trend in
Furopean theoty and practice duting the final two decades of the 19th century.

Beginning his cducation at the age of four, when the family moved to Zurich
in 1851, Hans Wilhelm Auer artended the Institut Beust and various Kantorsschule
until 1864, when he apprenticed undet a carpenter (Zimmermann) by the name of
Brunner in Riesbach-Zirich.! Later that autumn, he entered the Federal Poly-
technikum, at a time when Gorttftied Semper, Friedrich Theodor Vischer and
Wilhelm Litbke were on the faculey. Auver matriculated with honors in 1867 and
worked Driefly (or the Schaffhausen city planoer.
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In Ocrober 1869, Auer moved to Vienna—the Austrian capital then in the
midst of 2 colossal urban development project centering on the Ringsrralie—
where he attended Theophil von Hansen’s Meisterschule at the Academy of Fine
Arts until the next spring, when he was invited to join the master’s atelier. Auer
soon made himself indispensable as Hansen’s “right hand” and remained in the
office for the next fourteen years. It was during this pegiod that Hansen erccted
the new Stock Exchange, the Academy of Fine Arts and his most prominent com-
mission, the Austrian Parliament (1874-84), for which Auver served as Bawfeiter.
During these years, Auer also divided his time as Hansen’s “assistant for classical
architecture” at the Academy. Upon leaving Hansen’s office, he was appointed
Professor of the Building Departments (Baufiicher) at the k. k. Staatsgewerbeschule
in Vienna. In 188687, Auer designed and erected the Eder Sanatorium (figure 2),
a distinctive Neo-Renaissance building with a2 domed vestibule located at Schmid-
gasse 14in the shadow of the Vienna Rathaus.? For his contributions to the artistic
culture of the Habsburg monarchy, Auer was awarded the Golden Service Cross
with Crown in 1877 and the Otder of Franz Joseph in 1884,

In 1885, soon after cstablishing his own practice in Vienna and upon rerarn
from a vacation in Berlin, Auer was notified that he had received second prize
for a design of a new Parliament and Federal Administration Building in Begn, an
castward expansion of the existing Bundesrathaus (erected 1852-57); Auer con-
ceived a symmetrically canted group of the three structures in which new and old
administrative buildings would flank a centrally-disposed Parliament overlooking
the Aare. His designs were displayed in the 1888 International Jubilee Exhibition
in Vienna and he was eventually invited to design and execute the entire com-
plex, on which he worked uninterruptedly between 1894 undl 1902 (figure 3).3

To qualify for the assignment, Auet had to change his nationality back from
Austrian to Swiss, a move thar also enabled him to accept a Professorship for the
Histoty of Atchitecture and Sculpture at Bern University in 1890, During a
decade and a half in Bern, Auer designed postal facilities for Solothutn and
Liestal, as well as the Four Seasons Building for the Gotthardbahn in Lucerne.
He was also responsible for designing a new theater, an inn, and a casino. In
addition to a healthy practice, pressing academic responsibilities and competition
reviews, Auer found time to compose a typological study of stock exchanges for
Durm’s Handbuch der Architekiur the most comprehensive and enterprising
architectural publication serics of the 19t and 20t centuries. He died at the age
of 59 on August 30, 1906, and was recognized as one of the most gifted, ardcu-
late and distinguished Curopean architeces of his generation.

In the first half of the 1880s, while still in T lansens employ, Aoer published

three essays that have, for the maost part, passed aorematked in the history of

modern architeciural theory, Taken as an ensemble, these eusavs comprise asig,
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nificant contribution to the emerging trend of Architectural Realism, which
might best be understood ag an entire generation’s rejoinder to the consequences
of Gottfried Semper’s argument that architecture, like language, is a rich, associa-
tive web of evolving conventionalized forms which embody primordial motives,
such as hearth and shelter. In this context, 2 “motive” reflects a conviction that
the purely technical operations involved in its making had concrete conse-
uences in the forms thus derived, and that there was thus a deep connection
hetween the theme, its teeatment and the emergence of a grand symbolism. Any
given method of embodying these motives in physical form generates aesthetic
value and cultural meaning through the embrace of clear objectives and a
demonstrable mastery of both materials and craftsmanship. Central to Semper’s
perspective was the certainty that coherent patterns could be adduced from
seemingly unrelated artisinal phenomena, and further: that the specifically artistic
component animating all such phenomena was an idealizing, sublimating force
through which these archetypal motives could simultaneously and symbolically
tllumine both their origins as well as circumstantial variations in their articulation.
This luminosity Semper called style.

The accretive process whereby manual fabrication achieved architecrural sig-
nificance Semper named the principle of dressing (das Bekleidungspringip). The
expression of this principle through various methods of protecting and adorning
what were originally provisional memotial or celebratory structures and their
component parts—ranging from nearly diaphanous painted overlays to metaliic
sheathing and even material substitutions (S#ffwechsel intended to enhance dura
bility—was the engine of all artistic innovation and involved, at its heart, the
beneficent “masking” or “denial of reality” common to all metaphysical
cnerprises.

Around the time of the second edition of Semper’s Sty in the Technical and
Hectonic Arts, or Practical Aesthetics (1878; first edition, 1860-63), Conrad Fiedler
addressed the issues thus raised, explaining them with admirable clarity and brev
ity It is worth quoting him in full;

[Semper| explains the artistic development that these primidve forms underwent...to be
the result of a striving to free form from its earlier dependence upon the requirements of
construction and material, so that ‘when we look upon the work of art, the means and
materials are forgoreen and icis sarisfying in itsclf as form™... [he] subjects the origin and
development of architectural forms to a principle thac frees architecrure from the yoke of
arbirrary acsthetic norms and sets it in the closest correlarion to an inherene striving tha

ts cqually present in all intellecnual lifet

The history of architecture for Semper was neither a matter of advances and

regressions in the mastery of scuic Torees, nor was it a nutter of the cmerpence
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of new artistic solutions to purely aesthetic challenges. Instead, he saw it as an
enormous field of primordial psycho-physical activity in which aesthetic energies
{Kunstiriebe) dedicated to the externalization of these idealizing forces could pro-
duce cohetence amidst a staggering variety of architectural “appearances” within
and across Asia, the Near East, the Mediterranean, and Europe.? Scrutiny of the
unfolding of these energies—as they played themselves out at different times, in
various climates and cultures, yet in pursuit of comparable objectives—offered
detailed examples of the stll deeper connections to other “macrocosmic” atts,
such as music or dancing. Withour the presumption of such continuities, innova-
tion would not only be unintelligible but also incapable of possessing style, and
thus value,

He believed, in cerrain instances, that traditional methods of handling spe-
cific motives had to die off or be subsumed into new motive constellations
before stylistic expression could again be achieved; Semper discussed such vex-
ing conditions in Seence, Indusiry and Art, his review of the 1851 Universal Expo-
sition in London where he expressed an almost nostalgic envy at the clarity of
certain primitive treatments in contrast to modern mechanical products.® But it
was the long stretches of continuous, attistically fertile activity that understand-
ably captured Semper’s full attention. One of the eternally valid themes in monu-
mental architecture—which Semper regarded as the primary force behind the
Greel’s enduring stylistic breakthroughs—involved the systematic explotation of
the limits posed by a given material’s physical capacities and durability (matericlle
Existensfihigkeit ind Daner) by the idealizing forces of the aesthertic invendon. 1t
was, in fact, a challenge posed to the architects of every age. And Semper took it
as an article of faith that although tectonics (“the art of combining inerr, bar-
shaped parts into a stable system™), and therefore construction as a whole, was
insufficient to generate a “monumental theory of style,™ it could nevertheless
demonstrate how the idealizing mechanism funcrioned: “Tectonic structure firs
achieves monumenrality through emancipation from structural-material reality
(Realisiik), through symbolic spiritualization of the expression of its
determination.”10

Semper’s tense nexus between primarily symbolic, emancipating forces driv
ing innovation and limirations imposed by the physical operations required to
clad concrete figurations (Reafistif), pertaining equally to structural and decora
tive elements, tacitly shaped & gencration’s search for the appropriate criteria to
enable contemporary architecture to participate in this tradition. After Semper,
one simply could not look at the base molding of an Tonic column without “see
ing” that it derived from a woven, rope-like filament originally intended 10 bind
compaosite upright supports, and that such “moments™ of hinding, and ataching

Taed “mythical relipious sipnificance,™ 1 One maghe say that in his wike, style was
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regarded as the evanescent radiance of interpenetrating symbolic, material and
cultural values compressed into specific plastic forms. In this manner, period
styles came to be endowed with rich, expansive associations. And although he
was reluctant to make specific diagnoses concerning contemporary practice—
other than to advocate sustained exploration of the Renaissance vocabulary—
{ollowers and opponents alike began to explore these issues with increasing
intensity and vigor. Assessing the value of evolving technology to the context of
static motives of human habitation; tracking the sublimation of creative, idealiz-
ing forces through themes in vatious media; balancing aesthetically endorsed
symbolic artifice with the demands of physical actuality: these are the larger
cootdinates of Semper’s realist project.

Hailed throughout the 1880s as the “leader of this healthy, pure realistic
movement,”12 Semper provided both the concepts and the language for a
vibrant, enormously fertile field of theorerical, historical and archeological inves-
(ipations whose main boundaties remained relatively well-defined, even as they
were eventually eclipsed by the concerns raised by Hermann Muthesius’s call for
Swchlichkeit in the years around 1900.15 Beyond the literary and political dimen-
sions with which realism can, and has, been justifiably associated, it is perhaps
Semper’s own use of the term-—both adverbially and adjectivally (realistisch) as
well as in his peculiar neologism for the noun form (Rea/isiik)—that provides the
proper handle to grasp theoretical developments in the final quarter of the 19t
century, Throughout the 1880s and 1890s, a number of theorists tested the
houndaries of these realistic themes, ranging from sustained analyses of the aes-
thetic consequences of technological evolution (Georg Heuser), the integration
of traditional symbolic conventions into modern building technologies {(Otto
Wagner), the exploration of symbolic systems and stylistic syntheses (Constantin
Lipsius and Paul Wallot), the emergence of a commercial sensibility (Paul Sédille
and Alfred Lichewark), the importance of retaining local and regional valucs
within the emerging modern idioms (Richard Streiter), as well as providing a psy-
chological framework for artistic innovation within the context of these concerns
rAdolf Géller). The values promoted by K. E. O. Fritsch and Albert Hofmann,
cditors of the Dentsche Baugeitung—the undisputed leader among German-lan-
puape architectural journals in the five decades preceding World War [—assured
that Archirectural Realism was “received opinion” for decades and effectively
created a realist echo chamber among rival publications. In this regard, Architec-
tural Realism can be seen as laying the dominant chords beneath which almost all
subsequent, including the most radical, strains of modernist architectural theory
would play. 1t was one of Hans Auer’s signal, and as we shall see unintended,
contributions 1o architectural theory 1o suggest the lincaments of many subse

quent varations ona few core themes,
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By the 1880s, a number of factors combined to undermine the authority of
Semper’s zccount of the evolution of style and its immediate relevance to the
debate on contemporary architectural design. First was the fact that Semper’s
admittedly complex and often inchoate ideas were scattered throughout dozens
of arguments playing across neatly a thousand pages of his kaleidoscopically dis-
ordered and incomplete masterwork, Der S#/ This was compounded by the fact
that, as fresh data in the historical and archeological record continued to accu-
mulate after the publication of his magnum apus, errors in fact—and therefore also
interpretation—became increasingly evident, Finally, there was the undeniable
evidence of a palpable evolution in the contemporaty use of iton, witnessed in
both humble public works and in more self-consciously “artistic” projects, such
as Constantin Lipsius’s Art Academy and Exhibition Building in Dresden, an
explicitly Semperian meditation on architectural evolution (1882-94),14

The most contentious issue, however, concerned the perception that Sem-
per’s emphasis on decoration was frankly counter-intuitive because it failed o
account for the enotmous strides being made in the execution and articulation of
enormous new industrial buildings, Semper left the purely aesthetic conse-
quences of the structural exploitation of iron’s tensile capabilities unaddressed in
his published writings after exile.’s Although the notion of a tectonically-driven
structural aesthetic had already been fully formulated by Carl Bétticher in the
course of the style debate of the 1840s, it never achieved dominance—pethaps
because of his association with what came to be regarded as the increasingly dog-
matic and stylistically insulated aesthetic of Karl Friedrich Schinkel and his Prus-
sian epigones.tt It 1s significant, therefore, that the reemergence of a structural
emphasis in the next generation came from within the inner circle of Semper’s
camp.

In 1880, less than a year after Semper’s death, Hans Auer became the first of
his Zurich protégés to interrogate the value of the Bekleidungipringip; this he did
in the context of an exacting archeological analysis of the triglyph, a cryptic ele-
ment of the Doric architrave, in which symbolism and Realistik converge with
enormous intensity.!”7 Auer’s triglyph study, along with an equally demanding
study of Renaissance rustication published in 1887, bracket the three general
essays that comprise the core of his theoretical contribution. It should be said
that these bracketing studies are remarkable for their depth, concentration and
implications. The rustication study is an cxemplary proto-formalist analysis of
the implications and aesthetic significance of the artistic tecatment of stone. By
contrast, the triglyph study, to which we now turn, addresses conceras that
would shape the more gencral claims set forth in the theory trilogy proper.

Insread of endorsing Semper’s rather exotic account™ of the sartorial origins
of this curious Doric component, and abjuring, from a relianee upon the Vitry
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vian principle of structural petrification, Auer offers an alternative explanadon to
account for its emergence and peculiar formal properties. After extending the
old thesis of a tradition of stereo-technical craftsmanship exported from the Nile
valley, and factoring the climatic differences that tequired Greek buildings to
shed water efficiently, Auer suggests that triglyphs were “hanging plaques,” resid-
ual forms from earlier moldings that imitated upended leaf-like shapes designed
to channel water away from the building,

Leaning nominally on Semper, he believed that they acquired a purely aes-
thetic function as a defining scam binding the suppotts below to the superstruc-
ture above, As such, Auer brought an entirely new range of considerations to
bear upon the significance of a single form: he refracts the traditional delibera-
tions of structure, history and aesthetics through new facts ranging from socio-
logical and ethnological evidence to climatological and technological
considerations. He subjects his findings to rigorous proportional and longitudi-
nal analysis, and in so doing, typifies the realistic approach to grasping a new,
deeply enriched horizon of significance for the elements and syntax of architec-
rural form, and by submitting everything to an exposed, tigorous logical analysis.
It can be no accident that Auer selected perhaps the most vexing component of
the Doric order: a single feature through which structural, decorative and formal
speculations have strearned for millennia. While he rejects Sempet’s explanation,
he nevertheless employs Semperian methods and prejudices; at the same time, he
accents the role of structure, as Semper declines to do. In so deing, Auer threads
a very fine, and very sharp, needle.

Embedded within this purely archeological exercise, Auer expresses an
important notion that, unanchored from archeological concerns, would soon
acquire a central position in all of his subsequent theoretical efforts. In the mid-
dle of his triglyph essay, he declares axiomatically that the fusion of roof con-
struction technologies with those involved in support produces the “concord of
building technology. Construction is the skeleton of the built organism and, in
general, the least variable element. It is the basis and point of deparrure for the
varieties of architectural style overall: the key to stylistic change lies in advancing
structural ideas.”20

Toward the end of the same year, 1880, in an address to the weekly assembly
of the Austrian Union of Engineers and Architects, Aver expanded his thoughts
and deepened his break with Semper from an innocuous disagreement about the
nterpretation of an archeological detail to a direct assault on the core of Sem-
per’s theoretical edifice, whose very tde (“The Influence of Construction on
Architectural Style”} cleardy intimates the nature of the larger arca of conten-
tion,2t This astonishing article, the firse of the theoretical trilogy in which Auer

staked out a post Semperian realism, while exhibiting a penuine respeet for the
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overall integrity of Semper’s aesthetic and sociological framework, nevertheless
takes issue with the position and value of specific details within it along the lines
already laid forth in his triglyph study. In direct opposition to Semper’s oracular
pronouncement in § 62 of Der Sz/ that “the original formal principle of architec-
ture, based on the concept of space, [is] independent of construction,” Auer
declares that construction 1s “the basis, the point of departure and the limitation
of the inner architectonic capacity of a people and an age...Construction is the
mediation between the ideal and reality, and indeed the establishing or limiting
moment in the realization of the ideal.”22 Auer considered construction to be
“the actual progressive element and the immediate cause of changing architec-
tural styles...”2 The roof, one of Sempet’s celebrated “four elements” of archi-
tecture, was the key to Auer’s structural equation for it effectively determined not
only the formation of every other aspect of design—from the overall disposi-
tion, the layout of the plan and the development of all details-—but was “the
most important and primary form-determining factor” of construction.2

After diverging from Semper on the significance of construction Auer cuti-
ously retreats to the explicitly Semperian proposition that “the most important
and original task for architecture is the creation of spaces...and the first, most
original element of space creation is the ceiling”’? It constitutes a retreat insofar
as it is ostensibly a concession to Semper’s suggestive, almost phenomenological,
consideration of the significance of space. But in none of the sections in Der S4/
dedicated to tectonics (§§ 130-60) does the concept of space come into play; for
Semper, space was a geometric propetty consequent to stereotomy, the assembly
of cut and dressed stone. It is worth considering that, despite the stunning
advances contained within his project of exploding the conventional categories
of stylistic analysis, Semper remained locked within the geometric parameters of
the Euclidian-Aristotelian method of understanding upright supports as prima-
tily two-dimensional entities capable only of length and extension; it was through
consideration of three dimensional objects, in this case cut stone, that it was pos-
sible to conceive of space (length, extension plus depth) as an independent
object.

By contrast, Auer dispenses with the old geometric shackles and forcefully
inserts space creation into the equation of tectonics and statics, simply and
directly, by stating: “Through all past ages, and for all coming ages, the principle
by which space can be covered admits only two methods: cither by a strughs, horr
zontal roof or by a vawlited roof, in other words, the material employed in ceiling con
struction can be treated either by suspension (with steaight cetlings) or by aompression
{with vaults). There 1s no other method 26 In this way, Auer semoved space from
the realm of Semper’s “practical acstheties” and established i as an independemt

heurtstic object, an object dut could be examined aesthetically, historeally and
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sociologically. The bulk of the lecture is comprised of telescoping historical
cxtrapolations of his central observation. In the course of the survey which fol-
lows, Auer describes the unique spatial physiognomy of each epoch and deduces
1 “new artistic principle” common both to the disposition of masses and voids:
dominance and subordination.2” Near the conclusion, Auer goes so far as to pro-
pose a poetics of space, based upon proportion, division, thythm, transparency
(Durchbiicke), as well as the effects of light and shadow—what we would now call
strictly formal properties.?® He claims that “in modern architecture the artist
must, more than previously, transcend mere necessicy and pure functionality by
dividing and forming space according to the laws of beauty and harmonious
space formation (Raumbildung).”? He concludes with a prudently conceived neg-
ative evaluation of the capacity of iron, in its structural application as ceiling sup-
pott and span, to inaugurate the long anticipated “new style.”30 In effect, after
effecting a radical break with the master and charting out the vistas opened up by
the extraction of the theme of space, Auer falls back on Semper’s pronounced
skepticism 27, iron’s dimensional suitability to monumental architectural expres-
sion, stating that “the ancient principle of dressing must apply to the new archi-
rectural requirements.”’s!

While Auer fully grasped the conceptual and aesthetic potential of “pure
space” as a function of the generative forces of the tectonics, he studiously
declined the opportunity to detach it from the “laws of beauty.” This was not a
reflexive fear of abstraction but rather a calculated position demonstrating an
awareness and appreciation that current perceptual limitations were historically
conditioned and, in effect, inescapable. Auer implies that it is the architect’s duty
to accommodate contemportary sensibilities. To give weight to his appreciation
of these limitations, Auer describes how those now building in iron {(Edsenconstruc-
teiré) are faced with essentially the same problems as were the first stone cutters,
long before the Egyptians. He claims that metallic architecture was only at the
very beginning stages of its gradual integration into the “universally used and
understood language of art.” Yet deeper than the appeal of Semper’s position is
Auer’s unshakable conviction that, while technologies will unceasingly unfold
through time, the “unchangeable and eternal laws of beauty” will endure. It is in
pursuit of this higher calling that the architect therefore “must, more than ever
hefore, retain the traditional and proven forms, hold on to the laws of beauty and
proportion embodied in the old monuments...and find in them the means
through which he can be freed from the manacles of constructive necessity.”3?

Aucr has thus performed a dual operation by which the Semperian project
of assessing the trans-historical continuities of architectural motives has been
retained while subjecring specific aspects of it to caleulated adjustment and cor-
cection in order to better account for the phenomena under consideration.
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Auer'’s radical realignment of constructon, in its tectonic and sterecotomic mani-
festations, brought forth space as both a conceptual and an actual entity (Reafs-
#k) with positive design value, and not merely a by-product or visual quality. At a
stroke, Auer introduces architectural space as a functdon of structural exigency
while planting the seeds for exploring its historical contingencies and aesthetic
potential.

Karl Schnaase was perhaps the first to discuss space as an historically contin-
gent and aestherically significant theme of architectural experience as early as
1834. His eighth “Netherlandish Letter” analyzing the exceptional quality of
Antwerp Cathedral’s interior accounted for the emergence of perspectival space
through an emancipation achicved by the replacement of columnar support of
wooden roofs in Roman basilicae by pier-borne vaults; here, space was the result
of a technological change.’® Space understood primatily as an effect, as opposed
to a formal and symbolic object per s, was also discussed at length by the Berlin
architect Richard Lucae in his 1869 Sehinkelfestrede.s* And in his previously cited
essay entitled “Observations on the Nature and History of Architecture,” Con-
rad Fiedler undertook a general review of Sempet’s Der $4/ wherein he expanded
upon Semper’s latent emphasis on architectural space in the context of a general
plea for consideration of the Romanesque as a viable language for contemporary
architecture.3s

However, it was not until Auer’s 1883 sequel to the construction essay, ent-
tled “The Development of Space in Architecture,” that space was first separated
out as an independent topic and thoroughly explored as a generative force in the
evolution of architecrure.’ The accomplishment of considering this abstract,
non-representarional entity—in fact an a prior Kantian category—as a legitimatc
subject of formal and historical exploration has, until now, been considered the
distinctive achievement of the art historian August Schmarsow, whose inaugural
lecture at the University of Leipzig on “The Essence of Architectural Creation™
of 1893 is routinely cited as the heus modernus of space theory.3 When published
in book form the following year, it was promptly reviewed in a number of jour-
nals and triggered an especially lively and informarive debate between Karl Hlert
and Richard Streiter that unfolded across the pages of the Centralblatt der Baurer
waltung® However, one particulatly penetrating Austrian reviewer, Catl von Liit
zow, editor of the Zeitschrift fiir bildende Kunst, declared that Schmarsow appeared
ignorant of Auer’s “thoughtful essay” of 1881 in which “space-thoughts are vin
dicated with the same emphasis Schmarsow rightly stresses,” While Liitzow
rightly indicates the chronological antetiority of the 1881 essay, ir is in Aucr’s
1883 essay that the idea of architectural space is fully claborated according to his
totical, psychological and implicitly moral desiderata,
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Auer’s article on the development of space is structured identically to the
construction piece: he opens with general propositions about the problem,
draws a number of specifically architectural conclusions, then puts the conclu-
sions through the paces of an illustrated historical survey (from the hypostyle
halls of Karnak to Hansen’s Vienna Stock Exchange; see figures 4 and 5), and
ends with a number of reflections on the relevance of the topic for contempo-
rary architectural practice. Auer’s plates serve to highlight the spatial qualities
exhibited in different constructional methods (stone as opposed to brick),

The space essay comumences with a series of cascading psychological propo-
sitions about how images emerge within the mind (specifically, the faculty of
imagination) and how they are then given form. For Auer, the process of bring-
ing imaginary constructs (die Gebilde der Phantasie) into three-dimensional reality
involves grasping both the materials and methods of transference as well as a
veneral awareness of the historical possibilities and cultural conditions at the
time of the transference. Auer’s singular insight regards the relationship between
products of mind as they become fabricated into fully articulated objects in the
world, and, considering the abstract nature of his subject, it commends his effort
10 be ranked among the most significant architectural theoretical contributions
of his generation, and perhaps, indeed, of the 19t century. Although one would
hardly mistake his literary style for the more compact, lapidary and indced
polemical discussions of space in the ensuing decades, one cannot but admirce the
cconomy and intelligence with which he pursues a variety of related themes.

Three propositions in Auer’s space essay present themselves as the vital core
of his theoretical enterprise. The first concerns the psychological mechanism by
which the space becomes an object of consciousness and appears in the essay™s
opening passages:

‘I'he most divine power moving and driving man’s spixi is his imagination (Phanfasz). 115
lofty flight lifts him above time and space, and by its magic all earthly constraints are
released. .. The execution of the grandest ideas dreamed by our mind’s eye (wnser geisiiges
Auge) is limited by available means and materials, as well as our ability to cmploy them.
Complete mastery of available means, which are en-souled (feseetd) by the spitited imagi-
nation and guided by taste, grasps the task in its noblest sense as ar# and, insofar as il

refers to purpose of creating space, as architectures0

It is important to note that although Schmarsow also expresses an awareness
of the imaginarive aspect of spatial recognition, which he calls Rawmphantasie, he
balunced his psychology of space with what he called a space-feeling, or
Ranmpefiihf, OF course, Schmarsow’s premise for his entire project is the demoli-
tion of Semper’s notion of architectuse as mere Bekdidungskanst, a superficial art
of decoraton, He wanted to puncture Semperian superficialities in ordet to reach
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essences, what he called “an aesthetic ‘from within.”# Schimarsow envisioned his
project as a quest into the primordial, precognitive mind in which, drawing
heavily on empathy theory, originary sensations and intuitions aequire psycho-
logical content as imaginative elements that can be communicated, via architec-
ture, to the minds of others. So while Schmarsow argues for a similar continuity
of inner psychological states between creator and spectator, it is based primarily
upon the congruence of the physical, sensory apparatus they have in common
and united through the external object. In other words, sensation as Rawumgefiihl
effectively trumps the intellection of Ranmphantasic in Schmarsow’s dynamic of
spatial experience and creation.

Auer’s second proposition is that space, grasped not as the interstitial void
negatively formed by the presence of architectural members but as a positive
presence, constitutes the “soul” of architecture:

Space iv the soul of a building, which fills its body and characterizes it from without. Just as
the soul is bound o the physical body and vice versa, both dependent on the other, so
space therefore effects not only the extetior appearance of the building but is, for its part,
determined by the inner structural organism. The sclected or traditionally prescribed
method of building determines both the physiognomy of the space as well as the collec-
tive outer appearance down to the smallest detail 2

He specifically states that works of architecture are not “mere manual accom-
plishments of constructors, but we arc concerned here with creations of the
imagination which address themselves to man’s soul; and we must remember that
the imagination is not merely bound by technical capabilities and must therefore
be guided by artistic taste.”<

Here, too, Auer assumes a Semperian posture, yet transforms it into some-
thing, in this case, considerably more majestic and resplendent. In the opening
remarks of his 1856 lecture “On the Formal Regularity of Ornament and its
Meaning as an Artistic Symbol,” Semper suggests that the Greek word yo’ouog
{kosmos) was the key to understanding the connection between their views on art
and cosmology, for the same word was used to describe both adornment as well
as the “narure’s highest lawfulness and order” (hichste Naturgesetzlichkeit und Welt-
ordnung). A few lines later, Sempet states that “where man adorns, he brings forth
with more or less awareness a natural regularity in the object he decorates”# In
his last published essay, “On Architectural Styles” of 1869, he rcrurns to the
theme, noting “whatever I adorn...1 endow with a tight to exist by making it the
focus of relations that are valid for it alone. T elevate it io the rank of a person.”# Sem-
per’s notion of the relationship of the macrocosm of man’s faculties to the
microcosm of his creations was the consequence of a procedural event embod

ied ina linpgustic echo,
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Auer, in his turn, pushes this reladonship onto a spiritual plane, suggesting a
fractal resonance between man’s mind, body and soul and the physical properties
of the objects he creates. Auer’s world of experiendal harmonics between the
human subject and his built environment is considerably richer than Semper
conceived. What renders Auer’s stance so distinctive and so histotically curious is
that it is based on both a finer grain of historical detail than Semper could con-
ceive as well as on a conception of man as occupying a defined place in a larger
universe than Semper would allow:

Auer’s next sentence offers an claboration of relationship between the scar of
man’s imagination, the soul, and its architectural analogue: “Architecture has two
souls: one is earthbound and subordinated to practical function, the other lifts
itself up as an angel to the higher regions where she serves pure beauty... This
dualism manifests itself in the articulation of space.”# Auer here seems to follow
in a very general manner Atistotle’s division of the soul into rational and irratio
ial parts.#7 Through the mediation of an “ordering human mind” space receives
its coherence “like every other work of art and nature.” Auer’s spatial universe,
therefore, permeates every plane of existence as a spiritual entity in which “1hat
realm of inner form...enables space to be stamped as a true work of art, which
we call the poetry of space”#® The order within must be manifested in the world
without; as above, so below.

Auer’s third proposition concerns the physical conditions that obtain with
repard to the three-dimensional projection of these imaginative constructs avel
the course of time: “...the highest task and actually the driving and fundamental
moment in the development of architecture was finding the mediation ot the
apposition between the greatest and most free spatial development and, at the
same time, the greatest monumentality and durability.”# Here we encounter a
significantly modified reiteration of the duality Semper described in his treaiment
ol the process by which tectonic activity achieves monumentaliry.s

A corollary to this proposition is Auer’s belief, later echoed by the art histo
rian Heinrich Wolfflin, that not everything is possible at any given time:

the architectonic idecal which absorbs the imagination depends precisely upon the condi
tions of technical capacity together with practical knowledge., A people, for instance, whao
know nothing of the vault can not have it as an ideal; only traditional and available (ech

nology can be extended and further developed.3!

Also in evidence here is an attentdon to the natural economies involved when cre
ating space: the play between the surface area of necessary supports, the impres
sion of solidity, and the durability of the materials employed, Massively overbuilt
structures yicld ot sclerotie space; slender tectonic structures open up space at
the msk of impernanerce, and thus false ceonomy. Auey’s concern with the
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unfolding play of spatial values (security vetsus freedom) as a reflection of cul-
tural values (security versus freedom) was the underlying theme of his illustrated
historical taxonomy of spatial configurations. As such, his spatial calculus is rem-
iniscent of the investigations into the nature of value by Carl Menger, the founder
of the Austrian School of Economics, whose theoty of marginal unlity was elabo-
rated during the years of Auwer’s employment under Hansen.52

Auer’s final theoretical effort to concern us, “Modern Style Questions” of
1885, wraps up his theory trilogy and addresses the larger significance of his
observations on construction and space as they concern contemporary architec-
tutal practice.’? In it he lays forth a rudimentary cultural critique to explain why
the concept.of style, which although generally understood and well defined, had
devolved in actual usage to encompass often conflicting petspectives. This he
saw as an extension of the enormous and ever expanding body of human knowl-
edge—historical, scientific and social—which, in and of itself, offered neither
emphasis nor focus: “the individual retains free choice of where to seck his ideal,
where he wants to strive—Dby inclination, talent, fashion or by whatever accident
is offered by the dominant ditection.”’ In this sense, atchitectute was subject to
the same potential confusion of values and priorities as other disciplines. His
prescription was clear: in the face of all the potential technical, aesthede, and his-
torical demands placed on architects, “it is absolutely necessary” to cultivate “the
most comprehensive and exhaustive command of the entire world of architec
tural form.” The resulting style would, like every style before the Renaissance,
“demolish the boundaries of tradition, reach and extend in all dimenstons.”ss

However, perhaps to the chagtin of later readers, Auer proclaims that the
emetgence of a new style has, in fact, already occurred—it was to be seen in the
“modern Renaissance.” He flatly declares that “our contemporary architecture is
based upon a broadening of the architectonic principles of the 16th century.”
Hete one sees the prototype for the neatly identical claim of another Vienncse
architect, Otro Wagner {1841-1918), who just four years later stated that he saw
his own work as the embodiment of the progressive, realistic exploration of *a
certain free Renaissance.”s? For Auer, the idiom of the Renaissance had deman
strated itself capable of fulfilling the needs of virtually every conceivable pro
gram to which it had been applied and in the broadest conceivable ranpe ol
nuance and expression. Already in his construction article of 1881, Auer praised
the Renaissance for several reasons: it digested the constructive principles of ull
previous ages and fashioned from them something of its own; it had solved con
temporary problems by applying cternally valid rules and recognizable forms,

and it was able to achicve “orgranically integrated works™ in which the artist coubd
use apparent construction if necessary to achieve hipher acsthetic objectives,s

But what captured Aucr’s attention is the fact that wethin this tradition of a *maod
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ern Renatssance” the contemporary architect was completely free to employ
whatever style he so desired: “The collective characteristic of the architecture of
our century is that it 1s independent of all styles.”sv

Here Auer employs Semper’s very broad definition of style as an accord, a
tesonance—not a set of distinct, repeating visval charactetistics within the work
of an individual, a school, a period, a nation, ot a race. The incidental formal
attributes rthat distinguish Gothic from Baroque constitute a qualitatively differ-
ent sphere of interest than the transcendental radiance of culrural preoccupations
in and through the wotld of forms. Here the resonant factor of style onto which
Auer fastens is that between cultural and personal aspirations:

This propetty of modern archirecture leads therefore to the expression of individuality of
our own age by which the artist impresses upon his buildings a specific character accord-
ing to his ideals, fixing on certain higher developed artistic petiods, be it Greek ot

Roman, Byzantine, Romanesque or Gothic, or any ather specialty of the Renaissance.”0

[t is up to the architect to provide an “artistic hull” because “all modern build-
ings...allow themselves to be translated in other styles because plan and spatial
disposition are identical...[meaning that the] unique stylistic propertes of mod-
ern building are but externalities.”st For him, the great energies of the present age
were consumed in the working out of larger issues (Newbildung von Gesamt-Dispos/-
tionen), and as such possessed precious little to tackle the creation of new formal
details that were properly the concern of earlier artistic periods. If one could
speak of a “style question” per se, it was in the sense of asking what “motive for
artistic tepresentation” was best suited to the character of the task at hand, and
how this motive should be assessed and visually developed; style was secondary.
I essence then, Auer believed that the issue of style in contempotary architee
ture had nothing to do with the pardeular idiom selected, but rather with address
ing and expressing larger cultural aspiradons. And it was toward achieving some
sense of clarity in the larger, Semperian sense of style for contemporary architee
ture that Auer dedicated his remaining thoughts.

After sequentally evaluating the artistic and structural achievements of cach
historical period beginning with the Greeks, he fastens onto the High Renais
sance and Baroque when “the architectonic principles which we recognize as stilt
valid today and upon which our modern architectute is based” were first
addressed.s? He saw in the Baroque the “common basis for all our views,” and
vites Prince Bugene, Leibniz, Voltaire, Rousscan, and Newton as expositors ol
social principles which remained fresh. The “inner spiritual connection” berween
the main character of his age and that of the Baroque was apparent regardless of
the style in which it was expressed, and which was in irself evidenee of a deeper
developmental process at work.
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This process, as described by Auer, can be characterized as a concentrically
intertocked periodicity witnessed in phenomena as different as the revolution of
planets on their axes and in their orbits, to the movement of the hour and minute
hands on a clock. Perceptually, time seems to pass quickly when we attend to the
phenomena of smaller cycles. We thus deceive ourselves as to the true move-
ment, and significance, of larger phases:

Precisely this appearance is demonstrated in the flow of culture, the flow of the develop-
ment of art: the grand architectural principles of spatial disposition, the articulation of
masses and the structural experiences step regularly and undisturbed with the universal
development of the human spirt, but the individual form of style—the detail, the deco-
rative—changes more quickly, undetscoring those local influences and temporary views

and proceed from one extreme to another.6?

Auer is effectively saying that his contemporaries were deluded if they thought
otherwise.

Auer then turns to discuss why the Baroque, which he tellingly compates to
late Imperial Rome, seems to have become “modern again” aftet a centuty of
neglect.% Though not naming him, he refers to Albert Ilg’s pseudonymous pam-
phlet The Future of the Barogue Style of 1880 which had unintentionally created a
surging public demand for the Baroque.s Although Auer saw the Baroque as a
fitting tribute to the Viennese spirit, he expected that the vogue for “the newest
extravagances” would vanish as quickly as it had emerged. In its specific formal
properties, the Baroque had little, he concluded, to offer modern bourgeois
building needs: neither residential nor commercial structuses afforded the proper
scale or occasion for the exercise of the formal language of the Baroque.

Within the same broad tradition of the architectural language forged in fif-
teenth century Iraly, though, Aner saw possibilities that were more suited to con
temporary demands. Specifically, the Austrian variant of the Northern
Renaissance—which he saw as “finer, more elegant and significantdy warmer andl
friendlier” than the German Renaissance—if “purified” from idiosyncrasy and
“improved and ennobled through the modern knowledge of pure style,” offered
considerable potential for appropriate architectural exploration (figure 6).9 This
putification process was not something alien; it had, in fact, been undertaken as a
cotrective measure to the escesses of the Baroque when the age of Klopstock,
Schiller and Goethe had achieved a refinement and ennobling of manners by a
“retutn to natural simplicity.” For Auer, “purity of form is no academic chimera”
becausc it provides the method by which “artistic expression is given in its most
natural, understandable and most beautiful development.”o? And while he sad
that beaurty was 4 more important objective than purity of form, by submitong o

a new phase of “striving to return to the simplicity of matere™ it would be poss
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ble for architecture to celebrate its rebirth and find its most certain directive
through the “improvement of taste.”s In short, only by striving after “complere-
ness, beauty and natural truth” could this improvement occur, and the result
would be that “our architecture would be the true expression of our age, and
therefore stylgemdss.”o

Tt is tempting to read into Auer the seed of later theoretical developments, to
see him as incipiently, immanently Modernist. Indeed, one could argue that sev-
eral features of Auer’s theory surpass—in terms of quality, cogency and radical-
ity—many of the progressive claims Otto Wagner made in the mid-1890s. For
instance, his concise, archeologically demanding articulation of a structurally-
based alternative to the Sempetian tradition of reading artistic development as
the function of decorative Bekleidungskunst appears to be the immediate source
for Wagner’s overwhelming and influendal absorption with decorated tectonics.
In extracting the idea of space from his construction-based theory, one also sees
very cleatly the seeds of an entfite movement whose speculative and polemical
arguments were grounded in the notion that space had not been fully explored as
an object of aesthetic and architectural form, beginning with the emphasis on
Ranntkunst in the Reform Movement and extended by Henrik Berlage’s decisive
impact in the first years of the 20th century. In his call for a reanimation of the
Romantc “return to Nature,” one has only to think of Paul Mebes’s wm 1800
movement at the turn of the 20t century. And Auet’s focus on “pure form.”
given special attention in his astonishingly rigorous rustication study of 1887
(firare 7), also appears to anticipate the art historical formalism of Alois Ricpl
and Heinrich Wolfflin, both of whom contributed significantly to shaping archi
tectural theory in the decade preceding the Grear War. Here Auer provides u
measured, taxonomic and well illustrated analysis of the antique sources and psy-
chological effect of the vatious forms of Renaissance rustication (plain, diamond,
quarry-faced and cyclopean), and catalogues the occurrences of each form. Inso
tar as one discerns in Wilhelmine architecture a dedicated effort to explore the
expressive and ideological potential of tough-hewn stone far beyond the parame
ters of historical styles by such architects as Bruno Schmitz, Wilhelm Kreis and
liritz Schumacher, Auet’s analysis of rustication may possibly have exercised
immediate influence.

While all of these anticipatory notions possess some degree of merit, they
drain Auer’s achievement of its true and lasting significance. Tt is not merely what
these ideas could and would eventually become that fascinates; rather, it is the
fact that they were conecived within and artfully expressed through the language
of classical maral psycholopy and rhetorie. To stand Emil Kaufmann’s argument
o tts head, in Auer we see the “Renaissance system” reaching well into the end

of the 108 century as aosvstem of Torm and as asystem of thoupht/t Auer’s
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true achievement was in having conceptualized what we regard as 20th-century
ctitical concerns with a simplified adaptation of the Renaissance’s interpretation
of ancient critical and psychological tools.

Indeed, Auer cast his ideas in the language of “invention,” “disposition,”
“fantasy,” and “soul.” These terms are the language of rhetoric and humoral psy-
chology, a body of thought which promoted an undetstanding of microcosmic
and macrocosmic relationships that Darwin had ostensibly shattered.”2 And in
compatison to Semper’s psychology of artistic cteativity based on Kunsttricke,
Auer’s imagination-based explanation of the projection of mind-soul-body states
through the creative act appears refardataire. In fact, by relying upon a humanistic
vocabulary for a post-theological argument, Auer typifies the cultural disloca-
tions he felt and discerned in his style essay. But it is Auer’s steadfast conviction
that imagination was “the most divine power” of the human spirit, that fantasy
was the mechanism by which man’s soul is projected into the soul (space) of
buildings, that beauty was motre impottant than either style or form, and that
innovation was inconceivable without a clear grasp of the vital continuities
within any given tradition—all these notions, and the classical terminology in
which they are expressed, represent an unusual development upon Semper’s own
intrinsic, and often overlooked, humanist inclinations.

On the opening page of Hans Semper’s 1880 biography of his father, in
order to offer the broadest possible perspective on the subject at hand, he
offered a passage attributed to Seneca that Semper adopted as his life motto as a
young man seeking direction: “Non fuerat nasci/nisi ad has//scientiae artes//
harum/palmam/feretis. {There would be no value in being born if not for sci-
ence and art; in them are victory’s laurels.]”? Semper was so taken with this
motto, in fact, that he organized the iconographic program of the sgraffito decora-
tion of the entire north facade of the Zurich Polytechnikum around ir.7s
Lawtence Harvey, a British pupil who studied under Semper in Zurich, reported
in 1884 that Seneca was Semper’s favortite author, and noted that Semper took
great relish in diminishing Darwin’s achievement by referring students to a pas.
sage in Seneca’s ninetieth Epistle where the survival of the fittest had been
expressed more compactly and incisively.?s We know that Semper owned the
1809 Strasbourg edition’ of Seneca’s Epistalae Morales, and may have taken note
of Seneca’s not infrequent discussion of architectural matters, from specific pre
scriptions for the proper outfitting of a Stoic residence to reflections on Scipio
Africanus’s villa,77

While this is not the appropriate venue to underrake a discussion of Stoic
aesthetics, 1t is the interpenctration of acsthetics into ethics—that is into moral
ity——that one must attend to, For Seneea, it was important that modest habirs
{(wrores), the indelible sign of a balanced and well ardered soud, shouldd find fitting,
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expression in manners, ranging from one’s eating habits and apparel to one’s res-
idence. As Seneca remarks in his ninety-fifth Epistle, “As our acts and our
thoughts are, so will our lives be.”” Habits, manners, and customs: these are the
main terms by which one enters the world of Stoic moral psychology. In the
Stoic “great chain of being,” the divine spark of the soul, if improperly cared for,
would lose its capacity to resonate through thought and behavior, leaving the
individual disconnected not only from one’s fellows but also from higher,
increasingly divine spheres as well. Decency of thought and conduct was thus the
touchstone not only of a spiritually balanced existence, but of civility as well.

Tt was this civilizing function of architecture that Semper focused on in the
his discussion of the hearth, the first of his Fowr Elements of Architecture, published
in 1851. It is wotth quoting Semper at length:

The fitst sign of human settlement and rest after the hunt, the bartle, and wandering in
the desert is today, as when the first men lost paradise, the setting up of the fireplace and
the lighting of the reviving, warming, and food-preparing flame. Around the hearth the
fiest groups assembled; around it the first alliances formed; around it the first rude reli-
gious concepts were put into the customs of a cult. Throughout all phases of society the
hearth formed that sacred focus around which the whole took order and shape.

Tris the first and most important, the seraf clement of architecture, Around it were
grouped the three other clements: the rogf, the enclosure, and the mound, the protecting
negations ot defenders of the hearth’s flame against the three hostile clements of

nature.”?

Again, Semper’s concentration on the “element” or “motive” of the hearth, of
coutse, was bound to his conviction that the technical operations involved |
making had practical consequences for the forms thus derived. But it is the cul
tural value of social activities centeted on this primordial “element” that muke
moral. In an 1850 manuscript for his unpublished “Comparative Buildiny I
ory” Semper wrote: “The hearth is the germ, the embryo of all social instu
tions. ..t was a moral symbol.”? The hearth’s moral authority was only extended
as it has gradually assumed new functional roles, for instance, as the altar. Sem
pet’s three other elements have as their origin and purpose the protection of the
hearth, Auer transfers the moral capital of the four elements into the entity that 1
formed by their completion. To pataphrase Edmund Burke, space has becone
for Auer the location, the opportunity at which the living’s commitment 1o the
dead and the not-yet-born, quite literally, takes shape.

Auer, as a Swiss Semperschiifer, would have taken in Semper’s views of the
sipnificance of architecrure’s “clemental,” moral values directly at the source. His
own convictions, expressed in the language of moral psychology and rhetoric,
simply extend Sempers values concerning the important issues of continuity: the
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laws of formal beauty surpass the epiphenomena of decorative patterns. Recall
that in Auer’s 1881 essay on “The Influence of Construction,” it was the macro-
cosmic value of “inner, otganic spatial disposition” gleaned from Renaissance
principles that promised “new powers and new freedoms” through “inner moral
and cthical awareness” (suneres moralisches und sitiliches Bewwsstsein). This awarcness
enabled the architect to see “appatently new laws of the moral wotld otder
(sittliche Wellordnung) already present in the eternal laws of natural necessity.s
These moral concetns were based upon careful consideration of actual practices,
expectations, and real places: the habits and conditions of daily life. Though Auer
could conceive an architecture of pure spaces and forms, it was the weight of
moral responsibility to return to, honor, and serve these real habits that renders
his theory a conservative, if exquisitely wrought, contribution to Architectural
Realism.
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des Ausdrucks ihrer Bestimmung.”

Semper, Der $4l, 204 ed., 1:78.

423: “Fiihrer in dieser gesunden, echt realistischen Bewegung war Gottfried Sctnper
Fritsch’s title derives from a passage in Semper, Der S5/, 20 ed., 22201 1t should be nored that
Semper did not employ the term “realistic” as a positive valuation; sce, ¢. g, Der Sad ol
1:238, 408 and 2:380-81, 415, 423, 445,

. Harry E. Mallgrave, “From Architectutal Realism to Sachfehibeit The Polemics of Architeciuns

Modernity in the 1890s” in Harry 11 Mallgrave, ed., Gtto Wagner: Reflections on the Wament ot
Modernity (3anta Monica: Getty Center for the History of Art and the Flunimines, 199 by, 81
321, ‘
J. Duncan Berry, “From Historicism to Architectural Realism: On Some of Wignes®
Sources.” in Mallgrave, 1993 {sce note 13), 248-52 and now my “Wege durch den Heon
mus: Senpersche Themen von Lipsiug bis Schumacher” in the forthcoming pro coedhngs ol
the 2003 Dresden Semper symposium: Henrik Karge, ed, Gottfried Seoper Drverdesr somd
Furapa. Div pevderue Renaissance der Kinste (Akten des internationalen Kolloguiums der Teching
schen Universitit Dresden in der Gemildegalerie Alte Meister, Dresden, 27-30 Novenha
2003).

. See Wolfgang Hesemann, Codifried Semper: In Search of Architecture {Cambridge, MA: MUT Preee,

1984), 174-83 and now Dieter Weidmann, “Sempers Verhiltis zam Biseo™ in Gottfrred Sem
per, 18G3-1879: Architektnr i Wissensebaft, ed. Winfried Nerdinger and Werner Oechshn
(Munich: Prestel Veclag, 20033, 321-29.

~ Carl Goulich Wilhelm Botricher, “Das Prinzip der hellenischen und germanischen Banweise

hinsichilich der Ulbeerragung, in die Bauweise unserer Tage Afocaeine Bunseitun L1 (18-H0):
FEE 25 anshued as S The Principles of the Fellenie and Germanie Ways of Balding, with
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17.

18.

20.

22.

23.

24.

25.

26.

Regard to Their Application to Qur Present Way of Building,” in Wolfgang Herrmann, trans.
and ed., In What Styie Shontd We Buitd? The German Debate on Architectural Style (Santa Monica:
The Getty Center, 1992), 147-67.

Hans Aver, “Die Bedeutung der Triglyphen. Ein Beitrag zur Frage iiber den Zusammenhang
agyptscher mit dotischer Baukunst,” Zeitechrift fir bildenden Kinste 15 (1880): 27983, 322-25,
354-60. Later in the decade, Auer published a second archeological study: “Der Tempel der
Vesta und das Haus der Vestalinnen am Forum Romanum,” Denkschrifien der kaiseriichen Akad-
emie der Wissenschaften. Philosophisch-Tistorishe Classe 36 (Vienna: E Tempsky, 1888), 209-28 plus
8 pls.

Hans Auer, “Die Quaderbossierung der italicnischen Renaissance,” Zeitsehrift des ésterreichischen
Tugenienr- wnd Architekten-Vereing 39 (1887): 17986 plus Pls. XXXII-XXXV.

. Semper Der §4/,20d ¢d., 1:31. Durm acknowledges the viral significance of Auer’s essay on the

opening page of his important history of Greek architecture and later weighed the evidence
of both positions—as well as Viollet-le-Duc’s 1875 treatment in Lbistoire de Sbatstation hursaing
and Julivs Braun’s endorsement of Semper in the second (1873) edition of his Geschichie der
Kunsi—in Josef Durm, Die Bankunst der Griechen in Josct Duem, ed., Handbuch der Architektur,
1L Theil, 1. Band (Darmstads: Verlag von Joh. Ph, Diehl, 1881), 83.

Aner, 1880, 322: ©,,.in der Uebereinstimmung der Baucechnik. Die Konstrukiion ist das Knock-
engeriiste des baulichen Organisnus und das am wenigsten variable Efement. Sie ist das Basis und Ansgang-
spnkz fir dic Verschiedenbeiten in den Bausiiten diberbanpi: in den fortschreilenden konsiruktiven Ideen ligw?
der Schliissel fiir die Stitverinderung” Emphasis Aucrs. | have, for the most patt, avoided reflect-
ing Auer’s extravagant use of emphasis in my translations; all emphases are aceurately con-
veyed in the original passages cited in endnotes.

- Franz [sic] Auer, “Der Einflufl der Constructon auf die Entwicklung der Baustyle,” Zeitsohrift

des diterreichischen Ingenienr- und Architcksenvereins 33:1 (1881): 8-18.

Semper Der S#f, 204 ed., 1:213, Sec Auer 1881, 9: “In der iiblichen Consitruciion, welche zugleich
durch das Material bedingt ist, verkérpern sich jeder Zeit die raumgestaltenden Ideale der
Phantasie—de bildet die Gramdlyge, ugleich Ausgangspunkt und Begrengung fitr die eivem Volke und
etner Zeit innewobnenden bankiinsthrischen Fiahigksiten. . .Die Construction ist dic Ve ermittlung zwis-
chen dem Tdeal und der Witklichkeit, und zwar das férdernde oder hemmende Moment hei
der verwitklichung der Ideale.”

Auer, 1881, 9, 13: “Duas Resultat des bestandigen Kampfes smwischen den bestehenden siberlieferten Baur-
weiten und den wew ermwachenden Bediirfuissen ist die Entwicklung, dic Weiterbildung der Construction, sic
ist das eigentlich fortschreitende )ilement und die nichste Ursache der wechselnden
Baustyle. .. and mit der newen Construction suar anch der wene S, #l geschaffen.”

Aucer, 1881, 9: “Der eigendiche, wichtigste und erste formbestimmende Factor ist aber das
Material und die Construction der Deske; denn dic Gestaltung aller anderen Elemente.-
sowohl der ganzen Disposition, der Grundrissanlage, wic aller Detailausbildung sind dircer
von diesem Factor—von der Constructionsart der Decke abhingig” Semper described it as
“pethaps the most imporrant clement in architectural symbolism,” in Der S/, 20d ¢d., 1:27;
sce also Der 527, 20d ¢d. | 1:38 and 63.

Aucr, 1881, 9 “Die wichtigste und urspriinglichste Aufpabe der Architektur ist das Schalfen
von Riumen...und das crste, urspriinglichsee 1llement bei der Grestaltung des Raumes ist die
Decke Tor Semper’s discussions of the spatial and acsthetic significance of the ceiling, see
Semper {er 844 20d ed. 1:38 and 63,

Aucr, 1BRL 9: “Durch alle verpangenen Zeiten, fir alle komeenden Zeien bt es dem Prang
ipe nach nur swed Methoden, mach welchem ein Raum cinpedecht werden hanan, entweder i

27.
28,

29,

30.

3

32,

33

34

35
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einer geraden, horigontalen Decke oder mit cinet gewélbren Decker—mit anderf_:n Wortc_n: Das Mate-
rial, welches zur Deckenconstruction beniitzt wird, kann entweder anf Biggung (bet der geraden
Dc::kc)—oder anf Druck (beim Gewslbe) beansprucht werden. Hine andere Methode gibt ¢s
nicht”
Aver, 1881, 11. .
Auver, 1881, 17: “Dadurch erhiclt der Raum seine Verhiltnisse, seine Glicdesung, seinen
R.hytinnus, seine Durchblicke, seine Ficht und Scharteneffecte, kurz, was man mit Einem
Wort nennt: seine Poesie”
Auer, 1881, 18: “Der Kiinsder kann und muss in der modernen Baukunst mchr als je tiber das
blosse Bediirfniss, iiber die reine Zweckmissigkeit hinaus den Raum gliedern und gestalten
und die Gesetze der Schonheit und harmonischen Raumbildung walten lassen...” _
Auer, 1881, 16: “In dieser Anwendung als Deckentriger ist das Eisen, von dem man zuulrcllc [‘1
dic [naugurirung cines nenen Styles erhoffte, im Gegentheile gerade jenes Llement, a’er eggentli
che materielle Tiactor, der die Beibehaltung dltere Bauformen, die Anwendung vergangener Style ﬂbﬂl'/}/.’lr.lll
ermidglicht, ja firders, and dic Enistehung und Enlwicklung newer consivuctiver wnd archilekionischer Molive
werhindert”
Auer, 1881, 17: “Damit schlicBt denn dicse neue bauliche Errungenschaft an das uralee Bek
leidungsprincip an.”
Auer, 1881, 18: “...muss er [the architect] auch mchr als je festhalten an den altercrbeen und
bewihrten Formen, festhalten und den in den alten Monumenten verkérperten GcscI?un e
Schénheit und der Proportion, deren gewissenhaftes Studium sein chtihen‘ in den vier vl
flossenen Jahthunderten war, und in ihnen den Halt und die Stiiize findenz die et durch seine
Befreiung aus den Iesseln der constructiven Notwendigkeit verloren.” Semper was of 1he
opinioh that spatial dimensions were not limited by cultural and moral concerns, but rather by
the physical properties of the eye; see Der S#), 20d od., 172,
Karl Schnaase, Niederdindische Briefe (Stuttgart and Tiibingen: J. G. Cotta’schen Buchbandluny,
1834), 188-217. Sce Henrik Karge, “Katl Schnaase: Die Entfaltung der wissenschatilichea
Kunstgeschichte im 19. Jahchundert,” Kunsthistorische Arbeitshliitier 7/8 .(20{)]): 87—-II):}_ oo
93-94. T would like to thank Prof. Karge for graciously furnishing me with these references.
Richatd Lucae, “Uber die Macht des Raumes in der Baukunst,” Zeifschrift fiir Bannesen 19
(1869, 294-306. As disposidve evidence of the inroads Semper’s tbcory xlnadc-: among, nval
Tektonen in Berlin, Lucae makes a number of unmistakably Semperian design rucm?nm-mi,n
tions in the course of his lecture, including the appropriateness of tapestry motifs for muzal
articulation. This represents compelling counterevidence to Rudolf Redtenbacher’s L!l“.llll.llll
claims abour Semper’s ireelevance in Berlin and elsewhere; sce R. Redtenbacher, “Dic i
cene Baukunst vor der Vorum der unstgeschichee,” Deatsche Bawgeitung 19 (1885): 257 o0,
270-72, 274-75, 283-806; here 283, 1 intend to examine Redtenbacher’s prolific and cone
yuential contributions to Architecrural Realism, including the heated debate Semper’s son
Manfred enjoined as a resulr of this article, in 4 separate study.
Viedler in Mallgrave and Tkonomou 1994 (see note 6). ‘I'he Romanesque was also advocited
by K. 16O, Fritsch in 1890 (sce note 12 above). For the Neo-Romanesque in (icrmnny,‘wv
L\’[i('h;lcl Bringmann, “Studicn zur neorormanischen Archirekrur in Deatschland,” Phui. diss,,
Heidelherg, 1968,

v
!

W, Hass Auer, “Die Lntwickelung des Raumes in dee Baukunst,” Adgemeine Bawgeitang A8 (1883

57,

65 68,73 T4 plus pls. 51--52, S }
August Schmarsos, P Wesen der architeRtonischen. Sehapfung (Leipzig: Karl WO Tiersennnn,
TR translated s “The Bssence of Architectnsad Creation™ 1 Mallprave and honomio,
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38.
39.

40.

41.
42,

43,

44,

45.

46.

1994, 281-97. Sce also Cotnelius van de Ven, Space in Architecture. "the Evofution of 4 New Tdea in
the Theory and Flistory of the Modern Movements, 37d ed. (Assen/Maastricht: Van Gorcum, Lid,,
1987) and more recendy Mitchell Schwarzer, “The Emergence of Architecturat Space: August
Schmarsow’s Theory of Raumgestalinng” Assemiblage 15 {1991} 49-61, where Auer’s 1883 essay
is noted.

Berry, 1989, 219-29.

Carl von Liitzow, “Drei Antrittsteden deutscher Professoren,” Kunstehronik, N. 7, 7 (1895~
96): cols. 265-70.

Aucr, 1883, 65: “Die gottlichste Kraft, die des Menschen Geist bewegt vund teibe, ist seine
Phantasie. In hohem Fluge hebt sie ihn tiber Zeiten und Riumlichkeiten und vor ihrem
Zauber 16sen sich alle irdischen Schranken...Die Ausfihrung der kithnsten Ideen, welche
unser geistiges Auge triumt, wird beschrinkt dutch die vothandenen Mittel und Stoffe,
cbenso wie durch die Fahigkeit, mit der wir diese zu verwerthen im Stande sind. Die vollige
Beherrschung der verfiigharen Mittel, die von schwungvoller Phantasie beseelt, vom
Geschmack geleitet witd, die Aufgabe im hochsten Sinne etfasst, heisst: Kanst, und sofern sie
sich auf den Zweck bezieht, Riume zu schaffen: die Baukanst”

Schmarsow, 1894, in Mallgrave & Tkonomou, 1994, 283,

Auer 1883, 66: “Der Raum is die Seele des Banes, die den Korper ausfullt und nach aussen charak-
terisirt. Wie aber die Seele an den leib gebunden ist und ebenso der Leil an die Seele, beide
von einander abhingig, so wirkt auch der Raum nicht nur auf dic dusscre Erscheinung des
Baucs, sondetn ist seinerseits von dem inneren konstruktiven Organismus bedingt. Von der
gewihlten oder traditionell vorgeschticbenen Bauart hingt sowohl dic Physiognomie des
Raumes ab, wie auch die gesammte dussere Erscheinung bis in's kleinste Détail.” Schnasse
also employed the trope of a space—soul connection; see Schnaase, 1834 (note 33 above}, 193,
199.

Auer, 1883, 66: “Bs darf aber nicht ausser Acht gelassen werden, dass die Werke der Baukunst
nicht blos handwerkmissige Leistungen von Konstructeuren sind, sonder dass wir es hier mit
Schépfungen der Phantasie zu thun haben, die sich an die Seele des Menschen wendet, und
miissen uns erinnern, dass die Phantasie nicht blos von den rechaischen Fihigkeiten begrenzt,
sondern auch vom kiinstetlischen Geschmack geleitet werden muss.” Auer here establishes a
position that is both anti-materialistic and yet undeniably Semperian, a stance that was appar-
ently inconceivable to Alois Riegl.

Gottfried Semper, Uber dic formelle Gesetypicifiokeit des Schmuckes und dessen Bedentung als Kunstiyni-
bof (Zurich: Meyer & Zeller, 1856), in Gottfried Semper, Kikine Sehriften, ed. Hans Semper and
Manfred Semper (Berlin & Stattgare: Spemann, 1884; reprint Mittenwald: Miander Kunstver-
lag, 1979), 304-05: “Dic teiche und pricise Sprache der Hellenen hat dasselbe Wort zur Beze-
ichnung des Zierates, womit wir uns und die Gegenstinde unserer Neigung schiicken, und
der hichsten Naturgesetzlichkeit und Weltordnung, Dieser tiefe Doppelsinn des Wortes
10 opog ist gleichsam der Schiissel hellenischer Welt- und Kunstanschauung, .. Wo det Men-
sch schmiickt, hebt er nur mit mehr oder weniger bewulitem Thun eine Naturgesetzlichkeir
an dem Gegenstand, den er ziezt, deutlich hervor.”

Gottfried Semper, “On Architecrural Style [1869],” in Semper, 1989 (sce note 8 above), 274
My emphasis.

Auer, 1883, 66: “Dic Baukunst hat zwei Seclen: die eine hingt sich an dic Frde und ist dem
praktischen Zwecke untergeordoet, dic andere eehebt sich als freie Timmelstiocheer sn hithere
Regrionen und indem sic der reinen Schonheit dient, st sie sich selbse penugy Plieser Daualis
mus zeigt sich auch in der Ausbildung des Raumes. T Verlilmisse der THohe zur Aundeh
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53,
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nung licgt eines der schonsten kinstlerischen Momente der Raurngestaltung, dem dic
Architekten der Antike, wie der Renaissance sogar durch Aufstellung bestimmter Zahlenver-
hiltnisse nahe zu kommen gesucht haben.”

Aristotle, De Anima, 1, ix and Nicomachean Ethics, 1, xiii. See Philp ). van der Eijk, “Aristotle’s
Psycho-Physiological Account of the Soul-Body Relatonship™ in Pyyche and Soma: Physicians
and Metaphysicians on the Soui-Body Problew from Antiquity io the Enlightsnment, ed. John P. Wright
and Paul Potter (Oxford: Oxford University Press, 1993), 57-78.

Auer, 1883, 66: “Dutch die Thitigkeit des ordnenden Menschengeistes und unter dem
Zwange der praktischen Nothwendigkeit werden dic im Raume erforderlichen Siulen und
Pfeiler in Reihen und rhythmischer Regelmissigkeit gruppirt. Der Raum erhilt dadurch scine
Gliederung, seine proportionale Theilung, wie jedes andcre Werk der IKunst und der Natur.
Es entsteht jeac malerische Schénhcit, jener perspektivische Reiz, jene Mannigfaltigkeit in der
Beleuchtung, kurz jene Fiille und jener Reichtum der inneren Gestaltung, der den Raum zum
wahren Kunstwerke zu stempeln vermag, fiir welchen die Bezeichnung der Poéie des Ranmies
gefunden wurde”

Auer, 1883, 65: “...dic hichste Aufpabe und das eigenilich treibende und fordernde Moment in der
Entwickelung der Baukunst wary die Vermittiung gu finden dieser Gegensdizg, swischen maglichste grosier
wnd freier Ranmentwickelung und gleichzeitiger mighichster Monumentalitiit und Wetterbesiandigheit”

See note 10 above.

Auer, 1883, 65: “Denn die architekeonischen Ideale, welche der Phantasie vorschweben, hin
gen jederzeit genau mit dem Srande des technischen Kinnens, des praktischen Wissens
zusammen. Jiinem Volke z. B., das |sic| kein Gewdlbe kennt, kann ¢in solches auch nicht zum
Ideal werden;—es kann nur die iiberlicferte und geitbte Technik vervollkommen und weiter
filhren.” The epistemological limitations intimated here became a leitmotif for art historin
Heinsich Wolfflin, who would later compress the thought into seven words: “Not everything,
is possible at all times.” See Heintich Wolfflin, Prnciples of Art History. The Problem of the Derel
apomeni of Style in Later Art, 7h German ed., trans. M. D. Hottinger (New York: Holt & o,
1932), 11

. See Carl Menger, Principks of Econonsics, trans, James Dingwall & Bert E Hoselitz (Grove Can,”

PA: Libertarian Press, 1994 [1871]) and his Tuvestipations into the Meibod of the Social Sciences with
Special Reference fo Economics, trans, Francis ]. Knock (New York: New York University Prew,
1985 [1883]). Sec also Max Alter, Car/ Menger and the Origins of Austrian Bconomics [Boulder, €0
Westview Press, 1990). The use of economic arguments in the architectural theory ol thi-
period merits much closcr attention,

Hans Auver, “Moderne Stylfragen,” Alfsemeine Bauzeirang 54 (1885): 19-21, 25-27.

Aucr, 1885, 19: % _dem Individuum bleibt dic freie Wahl, wo es seine Ideale suchets, wolun o
streben will, bis Nelgung, Talent, Modestrémung oder irgend ein Zufall die Richtung daveril
bestimmen.”

Aucr, 1885, 19: “..fiir alle diese neuven Probleme die richtigste Losung zu finden, dass nn
liefullung dieser weitgehenden Anspriiche nach jeder Scite hin die wnmmschrinkieste und mogh
chste vielseitige Beberrschung der gesammten architeklonischen Formemvell absolnt nothwendig iof. Iin m
sich zum Abschlusse gekommener Styl...muss die Grenzen der Tradition sprengen und sich
nach allen Seiren strecken und dehnen.”

Aucr, 1885, 20.

Orteo Wagmner, Féutoe Seizzen, Projecte i ansgefiibrte Bamwerke, vol. 1 (Vienna: Author, 1889), trans
lated by L V. Elumphey as: Sketches, Projeets and inecuted Buildings by Otte Wagner (New York:
Rizzoli, 1987), 17, Beery, 1993, 246 48,



174 + ]. Duncan Berry

58
59,

60.

61,

G3.

Auer, 1881, 14,

Auer, 1885, 20: “Unabhingig von allen Stylfragen, ist dieses dic gemeinsame Charakteristik
der Baukunst unseres Jahthunderts.”

Auer, 1885, 20: “Diese Figenart der modernen Architektur fihrt darum auch zu dem unserer
Zeitcigenen Ausdruck der Individwalitat, wonach die Kinstler thren Bauten einen bestimmten
persénlichen Charakter aufptiigen, indem sie, thren Idealen entsprechend, sich einer gewissen
hoher entwickelten Kunstepoche anschliessen, sei es nun den Griechen oder den Rémern;
der byzantinischen, romanischen oder gothischen Bauweise oder irgend ciner Spezialitit der
Renaissance.” Cf. Auer, 1881, 14 where he makes a strong, Burckhardtian equation between
the emergence of individualism in the Renaissance, a new “raumliche Entwicklung,” and the
fact that “style no longer stands above the ardst, rather the artist derermines the style, and
impresses upon his works individuality™ On the emergence of individualism as an artistic
theme in the 1890s via Julius Langbehn, see Cornelius Gurlite, Die Dentsche Kanst seit 1800. Lore
Ziele und Taten. 4% ed. (Berlin: Georg Bondi, 1924 [1809]), 342-44; and more recently Pritz
Stern, The Polities of Canftural Despair. A Study in the Rise of Germanic Ideology (Berkeley: University
of California Press, 1974 [1961]).

Auer, 1885, 20: “Die modernen Bediirfnisse stellen die Hauptdisposition, das Knochengertist,
den ganzen Organismus fest, das der Architekt dann mit der kunstvollen Hiille, in dem ihm
passend scheinenden Faltentwurfe umkleidet und mit kostbarem Schmucke ziert. Alle mod-
c¢ruen Bauten, in irgend einem der Gblichen Style erbant, lassen sich mit genau derselben Plan-
und Raumdisposition in einen anderen Styl itbersctzen, der sicherste Beweis, dass dic mod-
ernen Styleigenthiimichkeiten nur in Acusscrlichkeiten licgen” Auer had already used the
Kernel/Hull trope in 1881 {p. 9). For a discussion of this theme (omitting Auer), sce Werner
Occhslin, Otio Wagrer, Adoff I sos and the Road to Modern Architeciure., teans. T, Widder (Cam-
bridge/New York: Cambridge University Press, 2002).

2. Auer, 1885, 21: "und stellt jene areliitektonischen Pringipien anf, die wir hente noch als giltig anerken-

#ew and af deven unsere mioderne Bawkunst berubt?” 1o paragraphs later, Auer statcs .. .so sehen
wir in der Spitrenaissance die Reswltirende gezogen ans allen fritberen Stylen und im engsten Anschiisse
daran: wnser fabrhundert”

Auer, 1885, 21: “Wir stehen auch hier vor ciner analogen Frscheinung, wie sie dic Natur, wie
sie jede crganische Entwickelung zeigt, wo neben einer grossen, allgemein fortschreitenden,
Bewegung immer die in kleineren Perioden stattfinden Umwilzungen und Lrneurungen 2ur
Lrscheinung kommen.

Tm Weltenraume bewegen sich die Sonnen, Planeten und Monde in ihger Bahn unauf.
haltsam weiter, withrend sie sich in rascherem Tempo um sich sclbst drehen; dieselbe dop
pelte Bewegung theilte sich auch allem Leben auf den Himmelskarpern mit, bis hinter zur
geringsten Bewegung: dem Fluge der Vigel und dem Laufe der Gewisser. So bewegt sich
auch der grosse Zeiger der Uhr schneller und kehrt éfter wieder scheinbar auf denselben
Punkt zuriick, —nur scheinbar, weil indessen der kleine Zeiger, der das allgemeine Fortschred
ten andeutet, ebenfalls vorgeriicke ist.

Genau dieselbe Jirscheinung seigt auch der Gang der Kultur, der Gang der Kun
stentwickelung: die grossen, baulichen Flauptprinzipien der Raumdisposition, der Massen
gliederung und der konstrukriven Hrfahzungen gehen hren regelmiissigen Schritt mit der
allgemeinen Entwickelung des menschlichen Geistes ungesion weiter, aber die Vinzelform
der Style, das Demil, das Dekorative weehselt rascher, unterwirdi sich den jeweilipen Tikalen
Finflissen ood den temporiren Anschacsunpen eod peht von einem Exirem zam anderen ™
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73
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Aucr, 1885, 25. It was actention to Barogque and Late Roman art, then still considered degen

erate, as worthy phases manifesting growth and development thar animated the maturc carece
of the prominent member of the Viennese School of Art History, Alois Ricgl (1858-1905).
See Julius von Schlosscr, “Dic Wiener Schule der Kunstgeschichee. Riickblick auf ein Sikulum
deutscher Gelehreenarbeit in Osterreich,” Mitseilngen des oesterreichschen Instituts fiir Gesebichisfor
schang. Erginzungs-Band 12, no. 2 (1934): 182-93 and Margaret Qlin, Forms of Representation in
Alsis Rigg’s Theory of Art University Park, PA: Pennsylvania State University Press, 1992).

See Bernini der Jingere [Albert llg), Die Zukunft des Barockstils (Vienna: Mangsche K. .
Hofsverlags v. Universitits-Buchhandlung, 1880). For the fascinating character and carcer o
1lg, see Alphons Lhotsky, “Albert Ilg, 1847--1896,” in H. Wagner & H. Koller, eds., - [jphon:
Lotsky. Aufidtze und Vorirdge (Vienna: Verlag fiir Geschichte und Politik, 1974), 4: 277 30.

Inexplicably, the Viennese Neo-Baroque of the 1880s remains a tantalizing, and almost whally
unexplored, subject.

Auer, 1885, 26-27: “Indessen mége man nun an diese oder jene Stylrichtung anschlicssen, an
die Hochoder Spatrenaissance, so sollten ihre Schopfungen nicht unmittelbar kopirt, sondern
stets von den Eigenthiimlichkeiten, Mingeln und Schiacken der Zeit gereinigt, missversian

dene oder handwerkmissige Ausartungen im Sinne der modernen Kenntniss der reinen Siyle
vethessert und veredelt werden.”

Auer, 1885, 27: “Denn dic Reinheit der Form ist keine blos [sic] akademische Chimvire...1he
sogenannten reineren lormen sind dicjenigen, welche kiinstlerische Ausdrucksweisen in il
natiitlichsten, verstandlichsten und schénsten Durchbildung geben.”

Auer, 1885, 27.

Auer, 1885, 27: “Suchen wir auf der geraden inie zu méglichster Vollkommenheit, Schionhon
und Naturwahrheit uns emporzuringen, unseret Zeit, dem Leben, dem Bediirfiisse den i he
zu verweigernden ‘Libut zu zollen, den Geschmack immer mehr zu heben, zu verleinern aml
«u veredeln,—so wird dadurch unsere Baukunst der wahre Ausdruck unscrer Zett wnd ot
stylgemiiss sein.”

See note 18 above.

Lomil Kaufmann, Architecture in the Age of Reason: Barogue and Post-Barogne in inghand, Naly mi
Branee (Cambridge, MA: Harvard University Press, 1955), See also Paul Prankl’s belicf that the
Renaissance lasted watil 1900 in his Ewswickhumgsphasen der neneren Baukonst (Lempzip: 1 4
‘Teubner, 1914); translated and abridged by James Ackerman as Principles of Architecturad isiony
(Cambridge, MA; MI'T' Press, 1968).

. Por the parallel interpretation of Quattrocento architectural theory, see Christine Snnth,

Avehitecture in the Calture of Uarly Humeniism: Uithics, Aesthelics and Viloqueence, 14601470 (Oxlond

Osford University Press, 1993).

1ans Semper, Gotgfricd Semper: Din Bild seines {sbens and Wirkens (Betlin: Calvary, 1880), 1 1he

younger Semper returns to the pseado-Senccan passage in his later accounts Thans Semper,
“Gotiftied Semper,” in Brun {see note 1), 3: 129 Seoper adopted the motto from a portian
of the Spanish King Alphonso the Wise (1221-1284) he had scen while astudent in the Flan

burg, Johanneum and assumed that it was mken from Sencea’s Neatrides Querdiones. The ol
passage from Natsrades Questiones (1, Pract, 4) reads: “Nisi ad hace admitterer non tanti luevyt
nasci.”

Andeeas Tlauser, “Gotlried Semper in Ziirich: Republikanische Bavlormen,” i Nerdiger
and Occhsling 2003 {see note 15 above), 3040 Ehusers compelling examination of Senipes®
wonographic progeam will be published as “Sempers Wahlsprock, Der Rk an das Hild

proprunnt des Fidpenossschen Yolviechihums™ o the fostheommg Deesden Lten alae
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mentioned in note 14 above. Here, Hauser explores in fascinating and exquisite detail the ori-
gins of the motto, its variations, questionable philological provenance, its pedagogical signifi-
cance, and the paolitical firestorm it engendered.

75. Lawrence Harvey, “Semper’s Theory of Tivolution in Architectural Ornament,” Transactions of

the Royal Lnstituie of British Architects, N, 5., 1 (1885): 29-54, here 29-30, See also Seneca, .44

Laciliun Epistutae Morales (Cambridge, MA: Harvard University Press, 1920) 2:396, which

reads: “Narturae est enim potioribus deteriora summittere. Mutis quidem gregibus aut maxima

corpora pracsunt aut vehementissima.” For the English Semperite debate, see Berry, 1989,

191-218.

Only after completion of this manuscript did the long awaited English translation of Der Sz/

appear, in which Mallgrave details Semper’s soutces by edition. See Gottfried Semper, Spyk in

the Techuical and 'l ectonic Arts, O, Practical Aesibetics, a Handbook for Techuicians, Ariists, and Friends

of the Arts, trans. Harry B Mallgrave and Michael Robinson (Los Angeles: Getty Center for

Education in the Arts, 2004), 942: Johann Schweighiuser ed., Annaei Senecae ad Laucilinm episto-

lae morales, 2 vols. (Strasboutg: Societatis Bipontinac, 1809). For Semper’s library, see MS 148

at the E'TH Zurich, pardally described in Wolfgang Herrmann, Gosifried Semper: Theoretischer

Nachlaff and der ETH Ziirich. Katatgg nnd Kommeniare (Basel/Boston/Sturtgart: Birkhiuscr,

1981), 114.

77. Seneca’s observations on architecture (Epistes VIII, XXIV, LXXXVI, XC and CXV) generally
follow the Stoic doctrine of mbil adwirandum.

78. Semper, 1989, 102.

79, Gottfried Semper, “Vergleichcnde Baulehre [MS 58, 1850],” in Herrmann, 1984 (see note 15
above}, 198.

80. Auer, 1881, 14: “Wenn dem Menschen in seinem Aufwirts-Streben nach geistiger Freiheit mit

70.

den Gesetzen der Naturnothwendigkeit und in den mareriellen Bedingungen der dusseren
Verhiltnisse der Weg zu Ende geht, der thn héher und weiter fithrt, so greift er in seine Brust
und findet im inneren moralischen und sittlichen Bewusstsein neue Anhaltspunkte und neuc
Gesetze, denen cr gehorcht und in ihrer Befolgung neue Krifte und neue Freiheiten,—cr
lernt das Gute um das Guten willen zu schitzen und #u iben, und indem er dann auf das Ver-
gangene zuriickblickt, findet cr diese scheinbar neven Gesetze der sittlichen Weltordnung
schon in jenen Gesetzen der Naturnothwendigkeit.

So auch die Phantasie, Als sie aus den Fesseln der constructiven Beschrinktheit sich los-
geldst, als sie in der neu avfgegangenen Sonne geistiger AufkBirung ihre erstarrten Fittiche zu
freien hoheren Schwunge erheben wollte, musste sie, um nicht in’s Unendliche, Schrankenlose
sich zu verlicren, wieder einen festen Halt sich verschaffen, auf den sie sich stiitzen kann.”
Schnaase also explicidy conflates the aesthetic and the ethical, though not as a function of his
historical account of architectural space but rather in terms of the obligations of proportional
expression in general; sce Schnaase, 1834 {note 33 abave), 190.
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FIGURE 1.

Franz Warbel, Hans Auer, ca. 1885, collection of the author.
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FIGURE 2. Hans Aucr, “Lider  Sanitorium,” 1886-87 from  Architektonische  Rundschan
Shkizzenblitter aus allen Gebicten der Bauknnst 5, 1889, courtesy of the Trustees of the
Boston Public Library, Boston, MA.
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FIGURE 3. Hans Auer, “Swi
courtesy of Michigan Information Transfer Service, University of Michigan, Ann Hans Auer, “Dic Entwickelung des Raumes in der Ba
Arbor, M1, 48, 1883, courtesy of the Trustees of the Boston Public Library, Boston, MA.

Bundeshaus,” 1894-1902, from Schweizerische Baugeitung 21, 1893 FIGURE 4. Hans Aucr, “The Development of Architectural Space: Stone Construction” from
] W ! kunst” Alleemeine Bauzei
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FIGURE 5. Hans Auer, “The Development of Architectural Space: Brick Construction” from FIGURE 6. Hans Auer, “Detail of the lenestration of the North agade of the Swiss
Hans Auer, “Die Entwickelung des Raumes in der Baukunst,” Alfgemeine Bangeitung 48, Bundesrathaus”  {rom  Schwesgerische Banzeitung 14, 1889, courtesy of Michigan

1883, courtesy of the Trustees of the Boston Public Library, Boston, MA, Information Transfer Service, University of Michigan, Ann Arbor, M1,
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FIGURE 7. Hans Auer, “Rustication Study of Palazzo Strozzi” from Hans Auer, “Die
Quaderbossierung der italienischen Renaissance,” 7 eitschift des Osterreichischen Ingensenr-

wnd - Architekten-Vereins 39, 1887, courtesy of the University of Pennsylvania,
Philadelphia, PA.



