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Morris 
(1834-1896) 

 William Morris was an art historian, Slade professor of 
fine arts and was an activist group leader in England. He was 
an Oxford divinity student who abandoned Theology and 
studied both architecture and painting after encountering 
Ruskin’s teachings. Morris believed that the provisions o f well-
designed, handcrafted products in the homes of ordinary 
working-class people would raise them above the level of 
disinterested bread-winning employment. His architectural 
movement’s principles included Structural integrity, 
Integration into the site, and local cultural integration. 
Believed in the total work of art, based on craft-guild 
cooperative  which was a means of achieving evolutionary 
social reform and re-education while creating social-ecology. 

 

Morris, Marshall, Faulkner and 
Company 
 Morris founded  the Morris, Marshall, Faulkner and 
Company in 1862, establishing workshops where artists-
craftsmen created wallpaper, textiles, stained glass, utensils, 
furniture, and carpets using handicraft techniques. His firm 
reflected his philosophy of dignity and joy through honest 
craftsmanship. It was intended to be an alternative to the 
factory system, where mass-produced elements were 

assembled by workers who had become little more than cogs 
in a machine and had no interest in, control over, or love for 
the goods produced.  

 

Unfortunately, the output of Morris’s workshops was 
insufficient to meet the needs of a broad market, and the price 
of his well-made objects tended to be higher than comparable 
factory-made goods. The establishment of his firm marks the 
first attempt to address the inferior quality of manufactured 
goods and the dehumanizing aspects of industrial production. 

Webb 
(1831-1915) 

The Red House 
 Phillip Webb de-
signed Morris’ home the 
Red House at Bexleyheath. 
It is a redbrick structure that 
harkened back to the medi-
eval domestic vernacular. It 
has undisguised use of ma-
terials which surprised con-
temporary visitors at the 
time, as well as the elabo-
rate use of decorative detail 
on the interior.  

Webb, The Red House, 1831-1915 
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Pugin 
(1812-1852) 

 Agustus Welby Northmore 
Pugin converted to Catholicism and 
regarded the Gothic  style as an 
embodiment of proper, moral, and 
religious values from the past that were 
absent in his own time. He was well 
versed in the realities of medieval 
buildings. He believed that the morals of 
men were rooted when we were in 
contact with each other and all 
contributed in society and we all had a 
craft-base role in society. 
 He published a second edition 
of Contrasts; or, A Parallel Between the 
Noble Edifices of the Fourteenth and 
Fifteenth Centuries, and Similar 
Buildings of the Present Day: Shewing 
the Present-Day Decay of Taste where 
he showed a monastery where the 
almoner received the needy with 
kindness; fed them, clothed them, 
preached to them and provided them 
with a decent Christian burial. By 
contrast, the “modern poor house” was 

a prison-like walled building with a 
temple front portico. The poor 

were kept shackled in cells, fed 
a small meal, beaten and 

were 

dissected after death.  
 Pugin believed that Gothic was 
the “only correct expression of faith, 
wants, and climate”. He collaborated with 
Charles Barry to rebuild London’s House 
of Parliament, he also worked on his own 
home, as well as St. Augustine’s church 
which he paid for himself  and then 
donated. 

 Viollet –Le-Duc 
(1863-72) 

 Eugene-Emmanuel Viollet-Le-
Duc was the leading proponent of the 
Gothic Revival in France. He was more 
interested in the rational axis of medieval 
structure. He saw the system of rib-vault, 
pointed arch, and flying buttress as 
analogous to nineteenth-century iron 
forming, and he aspired to a modern 
architecture based on engineering 
accomplishments. Believed that 
“symmetry and apparent form are only 
secondary”. 

Ruskin 
(1819-1900) 

 John Ruskin was a prolific critic 
of art and society. He believed that the 
Industrial Revolution was a grievous error 
exerting a corrupting influence on society. 

He avoided technological progress 
whenever possible, insisting 

on coach transport 

instead of traveling by train. He 
associated high moral values with certain 
historical styles in which he believed truth 
and beauty in building were to be found.  
 He was an art historian and 
professor of fine arts, it wasn’t until book 
of “stones of Venice” that he became 
political. He believed that the way  labor 
was divided degraded people, they were 
no longer seen as human beings but as 
part of the machine.  He spoke about the 
effect of society that were not enjoying 
the profits of the industrialization age.  

Pugin & Barry, House of Parliament London, 1836-68 

Pugin & Barry, St. Augustine, 1846-51 Ruskin, The Seven Lamps of Architecture, 1849 
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Adler & Sullivan  
(1844-1900) (1856-1924) 

 Adler and Company changed their name to Adler and 
Sullivan in 1181. Adler’s engineering and managerial expertise 
complemented Sullivan's artistic inclinations. Adler’s 
understanding of acoustics gained the firm the commission to 
design the Chicago Auditorium Building, one of the most 
complex multi-use buildings constructed in the country up until 
that time. Sullivan was deeply invested in Emerson and wanted 
an authentic American style. In The Autobiography of an idea 

he introduced vertical transportation—passanger elevator. Form is 

evolving because of need and forces of industrialization 
wove part of the natural flowing material of man’s 
destiny. 

Auditorium Building 
(1886—90) 

 This building contains a ten-story hotel and 
seventeen—story office tower, wit h additional 
offices at the back, as well as a huge 4237—seat 
convert hall located in its center. Adler was 
challenged in erecting such a structure on the 
muddy subsoil of Chicago,  Adler also used his 
talent to make sure that the sightlines of the 
acoustics were excellent for every seat in the 
auditorium. Sullivan's task was to give architectural 
harmony to the diverse elements of the building. 
Sullivan turned to classical precedent for 
inspiration when he tackled 
the problem of artistic 
expression appropriate to a 
tall building.  

Burnham and 
Root 

(1846-1912) (1850-1891) 

 

Monadnock 
Building 
(1890-91) 

 An internal iron frame 
provided lateral bracing 
through riveted girder-
column connections, even 
where masonry bearing 
walls were retained.  The 
front portion is original. 
Built using traditional 
masonry bearing walls, 
rather than the new steel 
frame, it is highly 
expressive in its use 
of materials. The 

need for economy preluded external ornaments. This building 
signaled the end of the bearing-wall skyscraper because its 
thick walls were not economical.  

Adler & Sullivan, Auditorium Building, 1886-90 

Adler & Sullivan, Auditorium Building, 1886-90 

Burham and Root, Monadnock Building, 1890—91 
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Richardson, The Trinity Church, 1872-77 

Furness 
(1839-1912) 

 The last great 
Architect of the 19th Century, 
he had his own version of 
gothic revival that  he 
discovered in Islamic 
architecture with complex 
geometric woven shapes. 

 
Richardson 

(1838-1886) 

 Henry Hobson 
Richardson was born to a 
wealthy Louisiana family. He 
completed the course at the 
Lawrence Scientific School 
of Harvard University before 
enrolling a the Ecole in 1860. 
He was financially forced out 
of school and worked for the 
Paris office of Theodore 
Labrouste  until 1865.  He 
believed that the only 
ornamentation of a building 
should be the material. 
 

The Trinity Church 
(1872-77) 

 The Trinity Church 
became the most celebrated 
building of its ae. The design 
is a pastiche, based on a 
stubby Latin—cross basilica. 
The polychrome stonework 
and general massing come 
from French Romanesque 
churches of Auvergne. 

Jenny 
(1832-1907) 

 William Le Baron Jenney 
is credited with the early 
development of the skyscraper. 
 

Home Insurance 
Building 
(1883-85) 

 This building is not entirely 
metal-framed as the first floor 
contains sections of masonry 
bearing wall. Above the ground 
floor the masonry exterior was 
supported on shelf-angle 
supports attached to the frame, 
and steel rather than iron was 
employed for the structure above 
the sixth-floor level.  
 Jenny was searching for 
effective ways to fireproof steel 
frame construction for the late 
19th century buildings. This was 
one of the first successful 
solutions.  
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Wright 
(1867-1959) 

 

 Frank Lloyd Wright’s mother had 
decided that Wright would be an architect 
as a child, so she encouraged his interest in 
artistic and spatial investigations.  His 
Prairie Style was his way of trying to convey 
that these houses are about the landscape, 
they belong in the landscape. He takes 
germ seed metaphor and turns it into the 
building in a form of interval-ornament. 
Wright unfolds it into the whole building 
differently than Sullivan who unfolded into 
ornamentation.  

 
Ward Willits House 
(1901-1903) 

  This home has long low slums 
overhanging eve, it makes the house look 
like it’s part of the ground and it protects the 
inhabitants from view and from light. It also 
has outstretching walls to add another level 
of privacy and it extends the architecture 
into the landscape. It creates fluidity 
between the inside and the outside  Inside, 
it has a “dissolving of walls, it dissolves 
room divisions to create infinite space. It 
doesn’t have a front or back and when you 
enter, you find yourself at the core.  

 
Hollyhock House 
(1919-21) 

  Wright was searching for a new 
model of how people will live, but still have 
a complete work of art. It was inspired by 
Mayan architecture. The Plan seems to be 
reaching out, yet it remains very formal. It’s 
quality still echoes Prairie -Style and 
escapism. Wright abandoned the compact 
composition of his previous designs for a 
cruciform plan  
 

Wright, Hollyhock House, 1919—21 

Wright, Hollyhock House, 1919—21 

Wright, Ward Willits House, 1901 

Wright, Ward Willits House, 1901 
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Mckim, Mead, 
and White 

() () 

 Metaphorically 
described the careful 
Mead as he keel, the 
esthete Mckim as the 
hull, and the flamboyant 
White as the sail of an 
imaginary ship in this, the 
first great architectural 
partnership in America. 
 

 
 

Villard Houses 
(1882-85) 

  The firm of 
Mckim, Mead, and White 
established the model for 
the large-scale American 
architectural practice. 
They based this 
residential structure on 
Roman palazzi. It 
consisted of six separate 
houses arranged around 
a  central courtyard. The 
Villard Houses presented 
a face of civic decorum. 

Pennsylvania 
Station 
(1902-11) 

   
 This building was 
based upon the model of 
Roman baths, the station 
provided a grand portal to 
the city as it brought in 
passengers forty-five feet 
below the ground level and 
covered them monumental 
vaulted spaces lit by great 
thermal windows that lit the 
groin-vaulted waiting area. 
The destruction of this 
terminal is a tragedy for 
American architecture.  

Boston Public 
Library 
(1887-95) 

  Charles 
Mckim was largely 
responsible for the 
Boston Public 
Library. It then 
housed the largest 
public collection of 
books in the US. It 
symbolized 
Boston’s cultural 
heritage.  

McKim, Mead, and White, Villard Houses, 1882—85 

McKim, Mead, and White, Boston Public Library, 1887—95 

McKim, Mead, and White, Pennsylvania Station, 1902—11 
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Horta, Tassel House, 1892-93 

Horta 
(1861-1947) 

 One of the earliest architectural innovator of 
Art Nouveau, he was a Belgian architect and de-
signer .  

Tassel House 
(1892-93) 

  Horta incorporated swirling tendril designs 
not only in surface patterning on floors, walls, and 
ceilings, but also in structural elements such as the 
staircase, balustrades, and balcony railings.  

Guimard, Castel Beranger, 1894-98 

Horta, Tassel House, 1892-93 

Guimard, Metro Entrance, 1899-1904 8 

Guimard 
(1867-1942) 

 Hecto Guimard 
was a French architect 
most celebrated for his Art 
Nouveau designs.  

Metro Entrance 
(1899-1904) 
 Guimard made the 
entrances to the Paris 
subway system. He pro-
vided several designs that 
employ wrought-iron swirls 

and curves and some sup-
port glass roofs. All the 
elements are deftly inte-
grated in the plant-like 
forms. 

Casa Batllo 
(1905-1907) 

  Gaudi’s imagination is 
liberated by iron. Emulated the 
masonry used in  Mayan and 
Incan ruins  where even a 
piece of paper cannot pene-
trate. He believed a building 
should be as beautiful as a 
man or as a tree or—in this 
case—a dragon. The roof tops 
look like scales and the inside 
looks as if you’re in the belly of 
the beast. He wanted the spac-
es to be flexible similar to Japa-
nese homes with movable 
walls.  
 

Casa Mila 
(1905-07) 

  Like ghosts of the Med-
iterranean. The first level of this 
building housed the mila family. 
It has two courtyards and imet-

al artwork that looks like sea-
weed made of salvaged materi-
al. The apartment block is so 
massive and so apparently nat-
ural in its use of stone that lo-
cals refer to it as the “stone 
quarry”. There are no bearing 
walls inside, which gives the 
designer the freedom to sculpt 
individual, non-orthogonal 
spaces, no two alike.  
 

Sagrada Familia 
(1882—present) 

  In this building by 
Gaudi, you see the shape 
transforming with his artistic 
evolution. His workshop was 
destroyed during civil war. Fin-
ished by a Japanese architect 
that converted to Catholic so 
that he would be true to the 
work.  

Gaudi 
(1852-1926 

Antoni Gaudi 
grew up in Catalan. He 
explored mountains re-
gions and was always 

deeply interested in hav-
ing rapport with nature. 
Gaudi argued that the 

Mediterranean had their 
own image. Catalan 
people had concrete 

images as opposed to 
the ghosts of traditions 
that had populated and 
haunted their region. 
Early on, he began to 

look at socialist models. 
He studied architecture 

in Barcelona.  
 He was the 
most influential architect 
of his time. During this 
time, the church sup-
ported their movement. 
Quell took a liking to 
Gaudi and helped trans-
form the lives of the Cat-

alan people. Access to 
books from China, Japan, 
India, Islam and Mayan 
architecture, He started 
looking at these other cul-
tures for influences for 
their “otherness” (non-
western) that allowed him 
a new freedom in design 
and became an outgrowth 
that reflects on these cul-
tures. It is nature looking 
at man for who he is and 
allowed him to do some-
thing new.  
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Gaudi, Sagrada Familia, , 1882—present 

Gaudi, Casa Batllo, 1905—1907 

Gaudi, Casa Batllo, 1905—1907 

Gaudi, Sagrada Familia, , 1882—present 
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Berlage, Amsterdam Stock Exchange, 1897—1903 

Secession 
 Art Nouveau architects in Austria were 
members of the Viennese Secession, an asso-
ciation primarily of artists fored in 1898. It was 
formed by some of Wagner’s most outstanding 
students, and Wagner soon joined them in es-
pousing Art Nouveau ornament.  

Wagner 
(1841-1918) 

  A Neo-Classical architect who was pro-
moted to the post of professor of architecture at 
the Vienna Academy of Fine Arts. Wagner 
seemed to have gone a philosophical shift 
away from archaeologically correct architecture 
to a more traditional, modern expression suited 
to current-day requirements.  
 

Stadtbahn 
(1894-1901) 

  Wagner’s design employ the character-
istic stylized ornament in cast and wrought iron.  

 
Postal Saving’s Bank 
(1904-12) 

  Inside is an irregularly shaped 
block, Wagner placed a grand stair-
case leading up to a wide vestibule, 
then into the central banking room, 
which he surrounded with offices. 

Berlage 
(1856-1934) 

 

Amsterdam 
Stock Exchange 
(1902-04) 

  H.P. Berlage is 
best known for his Am-

sterdam Stock ex-
change. A brick and 
stone bearing-wall 
structure of medieval 
inspiration, but one 
with a sky lit iron-tuss 
roof over the stock-
exchange floor.  
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Wagner, Stadbahn, 1894—1901 

Wagner, Postal Saving’s Bank, 1904—12 

Wagner, Postal Saving’s Bank, 1904—12 

10 

Mackintosh 
(1868-1928) 

  Charles Renni Mackintosh was a gifted de-
signer with a brief architectural career. Along with a 
small circle of friends, they worked primarily in Glas-
gow, developing a unique style that is related to Art 
Nouveau in its use of curves derived from natural 
forms. His architecture tends to have bold massing 
deftly composed, with light and airy interiors accented 
by subtle attenuated curves or linear patters that are 
usually symmetrical.   
 

Glasgow School of Art 
(1897-1909) 

  This building is located on the north side of a 
sloping site, it presents three elevations to the perime-
ter streets. The main entrance façade on one of the 
streets is a tight monolithic mass dominated by two 
rows of large,, north-facing studio windows and a 
heavily sculpted central-entry composition. Inside, the 
supporting columns are heavy timbers with a dark fin-
ish typical of late nineteenth– and early twentieth-
century interiors. He also designed the reading tables 
and light fixtures.  
 

Hill House 
(1902-04) 

  The picturesque silhouette and massing of Hill 
House are very expressive of nineteenth-century sen-
sibilities. The plan, however, could not be more 
straight-forward in it’s functional organization, but the 
building’s perimeter was determined with three-
dimensional expression in mind. On the interior, Mack-
intosh designed Hill House to have both regimented 
orthogonal and art Nouveau curves.  

Mackintosh, House of an Art Lover, 1901 
Mackintosh, House of an Art Lover, 1901 

Mackintosh, Hill House, 1902-04 
Mackintosh, Hill House, 1902-04 

Mackintosh, Glasgow School of Art, 1897-1909 

Mackintosh, Glasgow School of Art, 1897-1909 
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Loos 
(1870-1933) 

  Adolf Loos believed that de-

signers should abstain from ornamen-

tation so that they may focus “acutely 

upon the production of buildings well 

formed and comely in the nude”. His 

designs are absent of ornament, befit-

ting his theories.   

Moller House 
(1930) 

  In this asymmetrical building, 

The exterior’s elements become a dis-

tinctive and carefully disposed part 

within an asymmetrical but balanced 

whole.  the space on the inside has 

become the dominant element of the 

composition.  

Perret 
(1874-1954) 

25 bis Rue Franklin 
(1902) 

  Perret’s clever design replaced 

the conventional Parisian interior light-

well with a U-shaped plan that in-

creased the percentage of daylight-lit 

walls. He cast ornament onto the build-

ing’s concrete skin. 

Notre Dame du Raincy 
(1922-23) 

  A pioneer in the architectural 

use of ferroconcrete, Perre used thin 

columns to support a low-slung longitu-

dinal vault and short transverse ones, 

all surrounded by a lattice-like enclos-

ing skin. 

Behrens 
(1868-1940) 

  Peter Behrens’ designs has 

reflections of technical positivism. He 

believed in the will towards the better, 

utopia. Technology will save the day. In 

his designs, the core was industrial 

technology, function, new materials, 

and new techniques.  

AEG Turbine Factory 

(1909) 

  Behrens was trying artistic 
practices with the Machine-age, not 
interested in the “arts and crafts” he 
was interested in the “arts and ma-
chine”, art into technology.    
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Loos, Moller House, 1930 

Perret, 25 bis Rue Franklin, 1902 Perret, Notra Dame du Raincy, 1922-23 

Behren, AEG Turbine Factory, 1909 
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Olbrich 
(-1908) 

  Josef Maria Ol-

brich found an essentially 

orthogonal basis for his 

architectural forms. Em-

bellishing them with the 

controlled vegetation of 

Art Nouveau.   

 

Secession Hall 
(1898-99) 

  One of the first 

concrete with steel 

(reinforced concrete) 

buildings in the United 

States. A neo-classically 

inspired mass, crowned by 

a pierced openwork metal 

dome. Along the exterior 

walls between high win-

dows Olbrich set low-relief 

ornament based on plants 

and flowers. Olbrich cov-

ered his dome with a lau-

rel motif symbolic of Apol-

lo, god of poetry, music 

and learning. The building 

served as a meeting and 

exhibition space for the 

Secession. 

 

Wedding Tower 
(1907-08) 

  This tower was to 

commemorate the mar-

riage of Grand Duke of 

Hesse, sponsor of the col-

ony. It is a symbolic struc-

ture rising above the colo-

ny with an arched and 

aneled gable that recalls 

the shape of organ pipes. 

It is made of brick and 

trimmed with contrasting 
Olbrich, Session Hall, 1898—99 

Olbrich, Wedding Tower, 1907—08 
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Tatlin 
(1885-1953) 

Monument to the Third 
International 
(1919) 

  This tower was to be a 
dynamic double spiral about 
1300 feet tall with revolving cone 
and cylinders that would have 
housed governmental and 
propaganda offices. It was 
supposed to rival the Eifel 
Tower, but It was unbuildable. 

Melnikov 
(1890-1974) 

Rusakov Workers’ Club 
(1925) 

  Konstantin Melnikov 
emphasized dynamic, and its 
interconnected spaces 
expressed the still-open agenda 
of Soviet Communism. It shows 
his fascination with dramatic 
structure through bold cantilever 
seating constructed of reinforced 
concrete 
Vesnin Brothers 

(1924) 

Pravda Newspaper 
Building 
() 

  This building was 
complete with a loudspeaker 
system, to house the primary 
instrument of Soviet 
propaganda, the Pravda 
newspaper. On top they placed a 
searchlight as a metaphor for the 
communist experiment.  

Gropius 
(1883-1969) 

 The founder of Bauhaus, Walter Gropius was unusual 
among the masters of the Modern Movement in being the prod-
uct of a thoroughly academic architectural education at the uni-
versities of Berlin and Munich.   

Fagus Shoe-Last Factory 
(1911) 

  Considered a landmark in the history of modern archi-
tecture because it used elements that later characterized the 
International Style: glass curtain walls between expressed steel 
supports, corners left free of solid masonry, and simple rectan-
gular massing with a flat roof.   

 
Mies 

(1886-1969) 

 Ludwig Mies van der Rohe was the key founder of Bau-
haus, he created supremacists works of architecture, similar to 
eco-plasticism work; the new plasticity also non-objective and 
purely geometrical, incredibly minimal. was  

Barcelona Pavilion 
(1929)[rebuilt in 1986] 

  A small structure, it contained no displays. Aside from 
furniture made by Mies specifically for the building, the only 
object on view was a sculpture of a dancing girl by Georg Kolbe 
placed in a reflecting pool.  

CONSTRUCTIVISM 

BAUHAUS 

Gropius & Meyer, Model factory, 1914 

Gropius & Meyer, Fagus Shoe-Last Factory, 1911 

Mies, Barcelona Pavilion, 1929 [1986] 

Mies, Rendered image of Berlin 

Friedsichstrasse station, 1919 

Tatlin, Monument to the Third International, 1919 

Melnikov, Rusakov Worker’s Club, 1925 
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Tatlin, Monument to the Third International, 1885—1953 

Melnikov, Rusakov Workers’ Club, 1825 

Mendelsohn 
(1887-1953) 

 Erich Mendelsohn 
exploited structural and 
mechanical systems to produce 
logical but highly provocative 
forms. 

Einstein Tower 
(1920-21) 

  This building offers 
another Expressionistic 
approach to architecture. The 
dynamic qualities of the Einstein 
Tower built of brick covered with 
stucco, demonstrate his interest 
in streamlined forms, with little 
connection to the Italian 
Futurists.   
“The Style”, Always orthogonal, 

it produces assymetrical 
spaces, a sense of floating, and 
planes are always flipping past 

one another.  
 

Oud 
(1890-1963) 

  J.J.P. Oud earned high 
stature as a first generation 
European Modernist for his earl 
buildings.  
Schroder House 
(1924) 

  Though this design is 
not very experimental spatially, it 
is highly reductivist, with its long, 
seemingly extruded white stucco 
walls on a base of red and 
yellow brick, large expanses of 
glass with plain metal window 
frames, and details painted in 
primary colors.  

 
Rietveld 

(1888-1964) 

 Gerrit Rietveld was a Dutch architect and furniture 
–maker wh developed his own idiom in his furniture designs 
called Elementarism, in which he so assembled individual 
elements that each maintained its individual integrity and 
the completed assembly made clear the entire process of 
construction.  
Schroeder House 
(1924) 

  From the exterior, this house has hplanes in 
various orthogonal orintations intersecting and 
interconnected by linear steel sections. The interior is very 
open, dominated by linear, Elementarist components and 
primary colors.  

Mendelsohn, Einstein Tower, 1921-21 

Oud, Holland housing project, 1924 

Sant’Ellia 
(188-1916) 

  One of the most talented liberty-style designers. He 
wrote a  manifesto for future architects. He opposed and des-
pised all art-nouveau and neo-classical—they were frivolous 
and pleasing—he wanted to make something different. He 
doesn’t want to embellish the past for all forms of the past 
were static and oppressive, and were alien of the sensibility of 
their time. He believed in the simplicity of the engineer and 
synthetic materials such as glass to replace wood, stone, and 
brick. He wanted a projection in the spirit of their age and will-
ful obsolescence, for tomorrow will be a new invention.  
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Rietveld, Schroeder House, 1924 Rietveld, Schroeder House, 1924 
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Le Corbusier, Villa Savoye, 1929—31 

Le Corbusier, Villa Savoye, 1929—31 Le Corbusier, Swiss Pavillion, 1930 
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 Le Corbusier 
(1887—1965) 

 
 Charles Edouard Jeanneret-Gris Le Corbusier uses his 
real name for his paintings, and Le Corbusier for his 
architecture which translates to “the Rooster” - that which 
wakes you up. He grew up in a small town in Switzerland in an 
Albigensian family which contributed to his philosophical views. 
He believes that all knowledge exists within yourself and 
Cosmos were driven by dualistic struggles. That the world was 
inherently corrupt—not just humans.  Light is steadily removed 
from matter and cooled down, and human kind is progressing 
back to that lifeless light.  
 Le Corbusier had an interest in Greek philosophy; he 
saw dualism in the world and wanted to bring it into his designs. 
Opposition exists in all of his work, and he was interested in 
Modern-age in imposing things into a universal transition. He 
held this view in a heroic way to use the Machine-age to propel 
humans forward and be more productive with the free time that 
the Machines would gift back to us/ 
 He was fond of the Charterhouse of Ema in Tuscany, 
where he found a unique combination that reflected his socialist 
ideas. The monastery afforded quality of solitary (architecture 
can be a source of light), and share the company with others. It 

was the dualism and Utopian social society he envisioned.  
 He becomes aware of symbols, he speaks 

about the eyes that do not see; how everyone’s 
eyes need to be awaken to the new realism. He is 
drawn to an architecture of calculation and the 
audacity of engineers. He says that we can’t keep 
walking with our 18th-century eyes. 
 Le Corbusier also looks at the Voyage 

d’orient of 1913, one key principle of the 
Architecture Promenade, he experienced in the market

-place. Architecture is not static, but experienced in movement, 
a set of vignettes of stopes in movement. The path itself is a 
journey. Many of his buildings have the essence of the ocean-
liner.  
There are five points of modern architecture according to Le 
Corbusier:  
1. Pilotis—If we live in this new time, then architecture has 

lifted itself above the ground. The landscape is free to 
return back to it’s primitive condition 

2. Free Plan—Free distribution of wall space can be defined 
in any way you’d like. Space is now flexible and open. New 
we’re free to live as we’d like and we may chose to live 
differently in the future 

3. Free Façade—No longer structural, the building can have 
any quality we’d like, even the envelope of the building is 
free. 

4. Ribbon Windows—similar to the automobile, ocean-liner, 
and airplanes—all objects on the move. This creates a new 
way of seeing the world ( in 360°) You are no longer limited 
by the structure. An unobstructed, unframed, unlimited, and 
dynamic view. 

5. Roof Garden—The ground has been given back by the 
pilotis, on the roof you are living the life of a Greek, with the 
life of leisure.   

 After the war, Le Corbusier found it hard to be positive 
about technology and he realizes that everything cannot be 
found in the Machine Age, he not only starts to question it, but 
becomes suspicious of it. He contemplates about a way to save 
man from mass production and mass-population. How do we 
recover from the looming tyranny of the machine, and recover a 
sense of connection to the landscape?  

 
 

Villa Fallet 
(1904-1907) 

  This was a native school of ap-
plied arts and a building for he Jura re-
gion. Le Corbusier was only 17 years old 
when he designed it.  

 

Domino House 
(1914) 

  With Max du Bois, Le Corbusier  
designed a new construction system and 
program to synthesize proportions and 
mathematics of received types. It was 
different than the organic approach and 
he saw this as a means to achieve his 
vision. They tried to patent the design but 
did not succeed. Le Corbusier then be-
gins to exploit the design. It’s a building 
on stilts—not tied to the ground as a sign 
of impermanence. It was a technical de-
vice, a mass-produced object, and can be 
constantly moved like a game.  

 

Villa Savoye 
(1929-31) 

  Instead of stabilizing this design, 
he puts it on the move, continuing his 
fascination with movement of the ma-
chine. It has a horizontal landscape and 
dealers’s choice on the roof-top, which is 
the return of the sensual. He unlocks the 
irregularity of the grid with his Domino 
design, and as you climb up the stairs 
your eyes are pulled in different direc-
tions.  

 Designed as a weekend house 
for an art-loving family. The appearance 
of regularity is carefully maintained on the 
exterior. All four elevations are essentially 
identical, consisting of a ribbon of win-
dows and openings running the width of 
the façade a the second-floor level, sup-
ported by regularly spaced pilotis.  

 

Swiss Pavilion 
(1930) 
 This four-story rectangular block 
of dormitory rooms is raised on the inevi-
table pilotis to provide a covered entrance 
for the lower block of common rooms, 
articulated separately in a sculptural free 
curve. Instead of using a uniform white 
finish for all surfaces, Le Corbusier al-
lowed each material to express its own 
character. The concrete was unpainted 
and left with the board markings of the 
formwork, and natural stone was laid in 
random rubble on the exterior and interior 
end wall of the common room. Inherent 
are the concepts of high-rise living,  

Le Corbusier, Villa Fallet, 1904—

Le Corbusier concept, Domino House, 1914  

Le Corbusier, Villa Schwob, 1916 

Le Corbusier, Maison Jaoul, 1952—1956 
Le Corbusier & Jeannerette , Palace of the Soviets, 1931 
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 13 Wright, Guggenheim Museum, 1957—59 

Wright, Guggenheim Museum, 1957—59 Wright, Guggenheim Museum, 1957—59 
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Wright 

 Organicism wants to adjust for the negative parts of 
technology so man can survive mass production. In Wright’s 
older work, he was designing a building free from the Ground 
as if in flight. He believed that Brick and stone were the 
materials’ of the past and represented shade and contrast, but 
glass was the material of the present and future, it was clear 
and transparent.  He embraces the machine age and believed 
his quest was to not be brutalized by industrialization and 
technology that was at hand from electrification and mechanical 
mobility. 

Fallingwater 
(1935-37) 

  The client liked sitting on the rock that this was built 

around. The glass isn’t seen. It looks like it’s floating and 

climbing plants that cantilever out like a tree. The stone gives it 

a primitive nature that connects to the site. The ascending and 

descending play where stairs lead righto into the stream. Just 

like a tree, with heavier branches below and lighter on top, the 

planes mimic it. The fireplace and material  gives you the 

feeling like you just stepped into a cave. The most famous 

house not built for royalty anywhere in the world. Wright took 

the major natural feature of the site, a rocky outcropping where 

a small stream falls over a series of ledges, and planted the 

house beside the stream, letting the reinforced concrete 

balconies cantilever dramatically out over the stream.  Wright 

had set out to “break the box” while at work in Oak Park forty 

years earlier. In this plan, the service spaces are more 

enclosed to the rear, while the living spaces in front break out 

dramatically onto the landscape.  

 Stone quarried on the site was laid in irregular 

horizontal courses to form the four great piers supporting the 

living room, fireplace mass, and the remaining bearing walls.  

Johnson Wax Company 
(1946-49) 

  We see the circle and curve enter Wright’s language. 
Inverted beams look like pads or a tree with roots, trunk, and 
branches. The tapering makes them look light.  

 
Guggenheim Museum 
(1957-59) 

  This building has upturned beam supported on posts. 
The building itself is a sculpture  and creates a dynamic form 
like a continuous wave. It looks like a car ramp. 
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Wright, Fallingwater, 1935—37 

Wright, Johnson Wax Company, 1946—49 Wright, Johnson Wax Company, 1946—49 
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Le Corbusier 

 There is a change in Le Crobusier’s work, he is hard to 
categorize, for he has such a broad view of curiosity and many 
influences. He believed that man had two choices to create 
change, either architecture, or revolution. 
 

Unite d’Habitation 
Marseille 
(1946-52) 

  The exterior walls are faced with brises-soleil that mod-
ulate light entering the apartments and was supported by pi-
lotis. The continuous vertical baffles about halfway up and to-
ward the rear shield the shopping street that was to provide for 
tenants’ every need. 
 

Notre-Dame-du-Haut 
Ronchamp 
(1951-55) 

  Le Corbusier goes back to “the tent”. This building was 
made as a pilgrimage site for worshipers. The tower lights an 
altar below and services can be held inside or outside. The 
small building allowed him to give maximum expression to the 
sculptural possibilities of architectural form. The structure is non
-rational and the roof is a great billowing sail of board-formed 
concrete that rolls over. 
 

Ste.-Marie-de-la-Tourette 
Eveux-sur-l’Arbresle 
(1956-60) 

  This building is on a hill, it’s remote and it’s sacred. It 
hovers over the land and the landscape itself breaks away 
beneath it. The two conditions are dynamic, and when they 
interact, neither stays the same. He used pilotis and 
“regulating traces” of his proportioning system. He manipulat-
ed light in dozens of different ways to enrich the experience 
of the basically simple forms within the building simply by tak-
ing into account the movement of the sun from day to day 
and season to season.   
Parliament Building 
Punjab 
(1951-59) 

  Le’Corbusier continued to explore ways to manipulate 
sunlight.  This building blend the rational discipline with sculp-
tural freedom. The legislative chamber is circular—the build-
ing is almost a square with stacked rows of offices around 
two sides—it’s located at the base of a truncated hyperbolic 
surface of revolution equipped with nonitors at the top to filter 
the intense Indian sun. Control of light was important, be-
cause the shade brings coolness. The brises-soleil were de-
signed to introduce indirect sunlight and to provide views. 
Concrete was well-suited to the Indian context. Though it is 
labor-intensive, it is inexpensive to produce and it’s mass 
buffers climatic extremes. 
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Le Corbusier, Notre-Dame-du-Haut, 1951—55 

Le Corbusier, Parliament Building, 1951—59 

Le Corbusier, Unite d’Habitation, 1946—52 
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Le Corbusier, Notre-Dame-du-Haut, 1946-52 

Le Corbusier, Ste._Marie-de-la-Tourette, 1956-60 

Aalto 
(18981976) 

 Alvar Aato was a Scandinavian and fell in love with 
the principles of organicism. He believed in flexible, buildings, 
so he adjusted incrementally to allow man to make the 
transition to technology at a comfortable pace. His buildings 
are highly hybridized, they’re multicultural, and a 
juxtapostioning of technology—high-tech and the primate. 
Finnish architects were seeking to develop a regional identity, 
they experimented with a Nordic version of Neo-Classicism 
and a nationalistic Romanticism associated with chauvinistic 
myths and respected local building traditions.  

 
Municipal Library 
(1930-35) 

  A His design was a thoroughly modern cast that 

conservative local forces delayed its construction. Its carefully 

proportioned form is stripped classicism; but this apparent 

reductivism is tempered by a poetic sensitivity to both 

materials and humane conditions. It includes an auditorium at 

ground level with an undulating wooden ceiling and custom-

designed bentwood stools. The reading-room walls are 

bathed in indirect lighting from deep skylights that minimize 

glare. 

Tuberculosis Sanatorium 
(1929-33) 

  Aalto articulated each component. The block of 

patients’ rooms, a long, thin, six-story wing, dominates the 

grouping connecting via an entrance and circulation wing 

to the public rooms, and other service buildings. In order 

to conform to the topography, these units are not always 

related orthogonally which introduces an expressive 

angularity to the site plan.  All the ward rooms face south to 

receive maximum sunlight; balancing artificial light comes in 

from behind the patients’ heads, thereby reducing glare. 

Rooms are painted in soft tones and with dark ceilings to 

create a restful effect.  

Baker House 
(1947-49) 

  A campus dormitory located on a site parallel to the 

Charles river, this seven-story brick building has its riverfront 

plan arranged in a sinusoidal curve, permitting oblique 

views from the dormitory rooms up or down the 

river. As far as possible, Aalto placed 

service and common rooms at the rear 

on each floor, with the dining hall 

and lounge in a low wing at 

the front. 

Aalto, Tuberculosis Sanatorium, 1929—33 

Aalto, Municipal Library, 1930 –35 Aalto, Church in Vouksenniska, 1956—1959 

Aalto, Baker House, 1947—49 
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Stirling 
(1926-1992) 

 

History Faculty Building 
(1968) 

  James Stirling used the 
theme of industrial assemblage 
in this Engineering Building. It 
was startling for its sculptural and 
unconcealed use of standard 
building materials.  
 

Staasgaleire 
(1977-83) 

  This building contains a 
library on the lowest levels and 
faculty offices in the L-shaped 
block .  Stirling had forsaken 
dramatic technology for an 
almost archaeological-dig 
historicism combines with spatial 
manipulations derived from the 
European Modernists. He 
presents this space almost as a 
ruin, he left stone blocks strewn 
on the ground as though 
dislodged over time. Allusions 
range from Greek or Roman 
pediments to Egyptian cornices 
to displaced stonework. Stirling 
said that he was “sick and tired 
of the boring, meaningless, non-
committed, faceless flexibility 
and open-endedness of the 
present architecture”.  

Roche & Dinkeloo 
  

Ford Foundation 
(1963-68) 

  Roche and Dinkeloo 
created a huge botanical-garden
-like atrium inside one of the 
more expensive buildings of the 
period. The offices frame an 
eleven-story greenhouse that 
occupies about half the ground 
floor. Additional planted terraces 
on the third,  fourth , and fifth  
floors extend the greenery 
above the entrance level, and 
the office spaces either share 
the view into the court or have 
outside windows. It also created 
a pedestrian link through the 
long side of Manhattan blocks 
and this idea of enclosed 
walkway was taken up as a 
solution to preserving pedestrian 
access to New York City. 
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Mies 
  

Crown Hall 
(1956) 

  Mies had the opportunity to 
plan the new I.I.T campus and design 
many of its buildings. His curriculum 
stressed clarity, rationality, intellectual 
order, and discipline. It progressed 
from bilding in wood to stone, brick, 
concrete, and steel.  The exxence of 
architecture was reduced to skin and 
bones– the glass spandrel panels or 
brickwork (skin) st in the structural 
frame (the bones).  

860 Lake Shore drive 
(1951-61) 

  The first glass-and-steel high-
rise residential construction in the 
United States. It  is twenty-six stories 
tall,  and are framed in steel, made 
fireproof by a masonry casing. He was 
able to express structural only by 
welding additional non-structural steel 
to the exterior of the frames. To 
increase the vertical appearance, 
thinner I-beams run continuously up 
the building as window mullions. It 
served no structural purpose other 
than to make the building “look right” 
according to Mies. He also designed 
the blinds up, down, or halfway 
between and in no other positions. His 
reductivist mentality made 
accommodation of individual tastes 
impossible.  

 

Kahn 
(1901-1974) 

  The work of Louis I. Kahn 
represents the fusion of seemingly 
contradictory sources. He acquired the 
concept of served and servant spaces that 
affected nearly all his buildings. He 
crystallized an idea to create symmetrical, 
hierarchically arranged compositions, and to 
produce monumentality, even in everyday 
circumstances. By doing so,  he was able to 
render the common uncommon, and the 
uncommon transcendent. Giving new life to 
a largely inert design tradition, he achieved 
timelessness where others had resorted to 
historicism.   

Richards Medical Building 
(1951-61) 

  With his concept of servant and 
served, the studio towers are served by the 
stair towers and fume exhaust stacks. It is a 
model of rationalism in plan. The medical 
laboratories are square, open plan, glass-
walled spaces stacked into multi-floor 
units.One of the service shaft towers is a 
dummy, included for artistic effect rather 
than functional necessity.  
Phillips Exeter Academy 
Library 
(1967-72) 

  Though this design is not very 
experimental spatially, it is highly 
reductivist. Circular cutouts provide vistas 
into the library stacks on the surrounding 
floors. Individual study carrels surround the 
stacks on each floor. 

Mies, Crown Hall, 1956 

Mies, 860 Lake Shore drive, 1951—61 

Mies, 860 Lake Shore drive, 1951—61 

Khan, Richards Medical Building, Khan, Philips Exeter Academy Library, 1967  - 72 
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Post Modernism 
  
 This style is a more 
experimental style than ever 
before. People in the past 
wanted to be part of the style 
in their time, but the speed and 
opening in our time left by WW 
II, and because we are aware 
of one another—by satellite—
you can never have a top-
down society anymore. We are 
all “the other” in this time with 
with such movements as the 
LGBTQ, BLM, #MeToo, 
Occupy wallstreet, etc. The 
otherness is difficult and 
frightening. 

  Gehry 
(1929—) 

  Early in Frank Gehry’s 
career he realized that he 
often preferred buildings in an 
incomplete state of 
construction to the finished 
products.  He started 
designing new buildings with 
an obvious kinship to 
Constructivist work that seem 
frozen in a state of becoming.  
Gehry began to explore 
buildings, breaking them up 
into discrete volumes in a way 
that, to some, reflects the 
fragmentation in modern 
society.  

Nationale 
Nederlander 
(1997) 

  Within a historic 
context, Gehry took movement 
as his theme for a corner 
building that twists and 
projects in space. Economic 
constraints called for one more 
floor than in neighboring 
buildings, but accommodated 
within the same cornice height. 
In order to resolve the conflict, 
Gehry lowered and 
camouflaged the floor levels by 
means of fish scale-like 
undulating layers of cement 
plaster and more displaced 
windows.   

Guggenheim Museum 
Bilbao 
(1997) 

  This building has 
aroused a popular and critical 
interest . The museum acts as 
a mirror, reflecting and 
absorbing the city and itself. 
Visitors love to touch its shiny 
skin of titanium. 

Gehry, Nationale Nederlander, 1997 

Gehry, Guggenheim Museum Bilbao, 
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 The 1960s saw the emergence of Post-
Moderrnism, a way of thinking about architecture 
that is different from the approach of International 

Style designers. Post Modernism began with a  treatise, 
published in 1966 titled Complexity and Contradition in 
Architecture. 

Venturi 
(1925 -) 

  In his book Complexity and Contradiction in 
Architecture, Robert Venturi made the case  for hybrids and 
moving away from “pure” architecture, he proclaimed 
duality. The book extolled the ambiguities, inconsistencies, 
and idiosyncrasies of  past architects such as Palladio, 
Michelangelo  Le Corbusier etc. He glorified Mannerist and 
Baroque architecture. He equated the atmosphere, lighting 
effects, and theatrics of Las Vegas casinos with counter—
reformation art.  
 

Vanna Venturi House 
(1962) 

  Venturi built this house for his mother. It is a modest 
building, but loaded with allusions. He combined simplicity 
of external form with complexity of interior layout and 
conventional symbols and elements with contradictory 
arrangements. The location of the central recess for the 
door is obvious, but the double-doors themselves are 
concealed and are much too grand for the cramped 
vestibule into which they open. Stairs to the second floor are 
set behind the chimney mass and compete with it for space; 
they widen as they ascend then abruptly narrow to a 
minimum passage around the firebox. 
 

 

Deconstruction 
 

 In Deconstructivistic Architecture  - which accompa-
nied an exhibition at MOMA in New York City - the argu-
ment is made that even though the terminology is the same, 
Deconstruction in architecture means something quite differ-
ent from literary Post-Structuralism endeavors to decon-
struct written texts in order to locate their hidden meanings.  

R
a
d
ic

a
l 

15 

Venturi, Vanna Venturi House, 1962 

Venturi, Vanna Venturi House, 1962 

Tschumi, Parc de la Villette, 1982 Eisenman, House VI, 1975 
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Gehry, Walt Disney Concert Hall, 1999-2003 


