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Abstract

This thesiscomprisedour casestudiesof the ChineseAmericanarchitectl. M.
P e imbiseumprojeds to considerthe representationf identity in architectureandthe
role of the museumas an architecturaltype. The reading of P e i pdogects also
encompassedebateson architecturalstyles, the relationshipbetweenmodernity and
history,aswell asthe political andculturalrole of themuseumn thecity.

The thesishasthree parts Part One looks into the representatiorof national
identity, while alsoconsideringhe manifestatiorof P e icudtsralidentityin their given
context Thetwo chaptersn thispartdelvein P e iedrliestmuseundesigntheMuseum
for ChineseArt, anda contemporaryprojectof the extensionto the GermanHistorical
Museumin Berlin, to evaluatethe connectionof P e i piojectswith their historical
contexts,andconside the extentto which P e imdissumprojectsrespondo the notion
of nationalidentity andnationalismrespectively

Part Two makesenquiriesin the oftenrelatedrelationshipof architectureand
language The significanceof architecturalanguagds see from its role in developing
the meaningof the museumbuilding as architecture By taking the GrandLouvre asa
casestudy,Chapter3 and4 discusshow the museunmoperatessa building type, which
incorporatedanguags by architecturalriticism and also the languageof architectural
drawings.

PartThreeis a conclusionsectionin my thesisandit providesan overview of
P e iMaseumof Islamic Art. While the projectprovidesan especiallyhelpful focuson
theproblemsdiscussedh thethesis,t alsoprovokesthinkingonP e irofe 81 developing

themuseunto its currentform asaninternationalculturalphenomenon.
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Part One: architecture and identity



Introduction : I. M. Pel and hismuseum

architecture

In April 2017,the HarvardGraduateSchoolof Desigh (GSD)arrangeda lecture
on leohMing Peito celebrateghea r ¢ h i hundredthd@rthday! The event,chairedby
Mohsen Mostafavi, deanof the GSD, with speakerancluding Henry Cobb, the co-
founderof the internationalarchitecturalfirm Pei Cobb Freed& Partnersand Carter
Wiseman,the authorof I. M. Pei: A Profile in AmericanArchitecture adknowledged
P e icansibutionto architecturéby looking backon his formativeyearsof architectural
practiceand someof his iconic designs’ In his keynotespeech Mostafavi pointedout
how thereadingof Peicanbelinked to a variety of thematicstudiesin architectureafter
the specific period of classical modernism. These include, to name a few, it h e
relationshipbetweenmodernityand monumentality betwe@ modernityand tradition,
andtheconnectiondetweertheUS andChinain termsof o n eédrsotsandtraditions 0
i t ftole andstatusof architectin as o ¢ i andlfiyt, lale andinfluenceof construction
and ma t e r3iThd diversity of these thematic concerns while conveying the

importanceof Pei as a leading figure of the discourseof modernand postmodern

I HarvardUniversity GraduateSchoolof Design,fi IM. Pei:A CentennialC e | e b r Evéni Manch3@,
2017,accessedugust17,2017,http://www.gsd.harvard.edu/eventfi-pei-a-centenniaicelebration/.

2 Cater Wiseman|. M. Pei: A Profile in AmericanArchitecture Rev.ed.(New York: Harry N. Abrams,
2001).

3 Introduction(Chair: MohsenMostafavi) HarvardUniversity GraduateSchoolof Design,ii IM. Pei: A
CentenniaCe | e b r 09:06:2b.n, 0
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architectural movements also suggeststhe difficulty to labd Pei or define his

architecturakareeiin anysingularway.

l. M. Pei

Bornin Chinain 1917,Peimigratedto the US in 1935to pursueanarchitectural
careerHis architecturastudywith WalterGropiusandMarcelBreueratHarvard,aswell
ashis collaborationwith GropiusasTheArchitectsCollaborativg(T.A.C.), providedhim
with the connectionto not only modernismbut alsothe Bauhaudegacyin America?
P e i sGbsegant working experiencewith American real estatedeveloperWilliam
Zeckendorhelpedhim expandhis influencein building development P e isubsequent
major public projects, while consolidatinghis image as an international modernist
architect,alsoindicatehis focuson museundesignsAmongthemare for instancethe
Jom F. KennedyLibrary (1964 79), the EastWing of the National Gallery (1968 78),
the RockandRdll Hall of Fameand Museum(1987 95), the GrandLouvre (1983 89;

1989 93),theMiho Museum(1991 97) in Japarandthe Museumof Islamic Art (200Q

4 Astheformerstudentandlatercollabaatorof WalterGropius,Peihasbeenrecognise@sarepresentative
figure relatingto the notion of a postBauhausddentity in the US. As Klaus Herdegpointsout, duringthe
years when Gropius taught at the GSD from 1937 to 1953, the school was turned into a field of
fi Ba u h a u s /Grbpiusimteduckdaideducationasystenprimarily modelledontheBauhausystem,
whichresultedin the schoolfeaturinga symboliclink betweeritself anda senseof the Bauhausthos.See
Klaus Herdeg, The DecoratedDiagram: Harvard Architectureand the Failure of the BauhausLegacy
(CambridgeMA: TheMIT Press1983),2i 35,78 97.

5 Oneexampleis P e iwdrk in early 1950,the Gulf Oil Building, which correspond$o Mi e séckine
aestheticof combiningmarble,glassand steel. The Pei Residencg1952) also suggestsa strongvisual
resemblancéo the FarnsworthHouse while theform of the Mile High Centre(1952 56) is reminiscenbf
the SeagramBuilding. The influence of Le Corbusierinitially emergedin his National Centre for
AtmosphericResearchColorado(1967 70). The curvedform of the Luce Memorial Chapelin Taiwan
(1956:63), supportedyy a structurein reinforcedconcretejndicatesa visualconnectiotoLeCor busi er 06 ¢
PhilipsPavilionatExpo58in BrusselsSeeShixuanYang,i B &umingDe ShiyeYuY i s HRenowned
architectthecareerandart of I. M. Pei.] ArchitecturalJournal290,n0.10(1992):10.
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8). Theseprojects have not only allowed Pei to establisha reputationin museum
architecture, but also fosteed his successful collaboration with governmental
sponsorshipsin theseprojects,Pei createda versionof architecturalsignaturethrough
employingiconic geometricalstrategiesand glass materials,fabricatedinto different
formsin eachspecificdesign His successn carryingout museunprojectsandbuilding
upanimageof hisarchitecturaprinciplesin theglobalmuseunmarketfurtheremphasise
the necessityto examinePei and his work concerningthe issuessuch as identity and
architecturarepresetation.

However,existing publicationson Peishowsignsof lacking critical distancein
reviewing his position in architectural history, especially in terms of museum
architecturePredominantlypresentedh theform of personabiographiesinterviewsand
documentariesthey are in most cases the fipermitted version of writing after
consultationswith Peivia his architecturabffice. As a result the outcomesareusually
celebration®f Peifor his hybrid of culturalidentity andvery Modernistapproab, which
to someextenthaveprecludeda more comprehensiveinderstandingf significanceof
Peiandhis architecturatesign Wi s e mtaookis atypical examplethatprovidesan
overviewof P e iworlsthrougha narrativeof his life andarchitecturacareer However,
aproblememergingrom thebookis thattherelativelycelebratorynarrativesratherthan
descriptiveaccountspf P e iar@hstecturakareetaveeithercircumventednorecritical

responsedo P e ipiojects,or limited the potential of a more in-depth and creative

6 This observatiorcamefrom my experiencef readingsomeof the correspondencdsetweerthe authors
and Pej collectedin the P e i PaperCollection at the Library of Congressin 2014 Furthermore the
publicationof P e imaterialds alsoto someextentregulatedby copyrightissues.



1t

evaluationof the worksin their urbanandhistoricalcontexs. Anotherexampleis Gero
vonB o e h colestionof interviewswith Pei,Conversationsvith . M. Pei: Lightis the
Key.” Similarly, while the book presentsP e iodnsopinionsof his architecturalworks
anddesignintentionsin theform of conversationsvith the authorwhich thussuggestsa
senseof authenticityi,it is still necessaryo further examinetheseprojectsin relationto
wide-rangingthemedesides? e ioinstatements

Theassessmerf Peiandhis work thusnecessitatesiorecritical andanalytical
engagementwith the subject.Oneof the mostrecentandextensiveoverviewsof Pe i 6 s
architectures Philip JodidioandJanetAdamsS t r olnMy Bes CompkteWorks® The
bookmakesaninventoryof P e iprojsctsup until hismostrecenttheMuseumof Islamic
Art in Doha(200Q 8), alongwith anintroductionby Wisemarthatgivesa brief account
of how Peihasachievedaninternationareputationaswell as a prefaceby Pei,in which
he recollectsthe key momentsin his architecturalcareer® In one of the commentary
essayson Pei, Strong expresss how P e i winrks incorporatemulti-layered themes

concerningarchitecturaform, style andidentity:

The senior statesman of modernism is a traditionalist in the purest sense.
Notwithstanding his use of geometry as basic building blocks and technical means in

the achievement of aesthetic goals, Pei has steadfastly resisted a signature style,

preferring to draw inspation fromplace and history it encompasses. His remarkably

consistent buildings have been evolutionary rather than revolutionary, yet on

technol ogy ®s oonutitdiemg legydguenaf f ectisms®by archit ec

"leohMing Peiand Gerovon Boehm,Conversationsith I. M. Pei: Light Is the Key (Munich; London;
New York: PresteNMerlag,2000).

8 Philip JodidioandJanetStrong,l. M. Pei: CompleteWorks(New York: Rizzoli, 2008).

91.M. Pei,ii Ar c hi IsArtcandiii e t mt. M.,Péi: CompleteWorks ed. Philip JodidioandJanet
AdamsStrong(New York: Rizzoli, 2008),6i 7. CarterWiseman,i | n t r o drul.cM. Pedo @omplete
Works ed.Philip JodidioandJanetAdamsStrong(New York: Rizzoli, 2008),9i 15.

10 JanetAdamsStrong,ii 1 9i 4985:1. M. Pei,ContinuumandE v o | u in |. M. Pei: €ompleteéWorks
ed. Philip JodidioandJanetAdamsStrong(New York: Rizzoli, 2008),18.
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Strong drawstogether four binary oppositionsto Pei, onesthat correspondo
Mo s t a toamen@rslthuscanreflecta generalperceptionof the characteristicof
P e i wibrks. Theseinclude the label of modernismvs a pursuit of tradition, the
employmenif geometrys the realisationof specificaestheticsthe emphasisn local
and historical elementsvs the employmentof up-to-trend industrial technologyand
lastly, P e irdgsistancdo any signaturestyle amongfi s h i-ismsi @n gpntrastto the
senseof consisteny reflectedfrom his designs However,Strongmoveson to comment
generallyonP e icave®rhis preferredvorkingmodeandhis strongconnectiorto China,
without further steppinginto thesedifferentcomplexareas. Althoughtheseissuesareto
someextentaddressethroughtheevaluation®f individual projectsin theirarchitectural
contexts a systematiexaminationn regardgo P e iar@hstecturds yetto be presengéd
in thediscussions.

All of thisinspired meto usethethesisto examinePeiandhis architecturdoeyond
the scopeof currentdiscussiongoncerningthe different complexthemes To do so, |
thendecidedto distancemy discussionfrom the narrativeapproachof acknowledging
P e i abchitecturalachievementsinstead, | develop my examinationas a critical
engagemenwith thesubjectfrom theperspectivef identityandlanguagethetwo often
consideredconceptionsin architecturalcriticism. Thesetwo conceptionsalso help
connectthe manifold themessurroundingPei and his work. Furthe to my intention of
distancingmy discussiorfrom biographicalaccountof P e iai@hstecturalcareey | will
developthe casestudiesbasedon secondaryesearchyet at the sametime focusingon

alternativeinterpretationof the meaningandeffectof P e ip@jsctswithin their wider
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architecturatontexts In the meanwhile this researchs alsoa resultof the conditionof
existingcollectionson Pei. The availableresearchmaterials Jargely held by the Library
of Congresspnthe onehand,mainly containhis correspondnceswith interviewersand
authorson his careerand architecture,or with commissionersand colleagueson the
progressof the architecturalprojects, while P e i o@rs architecturalwritings hardly
appearThishasmadeit difficult for meto extrapolatd®e i directthoughtsonhisdesigns
andmethodsandtherefore, decidedto focusmoreon secondaryesourceso evaluate
Peiandhis projectsin their wider architecturacontextsn addition therearerelatively
substantiahrchitecturakketcheghat Peihasmadefor his projects,particularlyoneson
the Louvre. This hasthenencourageadne to look at the drawingsasa way to getcloser

to P e iownghoughtson his designs.

| dentity: cultural, national and architectural identity

My discussiorfirstly focuseson identity asa keyword Surroundinghis ideaof
identity, thereare threeinterrelatedconceptiongelevantto the readingof Peiand his
projects that derive alternativeinterpretationsfollowing the changeof architectural
contexts: cultural identity, national identity and architecturalidentity. Among these
aspectsP e icutgralidentity is alreadyin vaguelydefinedboundarieghatthusaffects
the perceptionof three other forms of identity. In his overview of P e iafchstectural
careelin the ArchitecturalReviewin 2012 theCanadiarcritic TrevorBoddysummarises
in his essaythat,P e iwork, in general hasfollowed the capitalistexpansiorof global

businessesyhichalsosuggestadistancdrom aneffectiverepresentatioof his Chinese
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identity.!* Boddy consides two factorsto acknowledgePed gositionasbeingamong
themostcelebratedrchitectof thetwentiethcentury onebeingthefirst nonWesterd
yet not precisely,Chines@ architectto reachthe heightof internationaimportance;the
otheris P e iafitimidefor managinghis architecturabusinessa strengthalsosharedoy
Gropius*? BoddytracesP e iardhitecturatareersincehis studyin theUS to supporthis
idea of Pei as an architecturalbusinessmanand finisheshis article with P e irecent
commissiorof the SuzhouMuseum which leadsbackto his Chineseorientation,which
is one,howeverthathasbeenWesternised

Consequentlythe blurredboundaryof P e icutgral identity leads to perception
of two contrastingrepresentationgWesternvs. nonWestern)in his work. As P e i
biographer, Wiseman considersthe representationof Chinese identity has been
i nescarmakhdadmiPabgsvorks, and that this aspirationfor Chinese
characteristicshasfi r e madeeplgld o y and d b e y potitids. § Two of P e i
projects,meanwhilehis only representativeasesn China,arethe FragrantHill Hotel
(1979 82) and the SuzhouMuseum (2000 6). In Wi s e mprefateto |. M. Pei:
CompletéWorks hecommentonhowthe FragrantHill Hotelis i aaxampleof modern

designthat was still sensitiveto Chinesetraditions @nd how the SuzhouMuseum

1 1n comparisonBoddy consides that Wang Shu,the secondChinesePritzker PrizeWinner, hasmadea
moreexplicit referenceo Chinesdraditionin hisdesignsTrevorBoddy,f IM. P e iArchitecturalReview
232,n0.1387(2012):102 3.

(@)

(@))

21n December1921,0skarSchlemmemoncementionedn a letter to Otto Meyer that Gropiuswasii t h e

only otherpersorwho qualifiedasad i r e lsutalsafi @axcellentdiplomat,busnessmanandpractical
g e ni $esOskar Schlemmer,i L e ttat Gito Meyer, 1 9 2 1n,The Letters and Diaries of Oskar
Schlemmeked. Oskar Schlemmerand Tut SchlemmenMiddletown, Conn: WesleyanUniversity Press,
1972),114. Boddy,f IM. P e 11020

BBwiseman). M. Pej, 29.
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celebrateshe occasiorwhenPeicouldfi glmmea g a 1* However,Boddyonly mildly
acknowledgedsuch architectural associationwith Chinesememory i MyChinese
architecturalcolleaguesalways think of P e i aéchkitectureas being American, not
Chinese,and never more so than in such projectsas S u z h '8 Bodd§ only briefly
mentionedP e i 1889 Bank of China project in Hong Kong, regardingit as work
introducel to Peibecausef hisfamily connectionaswasthecasewith thedesignof the
Bank of Chinaheadoffice in Beijing in 2001.Withholding any acknowledgmenof the
Chineserepresentatiom the projects,Boddyimplies how he hascategorisedhesewith
P e ioldescommerciabndhousingprojectsof Westerrbasedarchitecturafirm designs.
In contrast for thoseaudiencesvho are morefamiliar with the contextof the building,
P e idésgynshaveindeedmadeevidentreferencedo Chinesetraditions.As Chinese
architectandcritic Yang ShixuanobservesPeioriginatedhis ideasfrom a patchof four
sticks and by using the frame structureof the building as a metaphorof the growing
Chinesebamboo (in Chineseproverb, Zhuzi Jiejie gao), has provided an explicit
referenceo Chineseraditions'®

This debateon the cultural representations P e iwork further connectgo the
position as regardsa specific architecturalstyled in other words an architectural
identityd thatcanbe recognisedrom his designs While Pei hasbeenmostof thetime
labelledas a typical modernist,there are neverthelessliscussionon the architectural

style that Pei hasfollowed, particularlyin concernwith his projectsthat connectto a

Ywisemanfil ntr odb.cti on, o
15Boddy,ii IM. P e i1030
Yang,i B¥umi d@ , o
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representatiomf his Chineseidentity. Yang further pointedout how the FragrantHill
Hotel wasnot a postmoderrstructure as might be perceivedby Westernbasedcritics,
but an exceptionamongP es nany modenist practices the designin effect strongly
reflectsP e iinteistionto explorehis culturalroots!’ However it wasalsobecaus®f the
b ui | demphgsisen representingChinesetraditions instead of more modernist
featuresthe FragrantHill Hotel hardly attracedinterestsof eitherWesternestateagents
or Chineseowners. Reflectedin his architecturalstrategies,P e i nduseumdesigns
particularlyreflectan approachof combining elementgelatingto both Chinesadentity
andWesternbackgroungdnot only in commissionsin Ching but alsoin the West. This
alsoleadsto the multiple representatioim his work, which thusinvolvesinterpretations
of different cultural referencesin the GrandLouvre andthe extensionto the German
Historical Museum, where Pei inserteda circular opening betweenthe floors tha
resembleghe Moon gate of a Chinesegarden,the symbolismof which the thesiswill
addressn detail in the first chapter(Figure 24; Figure 72). The squareopeningon the
wall in the bookstoreof the Louvre alsoresembles kind of aestheticslerivedfrom the
Chinesegarden different from the classicalarchitecturalelements(Figure 71). While
modernarchitectscan be inspiredto designstructuresin the Oriental sphere,sut as
Gropiusled design of the Huatung University campusor Le Co r b u Natienal 6 s
Museumof WesternArt, Peipresats an exampleof exportingChineseelementdo the

West.!® The positions of the Wedern and the nonWestern characteristicsand the

7 1bid., 6.

18 The campusdesignof the HuatungUniversityin Shanghaivasa collaborativeprojectby Gropius, 1. M.
PeiandChenQikuan.Both PeiandChenhadstudiedat HarvardGSD andworkedwith Gropiusin TAC.
Due to the interruption of the ChineseCivil War, the project was suspendedn 1948, but was later
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architecturalperceptionof modernor postmoderrfeaturesthus becomeinterrelatedin
understanding e icutwralandarchitecturaldentity.

The understandingf P e icdtsral andarchitecturaidentity necessaly relates
to the representatiorof national identity in his work. The formative yearsof Pe i 6 s
architecturalcareeralreadywitnessedhis growing attachmentto American postwar
nationalism.During his yearsat Harvard, Pei was trainedin Gr o psiarctstéctural
pedagogy with examplesincluding prefabrcated housing constructions.The strong
impressionGropiusmadeasthe former founderof the Bauhausand a representativef
Europeanmodernismhelped developan image in the GSD, of a new generatio of
architecturaktudentsn architecturaschoolsthatfocusedon collaboration Peiwasalso
amongthosewhom in someway, continuedthe Bauhausprinciplein the formation of
American modernism'® In March 1943 Pei designeda fiPostWar Shelted for the
architectural competition i D e s ifay iPestwar L i v i ergadised by Arts and
Architectureandwon secondprize. The project,on theonehard, suggeste@napparent
accordancavith Gr o p ibeliefid rmakingprefabricateduildings Ontheother,it also
demonstratedP e i @adiest devotion to postwar American architecture?® As
architecturahistorianWilliam Curtis suggestsPeiwasamongthe i n egeneratiorof

Ame r i evlorsucaeededsropiusin the 1940sseekinga new conceptof European

transferredo Taiwanin 1954andcontinuedby Chen,PeiandZhangZhaokanganotherChinesestudent

who hadworkedwith Gropiusonhis graduatiorprojectandat TAC in 1951.Sedéduardkogel,i Zhongguo
Yu BaohaosiZhongguaoJianzhuDe Xiandai YundongGuiji 19301 9 6 b ChineseModernDesignand

the Bauhaus ed. Jian; Hang and Tai-Keung Kan (Beijing: P e o p Fine Arts PublishingHouse,2014),

136i 37.

19 Jill PearlmaninventingAmericanModernism:JoseptHudnut,WalterGropius,andthe Bauhaud_egacy

at Harvard (CharlottesvilleandLondon:University of Virginia Press2007).

20 MatthewW Fisher,i P r e f a bandthePadtwamblouse:The CaliforniaMa n i f (@apdmpoedented

atthe ACSA Annual Meeting,Portland,Oregon,2009).
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modernisnt! One of the representativelesignsthat mark his modernistidentity is the
Mile High Centerin Denver,Colorado,completedn 195522 In the 1950sand60s, Pei
established reputationin skyscrapelarchitecturehat embracedhe ideaof corporate
modernism,along with figures suchas Philip Johnsonand Welton Beckett?® Henry-
RussellHitchcockpointsout P e iMdesHigh Center which he specificallyrefersto asa
fiWesterrskyscrag randfi e x t r Minmeed ilyesastroogresemblanceoMi e kakes
ShoreDrive Apartmentsn Chicago,n termsof botharchitecturaform andtechnique$?
The developmenbf P e ialstecturalpracticewitnessedan integrationof modernist
identity with Americannationalidentity.

However, this label of Americatrained modernist on Pei has been so
overwhelmingthathis i u n ¢ o n v epratticeshavarnotdeentakeninto sufficient
account.During his study with Gropius,Pei neverthelesslisagreedwvith hist e ac her 6 s
beliefin the InternationalStyle andstrict conformity with the modenist axiom of form
follows function?® Pei has also beenknown for his preferenceof combining natural

landscapewith his modern structures?® As Wisemannoted, Pei was looking for a

21Gr o p irole & Arsericais itself very controversial For instanceratherthanregardingGropiusasthe

pioneerwho broughta new ethosto AmericanarchitectureKarenKoehlerviewsGr o p imigstisto

the US asamovein exile. SeeWilliam Curtis, ModernArchitecturesince1900(Oxford: Phaidon,1996),
353. KathleenJamesChakrabortyfi F r Isatationismto InternationalismAmericanAcceptanceof the

B a u h a im sBauhaus Culture: From Weimar to Cold-War, ed. Kathleen JamesChakraborty
(Minneapolis:Universityof MinnesotaPress2006),153 170.KarenKoehler,i A n goéHis®ryCarrying
Bricks: Gropiusin E x i In@hebDispossessedAn Anatomyof Exile, ed.PeterlsaacRose(Northampton:
University of MassachusettBress2005),257 80.

22 JurgenJoedicke A History of ModernArchitecture trans.JamesC PalmegLondon: The Architectural
Press1959),231,235.

23 patrick Nuttgens,UnderstandingModern Architecture(London; Sydney;Wellington: Unwin Hyman,
1988),192.

24 Henry-Russell Hitchcock, Architecture: Nineteenth and Twentieth Centuries (Harmondsworth,
Middlesex:PenguinBooks,1958),416.

25Wiseman). M. Pei, 44.

26 1bid., 25.
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Aregoronal iexpresohibar ¢ hi takeadyasearyashe wasworkingon
his graduationproject at GSD. P e i etphasison the architecturalrepresentatiorof
regionalandnationalcharacteristicslevelopedn parallelto his practiceof modernism
which,in thecontextof GSDin the1940s particularlyconnectedo theideaof auniversal
or internationalarchitecturallanguage?’ ConsequentlyPei has beenlabelled as for
instance,noted by Strong, a i s e nstatesmanof modernisnd who is meanwhile
embracingtraditional aesthetic®The contradictoryconceptsare then reflectedin his
approactof employingof variouscontrastingelementsn hisdesignjncludinggeometry,
high-tech materials and the patternsof historical and local characteristics.These
altogetherconstitutethearchitecturaldentity of Peb work, which,complexandeclectic
asit is, seemsto have neverthelesgput the emphasison a variaion of international
modernism.

In fact,oneaspecsofar lessconsideredvhenit comego P e imédernisidentity
is thathis searchfor anarchitecturakexpresion of a nationalidentity betweernl944and
1946wasalsoa questiondiscussedn Americathroughoutthe 1940s,which musthave
exertedcertaininfluenceon Peiin forming his architecturalconceptsSince the 1930s
the InternationalStyle, termedby Philip Johnsonand Henry-RussellHitchcockin the
1932exhibitionin the Museumof ModernArt, becamehe new aestheticgo follow in
the developmentof modernarchitecture.The principlesincluded the use of modern
structureandmaterialgn architectiral planning,theemphasi®nvolumeinsteadof mass

of a building, the regularlayout of architecturaform andproportion with flexibility in

27 |bid., 44.
28Strong,ii 1 94 8 9 B8, 0
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floor planningand,lastbut notleast the eliminationof ornamenbr decorativepatternin
the design?® Oneof the leadingarchitectsof the InternationalStyle is Gropius,andthe
Bauhauduilding in Dessaus a cleardemonstratiorof the InternationalStyle.

While this image of modernarchitecturebecamea way to representmodern
identity of America, the years between1934 and 1945 witnessedthe prominenceof
regionalcharacteristicén Americanarchitecture® This was mostly representedy the
MoMA exhibition Built in USA: 1932 44, curatedby ElizabethMock, who hadopenly
criticisedthelnternationalStyleas therigid Europearmodernisnthatlimited thevarious
manifestationof Americanmodernity>* In Mo ¢ kcéitaloguefor the exhibition, Philip
Goodwin,thenChairmanof the ArchitectureCommitteeof the MoMA andalsothe co-
designerfor the museum,suggestedthat the International Style wasof i f or ei gn o
influence, whereasthe regional architecturewas more a reflection of i a authentic
modernAmericans t y3f Typical examplesof regional architectureenlistedin the
exhibitionincludedFrankLloyd Wr i g Falling ¥aterandthe woodensuperstructure,
Housefor Chamberlain,designedby Gropius and Breuer. Mock perceivedregional
structures,with emphase®n traditional or local materials, creative forms, meeting

individual needsin their architecturalsettings offered a contemporarydirection for

2 Alfred Barr,fi F o r e indViodrnArchitecture:InternationalExhibition, ed. The Museumof Modern
Art (The Museumof ModernArt: New York, 1932).

30 Liane Lefaivre, i Cr i Rdgionalism:A Facetof Modern Architecture since 1 9 4 5n, Giitical
Regionalism:Architectureand Identity in a GlobalisedWorld, ed. Liane Lefaivre and Alexander Tzonis
(New York: Prestel 2003),44.

31 1bid.

ElizabthMock, Built in U.S.A.- since1932(New York: The Museumof ModernArt, 1945).

32 philip Goodwin,ii P r e firaBuik in WSA: Sincel1932 ed. ElizabethMock (New York: The Museum
of ModernArt, 1945),5.
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Americanmodernityto departurédrom Europearmodernismof the1920s33 P e is@arsh
for anationalarchitecturalanguagendependentrom the Internatioral Stylemighthave
well collapsedwith this prominenceof regionalism,which advocateda more direct
responseo local communityandcharacters*

In the same year, Sigfried Giedion, then appointed professorat the GSD,
publishedNine Pointson Monumentaliy thatcalledfor amodernversionof architectural
monumentalityto accordwith new city planning.Iln contrastLewis Mumford criticised
Giediorts newmonumentalityandidentifiedthe Bay Regionstyle of the SanFranciscan
architectsasa nativeform of Americanmodernismin contrastto the Europearoriented
International Style.® Furthermore, following J o h n sreturrdts MoMA and the
mo d e r dispstdoverdegionalismthe conceptionof universalmodernismgradually
regainedits influencein the late 1940s.%6 This was firstly initiated by a round table
discussioroni Wh ia happenindo ModernAr ¢ h i t én¢heMoMA té addresshe
tension betweenthe International Style and the Bay Region architecture’” In 1952,
HitchcockandArthur Drexleradoptedhe nameof Mo ¢ kexhibitionfor Built in USA:

Postwar Architecture to reclaim the sovereigntyof modern architectureand the

33 Mock, Built in U.S.A - since1932

34 Alreadyin 1954,Vincent Scully discussedhe inherenttensionsbetweenWright Ghitectureandthe
claimsof the InternationalStyle. Scully pointsoutthatWr i g Wworkéveereultimately aninspirationfor

InternationalStyle architectureThis discussiorof theantithesiof internationaimodernisnfurtherrelates
to the discussionof Regionalism.SeeVincent Scully, i Wr i \¢s.fiThe InternationalS t y linépdern
ArchitectureandOtherEssaysed.Neil Levine(PrincetonOxford: PrincetonUniversity Press2003),54i

63. StevenBestandDouglas Kellner, ThePostmoderiTurn (New York: The Guilford Press]1997),139

48.

35 FrederickKoeper,AmericanArchitecture: Volume2 1860 1976 (Cambridge Mass.:The MIT Press,
2001),375.

Lefaivre,i Cr i Ra giad n a3 i sm, 0

36| efaivre,A Cr i Rd giad n 84 7. s m, 0

37 Alfred Barretal.,i Wh la HlappeningoModernAr ¢ h i t eTheBulletieoPthe Bluseunof Modern
Art 15,n0.3(1948).
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InternationalStyle. The debate over architecturalstyle and criticism on all of labelsof
shift-ismsonly progressetb amorecomplicatedlegreefollowed by therivalry between
modernand postmodernarchitecturein the 1960s The complexity reflectedin this
processof identifying a definite version of modern architecturalform to represent
American national and architecturalidentity might have explainedthe inclusive or
eclecticphilosophyPeihadbeendevelopingsincehis earlyyearsof studyingarchitecture
in America.

This is one of my first argumentsvhenit comesto the understandingf P e i 6 s
architectural and national identity: the celebration of Pei for being a modernist
spokespersomight nothavenecessarilgonsideredhedefinition of modernismitself is
complicatecard plural, thusdiffi cult to define.In otherwords,while readingP e iworls,
modernism does not necessarilyequal to the classical conceptionof Modernism
specifically representedby the International Style In this way, the seemingly
contradctory elemens in P e i d@signsof regional or native characteristicswith,
meanwhile,an emphasison modern architecturalaestheticscan be perceivedas a
reasonabl@nfluencefrom thecomplicatedsearchHor Americannationalidentity thatPei
haswitnessedFurthemore,P e iquestfor anexpressen of Chinesenationalandcultural
identity through a modern architecturalvocabularyconsequentlyresultedin a more
diverseemploymentof regionalandmodernthat blurs the boundariedbetweerregional
andModernistidentities, in contrastto a fixed form of InternationalModernism.Thus,
reflectingon St r o abgevationof how P e iafpsoachwas not affectedby shifting

stylelisms, it may be more accurateto assumethe formation of P e i aéclsitectural
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principle correspadedcloselyto the evolutionandintegrationof changedarchitectural

stylesin Americathatpartiaularly linked to therepresentationf nationalidentity.

Transnational practices of museum desigandP e i 0 s

Ainternational styl eo

P e ishiftedattentionon museumnarchitecturdurtherdevelopedistransnational
practiceghatincorporatedoththeuniversalandmodernistanguagef architectureand
vocabularyof regionalcharacterssreflectedin differentprojects Throughhis museum
projects worldwide, Pei also establishedhis architectural language of employing
consistentdesigrelementsashisarchitecturasignatureFollowingtheexpansiorofP e i 0 s
architecturalprojectsfrom Americato Asia and Europe,the architecturalthemesalso
diversify from Easterrto WesternsubjectsThe EastWing of the NationalGalleryof Art
(1968 78) wasoneof the earliestexamplefor Peito build his architecturakreputationin
conductingmuseunproject.As StrongandJodidioputit in P e icdiaboguegaisonnéthe
suwccessof the EastWing i p o s i Pei solidlg ©oh the forefront of the profession,
championof anewmuseuntypeatthecentreof popularculture judgingby therecord
breakingnumberof visits to the building within two monthsof its opening®® In many
ways,the EastWing providedthe foundationfor the form, techniqueandrepresentation
of the later projects. For instance,in terms of stylistic debates Anthony Alofsin
considereddespitethe celebrationof the building for its strongsenseof architectual

monumentalitythe building wasneverthelesslismissedrom the discussiorof modern

38 JodidioandStrong,l. M. Pei, 133.
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architecturalhistory. The receptionEastWing was still lacking amongscholarswho
mostly focusedon classicalmodernism,while it also encounteredhe prominenceof
postmodernisnsincethe 1960s which onthecontraryadvocateavisible representation
of historical elementsgenerally absentfrom modern architecture®®* The pr oj ect 6 s
engagementn the debatebetweenarchitecturalmodernity and the interaction with
histoty is thusvisible. In termsof readinghis architecturaldentity, the EastWing project
also allowed Pei to establish reputation for conducting governmentsponsored
constructionswhich was later connectedo his commissionsof the GrandLouvre and
the GermanHistorical Museum.The designpurposeof connectinghe newwing to the
historical structureof the mainmuseumalsobecamea sharedeatureamongP e imarg/
of museumdesigns.My queriesinto P e i péogctsin this thesis are built on the
foundationof the EastWing project,in the sensdhat!| examinethe questionsf identity

andvocabularyof architecturdan a transnationatontext,by looking at the trajectoryof

(@)
(2]

his designfrom Chinato Europewhich was further developedon the basisof P e i
practicein America.

P e itrarsnationalpracticesreveal one of his iconic strategiesof combining
Easterd in mostcasesChinesé motifs and Westernmodernstructure materialsand
planningprinciplesin hiswork. P e ifirét ®uilt museunproject,the Eversam Museumin
Syracus€1968),New York, presentecdnexplicit Brutaliststyle that Peisuggestedvas

inspiredby Louis Kahn° The building wasconstructedor travellingexhibitions,while

39 Anthony Alofsin, i T FHOpeningof the EastWing: AccalimandCr i t iingAMedemistMuseumin
Perspective The East Building, National Gallery of Art, ed. Anthony Alofsin (New Haven; London:
NationalGalleryof Art, 2009).

40 JodidioandStrong,l. M. Pei, 87i 91.
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Peidesignedan all-solid concretesurfaceto createa stableandmonolithic effect?! The
main spaceof the museumis designatedunderground,an approachdeclaring an
inspirationfrom the Neue Nationalgalerieand later mostfamouslyusedby Peiin his
Grand Louvre. DespitetheseWesternarchitecturalmarks, Strong points out that the
interior arrangementregardingthe gallery spaces,correspondedo the traditional
gquadranglehousegSiheyuahin China,hinting at the synthesisof Chineseelementsn
his Westernlooking building #? This alludesto his graduatiorprojed atGSD,amuseum
for Chineseart in which Peiemployedthe themeof the Chinesegardenin the building
structure.The last project at which the thesiswill look, the Museumof Islamic Art,
providesa caseof Islamicarchitecturaimotifs beingintegratedwith his employmeniof
pro-modernisformsthatassimilatedo P e iotbesdesignsThearchitecturealsosuggests
aformal connectiorto the SuzhouMuseumthatinvites the audienceo reconsidehow
theseprojectshelpedestablishanimageof P e itr@nsnationkidentity.

It hasto be notedhow this transnationaldentity is distinguishedrom the strict
Modernistconceppf the InternationalStyle. As alreadydiscussedP e idésignstrategy
correspondedto the progressof the searchfor architecturalmoderniy from the
International Style and Modernism to a variation of modernism with regional

characteristicsWhile P e iwork in generalpresentsa modernistprototypethat canbe

41 Thearchitecturablesignis, howevernotsodissimilarto P e idéignof theHerbertF. JohnsorMuseum
of Art (1973)in CornellUniversity, alsoa concretemuseumpuilt in a Brutalist style alsoreminiscentof
K a h rdnaretestructuresHerdegis particularly critical of the fact that the building demonstratedhe
failure of the BauhaushasedGSD curriculum,in termsof the complicatedphysicalplan andoverworked
modernistelementsvhich hadnot contibutedto the debateson modernarchitecturesincethe late 1960s.
Herdeg,TheDecoratedDiagram, 68 71.

42 JodidioandStrong,l. M. Pei, 90.
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placedin differentlocations,it hasmoreimportantlyemphasisedninteractionbetween
modernconstructedgeometricforms and elementsdrawn from the localities in which
theyaresituated.In otherwords,P e idésigntakesinto accountregionalandhistorical
representationsot includedby the strict conceptionof Modernismor the International
Style. Furthermore,in terms of employing geometric forms, P e i ppeferencefor
triangular or other geometricpatternsalso suggestsa divergencefrom conventional
modernistelementssuch as horizontal strip windows or a flat roof. Corresponihgly,
someof P e ip@dicessuggesia move from a Moderrist to a moreregional,or even,
i Bstmodero strategyof employingtraditionalforms to evokehistory, while thereare
alsooccasionsvhenP e isdhemesrethoroughlymoderntheyneverthelessorrespond
with thehistoricalfeaturef thearchitecturatontext assuggestethy Pei | consideithe
consistenbutundefinablearchitecturakignaturePeihasestablishedshisii nt er nat i on al
styled which thus cannotbe definedby a singulardefinition of a specific architectural
style.

For instance,in the Miho Museum(1991 97) in JapanPei madea referenceo
the Chinesepoemof the PeachBlossomSpring(Tao Hua YuanJi) whendesigningthe
serpentingpassagéeadingto the museumentrance” A similar approactcangenerally
bewitnessedn the SuzhouMuseum(2000Q 6) andthe Museumof IslamicArt (2000 8),
wherePeihassuggestediow the architecturaformswereinspiredby historicalcultural
elements®* In comparisonthe Grand Louvre was also a typical exanple of how Pei

emphasisedhe historical relevanceof his designwith the architecturalcontextof the

43 bid., 265 77.
441bid., 3111 38.
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constructingspace,as the formulation of the schemewas inspired by Le Notred s
landscapearchitecture?® Even in those caseswhen the architecturh forms do not
necessarilyevoke a historical form of the architecturalcontext, such as the pyramid
entrarceto the GrandLouvreandtheextensionto the GermarHistoricalMuseum(1996
2003),Peineverthelesmsiststhatthereis a correspondenceetweerhis moderndesign
andthehistoricalenvironmenbf the original building throughthetransparencyf glass.
However,alreadyin the EastWing of the Nationd Gallery of Art, P e iwork aroused
controversyover an effective interactionbetweenhistarical traditions and a modern
structure.Peter Blake refersto P e i efitensionas an fi a n o n yandodui stwhiah n 0
functionedasii & a ¢ k dhatdgtiberatelydisengagewith JohnRussellP o p erigirsal
structure exceptthe similar effectof the marbleusedto thatof the architecturakurface
andthe overallcontourof the architecturaform.*®

FurthermoreP e ipfadticeof hisfii nt e r & @ yihvieedthinking on the
representatiomf nationalidentity of his projects,which reasonablyelateto group or
communityidentityin acontemporarypackgroundin termsof political implications,the
trajectoryof P e iinfemationalprojectsalso reflectshis correspondencwith different

governmensponsorshipsErnestGellnergivesa definition of nationalismin his Nation

45 StepherRustow,i ( Re ) R éRa)Wiitingd theExpansiorof theLouvr e Stulentnvitational Series
at the CooperUnion of NewYork The University of lllinois; the CooperUnion for the Advancemenbf
ScienceandArt, New York, 2009.

46 In the sameconferenceP e iEas8Ning of the NationalGallery of Art wasmentionedseveraltimesas
a typical casestudy of a new designto a historic structure.JeanPail Carlhian puts the criticism more
straightforwardlyclaimingthatP e istéusturefailedto correspondo P o p eri@isal structure.
PeterBlake,i T MAkehitectureof C o u r tireGldy&,NéwArchitectureDesignRelationshiped.National
Trustfor Historic Preservatior{WashingtonD.C.: The PreservatiorPress,1980),92. JeanCarlhianPail,
fi Gu i @uidsppstandGu i d e liniOild & NewdrchitectureDesignRelationshiped.National Trust
for Historic PreservatiofWashingtorD.C.: The PreservatiofPress;1980),49i 68.
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andNationalismasi aheoryof political legitimacyo whichii h o thattke political and
nationalunit shouldbec o n g r it @ n £ q that etlenis boundariesshould not cut
across political ones, and in particular, that ethnic boundarieswithin a given
st at e érmtsepardtédepowerholdersromther e §’Thedefinitionof anational
identity, as LawrenceVale suggestsis fundamentallyconnectedo the recognitionof
nationalisnt® In termsof the constriction of architecturen captal cities, Vale perceives
it gev er nimerastin Pussuinginternationalidentitythroughmodernarchitecture
and planning @hile meetingthe demand of economicdevelopmentjs fi i reality a
productof the searchfor subnationalpersonakndsupianationali d e n“ Reflegtingd
on P e iGéasdLouvre andGermanHistorical Museum, it is apparentiow the building
contextsin capitals(ParisandBerlin) suggest strongreferenceo political symbolism
andthe role of architecturen connectionwith the government® The Louvre Pyramid
providesan essentialddition to the urbanstructureof centralParisasit redefinesthe
axis of the city, which extendedto La Défense and restats its capitalist power>!
Similarly, the original site of the GermanHistorical Museum the old Prussiararmaury,
contributedto the historical urban structureof the axis of central Berlin, once again
demonstratinghe role of architecturein the shapingof the historical urbanimage>?

B e r | histoical identity as the Prusian capital implies a military and cultural

47 ErnestGellner,Nationsand Nationalism ed. JohnBreuilly, 2nd ed. (Malden,MA; Oxford: Blackwell,
2006),1.

48 Lawrencel. Vale, Architecture,Power,and National Identity, ed. Hardy provenancérownstein(New
Haven:Yale UniversityPress1992).

49 1bid., 48.

0 As LawrenceVale definesthei e v o ¢ & e id thid.) 16/ 270

51 Rustow,ii T lExpansioroftheLouvr e. 0O

52 The originally proposedsite for the GermanHistorical Museumalso sustainedH i t | deeanifsthe
GreatHall.
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symbolism that had to be addressedn P e i e&tensionto the German Historical
Museum?®

In his discussiorof the historicaldevelopmenbf the conceptionofafinat i on all
i d e nin modgroBritain (more specifially definedby Mandler as England),Peter
Mandlerpointsout the need to identify the differencebetweemationalismandnational
identity. This is becausethe idea of i n a t ii a re altan thgomorate different
psychologicaland sociological attitudes of the community group In comparison,
i nat i o oaatefersorgpecific and historical conceptof group identity largely
developedn thesecondalf of thetwentiethcentury® While conductingcasestudieson
P e ima@ssunprojectsalthoughthesubjectschoserarescatteredn China,Germanyand
France the consideratiorof this thesisof the conceptionof i n at i d a athroughy 0
P e ia@hstectureneverthelessakesinto accounta distinctionbetweemationalismand
nationalidentity. To be morespecific,the first two projectsto be discussedelatemore
closelyto theideaof nationalismaswell asthedistinctionbetweera sensef nationalist
identityandnationalidentity, while the GrandLouvrefocusesnoreontherepresentation
of acontenporarynationalidentity of ParisthroughP e itr@nsformatiorof the Louvre.

Besidesconsideringherepresentationf specificnationalidentity of a projectin
agivenarchitecturatontext,P e ihybred culturalidentitymakest necessarto takeinto
accountherepresentatiorof P e ipérsonaldentity in theseprojects representedshis

signatureformsin theseprojects.The GrandLouvre providesa particularcasein which

53Vale, Architecture Power,and National ldentity, 22.
54 Peter Mandler, i Wh dst 6 Nat il adneanlt Definijiolis? and Applications in Modern British
Hi st or i MgderalmetiegtuaiHistory 3, no.2 (2006):272 82.
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onewitnesseshetensionbetweerP e icutwralidentity andthemanifestéion of national

identity in the urbanimageof Paris,in termsof race, languageandreligion, etc>®

The museum architecture

In the burgeoningdevelopmentof museumconstructionsglobally, the Grand
Louvrein particularis a significart internationalmussumlandmark® The examination
of P e ipfojectswill alsoto someextentcontributeto the historical and theoretical
researclonmuseunstudies’’ Thereadingof therepresentationf P e iidénsity, national
identityandcommuntiyidentity alsocloselycorrespondso the charactesticsandsocial
roles of museumarchitecturewhich canbe consideredrom threeaspectsfirstly, the
museumasa specificbuilding type secondlytherole of themuseumin thecity in terms
of its cultural, historical and pdlitical representatios; and lastly, the purposeof the
museaim concerninghe presentatiomndpresenation of time.

While consideringthe museumas a specific building type it is necessaryo
identify the differencebetweenan architectureand a building. Adrian Forty refersto
RolandB a r t hedigtiorsof the fashion systemwhich distinguishesclothing from
fashionto suggeshow architectureperatessa systenthatcompriseghe productionof
a building, the image (architecturaldrawing and architectural photography)and the

language(commentaryfrom architecturalcritics andthe architectsthemselvesy® As a

S Vale, Architecture Power,and National Identity, 50.

6 SuzannéMacleod,MuseumArchitecture:A NewBiography(Abingdon: Routledge 2013),2.

57 Victoria NewhouseTowardsa NewMuseumExpandeced. (New York: MonacelliPress2006),2i 10.
58 Roland Barthes,The Fashion Systemtrans. Matthew Ward and Richard Howard (Berkeleyand Los
Angeles:University of CaliforniaPress1990).
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constitutingpartof the architecturakystem Janguagédtself alsooperatesasa systemin
parallel to building.>® SuzanneMacleod considersthat the languageof architecture,
incorporatingcommentaryfrom architects but predominantlythatfrom otherreviewers
or architecturahistorians hasled to the tendencyi t limit museumarchitectureto the
activity of the architect,ignoring the institution andthe peoplewho usethe building, 0
which hasthusgenerated prototyped impressionof museumbuildings® Furthermore,
Macleodwarnsof the issueof incorporatingthe readingof architectureand museum
buildings,asthelanguagesurroundingnuseunprojectshasto someextentgeneratedts
ownversionof i r e adgainsthiabof themuseunbuildings.Thistendencynecessitates
aredefinitionof themuseumasaresultof culturalactivitiesandasaproductof thesocial
environment! Thus,my secoml argumenis thatin orderto further evaluatethe role of
museumbuildings asarchitecturejt is necessaryo incorporateconsideration®f both
the actualcontextsof the buildings andtheir connectiondo architecturalanguageAs
thethesiswill discusslater,the examinationof architectureandlanguagealsoopensup

the possibility of theoreticalapproacheso P e iprjects®? Reflectingon the readingof

Adrian Forty, Wordsand Buildings: A Vocabularyof ModernArchitecture(London: Thames& Hudson,
2000),13i 14.

%9 Forty, Wordsand Buildings 13.

80 Furtherto thedistinctionof therole of museunfrom merelythea r ¢ h ifitaer cctind@, stMacteodalso
providesa thoroughsummaryof the role of the museumasa building type. This includesits reflectionof

the stylistic discourseof architecture the designof a museumwhich involves the progressof modern
technologythe distinctionof architecturdrom art, andthe function of the museumasa cultural product
of everydaylife in the community.Ma c | etloodghtson the role of museumasarchitectureprovokes
discussionsof P e i nfluseumprojectsin social, cultural and architecturalterms. Macleod, Museum
Architecture 117 35; quotefrom 161 17.

51 Forty, Wordsand Buildings 13. Macleod,MuseumArchitecture 16.

62 RhiannonMason perceivesthat museumsas a cultural phenomenonhave beenevaluatedthrougha

variety of cultural theories.Theseinclude, for instance,Semioticsand Structuralism,Poststucturalism,
D e r r detandirsctivaliscussiorof Différance postcolonialdebatesn culturalidentity, Foucauldian
theories,andthe textualanalysisof museumobjects,exhibitions,museumspaceandarchitecture While

especiallythe i mu s @st e »agpachhasits impact,asit might haveovercomplicatedthe subject,
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P e iiderttity and the role of museumarchitecture the thesiswill examineboth the

culturalandsocialrolesof P e ibdildings,andthelanguageof the architecturesoasto

(@}
2]

further approacha more comprehensiveiew of the museumprojectsasnotonly P e i
desigrs that can representis identity, but also a building type which is specifically
developedor the purposeof museunmactivity.

One cultural role of museumarchitectureas Carol Duncanand Alan Wallach
pointout,is thatamuseums initially developedasatype of architecturamonumentor
ceremonialpurposesand standsas a representation of the state®® On the basis of
F o u c adisdudsiorsf theheterotopiaBethLord considersiowthemuseunactsasan
embodimentof the power and capitalisedcontrol of the state®* The public museum
consequetly playsanessentiatole in represeting nationalidentity andfunctionsasthe
agencybetweerthe public andthe state®® The Louvreis a projectthatattractsparticular
attentions.As Duncanand Wallach consider,the Louvre, as the pivotal exampleof a
museumhasnotonly incorporatedheearlyaristocratiaconographybutalsodeveloped

its cultural and political identity in contemporarysociety It is thus a symbol of the

Masonconsidersit neverthelessielpsreflect the complexity of museumstudiesand contributesto the
it heomatieodpmduyedin museumarchitecture.RhiannonMason, i Cu | tTheoradnd
MuseumS t u d in & £empanionto MuseumStudies ed. SharonMacdonald(Malden, MA; Oxford:
Blackwell,2006).

63 CarolDuncanandAlan Wallach,fi T WJgiversalSurveyMu s e uAm History 3, no.4 (1980).
84BethLord, i F o u ¢ Muséum :®ifference,RepresentatiorandG e n e a |Musgpymandl Society4,
no.1(2006).

5 Moreover,asMacdonaldperceivesmuseumsavebeenincreasinglycontributingto the representation
of transnationaidentities althoughmostlythroughartexhibitionsratherthanmuseurrarchitectureSharon
Macdonaldfi Mu s eNatronal,Postnationabnd Transcultural d e n t Museureasd,Sacietyl, no. 1
(2003).

For a brief discussionof the discourseof museumarchitectureseeMichaela Giebelhausenfi Mu s e u m
Architecture:A BriefHi s t m A @ompaniorto Museunttudiesed.SharonMacdonaldMalden,MA;
Oxford: Blackwell).
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civilisation of France®® To considerthe representatiorof identity in the contextof the
state my casestudieswill focus on P e iwdrk of public museumsin particular,the
significanceof the Louvre as a museumprototype underliesmy discussionof Pe i 6 s
transformatiorof the GrandLouvre in termsof its representatiorof culturalidentity in
contemporarygociety.

Furthermorethecharacteof themuseumasmonumentaérchitecturdinks to the
debateson the representationof architecturalmonumentalityin the discourse of
modenism. In herdiscussiorof postwar architecturaimonumentality SarahWilliams
Goldhagen perceivesthe shared characteristicsof postwar Western monumental
architecture,throuch which their connectionto governmentalintentions have been
strongly expressed ( fi tdisaairsivenarrativesof p o w e i adpparentlylarge scale;
clear, simple, geonetrically controlled forms; distinctivenessn the urbanlandscape;
imageability; and referencego architecturalp r e c e & &hedesharacteristicsalso
well fit into the categorisatiorof P e iatstectureAs it will be discussedater,P e i 6 s
strategyof combininglocal characteristicand historicaltraditionswith modernmotifs
andmaterialecessarilynvites consideratiorof hisarchitecturaldentityin thedebating
discoursébetweermodernityandtradition.

MichaelaGiebelhauseemphasisethatthe museumasa specificbuilding type

that hasonly existedsincethe late eighteenthcentury, plays a significantrole in the

% DuncanandWallach,i T WJaeiversalSurveyMu s e U467 68.
67 SarahWilliams Goldhagenfi Mo n u me im thaRiciotiayS t i ih ArghibecturebetweerSpectacle
andUse ed AnthonyVidler (Williamstown,MA: SterlingandFrancineClark Art Institute,2008),94.
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representatiorof historicaltraditionsandthe configurationof the urbanimage® Oneof
themosttypical caseshediscussess the Altes Museum built in theform of classicism,
which contributedto the cultural and political symbolismof Berlin in the nineteenth
century®® The discussionof the role of museuns in the urbanlandscapenecessarily
returnsto thespecificideaof nationalidentity, asdiscussedh theprevioussection While
the display of political influence dueto patronagejn termsof aestheticaand design
intentions,hasbeena prominentfeatureamongarchitecturalpracticesincethe 1980s,
this connectionis particularly visible in P e imuseumcommissionsEspeciallyin the
commissionof the Grand Louvre and the GermanHistorical Museum,P e i désgns
provokeconsideratiorof howtheycorrespondo governmentapatronagendcontribute
accordindy to theimageof theurbanlandscapeKennethFramptorpositionsthe Louvre
project amongthe architecturalpracticesof the 1980sin which the patronageof the
governmenplayedarole in the succes®f the constructior’? In termsof its urbanrole,
P e idésgnof the GrandLouvre fundamentallyservedthe expansionof Mi t t e r
GrandsProjets maikedby sometypical featuressuchasgeometridorms,avastamount
of glassusedandthe manifestemploymenbf steel.The commonfeatureof glasssurface
ledto Anthory Vi d | amalySisof how P a r nesa@rbanidentity of technologyand

modernity, highlighted by transparencysuggestsan intricate and oppositeimage of

% MichaelaGiebelhausenii | nt r o @he Architeotureof the Museumi Symbolic Structure,Urban
Cont eir fThe Ahitecture of the Museum ed. Michaela GiebelhausenManchster: Manchster
University Press2003),8.

89 Giebehausenfi Mus dumhi t B280.ur e, 0

70 KennethFramptonModernArchitecture:A Critical History 4thed.(London: Thames& Hudson,2007),
333.

randos
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translucencyand opacity’* The subsequenprojectfor Pei cameto be the extensionof

the German Historical Museum in Berlin, which, as Kathleen JamesChakraborty
perceives, correspondedto the patronageof the Christian Democratic naional

governmento supporta modernistapproachto representhe historical featuresof the

city, in oppositionto the Socialist Berlin governmeni sponsorshipf a postmodern
approactto preservehistoricalelements’?

Anotherpurposeof museumarchitecturas its stagingof the permanenpresence
of historyandtime,in contrasto thepassagef realtime:fi t &rahitectireof themuseum
hasremaineda strangelytimelessplacewhich hasdeniedits own participationin the
temporalp r o ¢ e’$Thedveo.examplesGiebelhausemrovidespresenttwo different
strategieso dealwith historyandtime: while in the Altes Museum the rotundafunction
asanagencyi bet we @& @& Inaad®d mu s ¢ u meetveenthe mundaneandthe
i d e theé NeursMuseumsuggest i ddegelianconceptof history: foreveronwardand
u p w a’f This ppesentationf timethusbecomesinaspecto considein P e iprdjscts,
not only becausef its significancein museumarchitectureput alsodueto the fact that

it hasbeenemphaisedin P e idésignstrategy DouglasMcBride suggestshe museum

"t Anthony Vidler, The Architectural Uncanny: Essaysin the Modern Unhomely(Cambridge:The MIT
Press,1992),217 25.

2 Moreover similarto thesituationin Francewheretherewasasignificantanti-foreignatmosphereuring
thoseyears,the constructionin Berlin relied on foreign architectsand Peiis an exampleof how foreign
and modern archite¢s have contributedto the new urban identity of a city that featureshistorical
symbolism.SeeKathleenJamesChakrabortyfi B e y tbeWall: ReunifyingB e r |in DehatthgGerman
Cultural Identity since1989 ed. Anne Fuchs,KathleenJamesChakrabortyandLinda Shortt(Rochester,
N.Y.: CamderHouse,2011).

" MichaelaGiebelhauseni | the Mu s e uRui@ssStagingthe Passagef T i m én,MaseumMaking,
Architectures Exhibitions ed. SuzanneMacleod,LauraHourstonHanks,and JonatharHale (Abingdon:
Routledge2012).

4 1bid., 238.
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is abuilding typewhich relateso the notionsof time andpurposeandamuseunis both
aplacefor collectiondisplayinganda socialspace’® In a similar way, Pei explainshis
designapproachasii a n a | ywhichevarksfordi aidealb a | a lbetweedthe three
aspectghat Pei considergo be the mostessentl in his architecturefi t i praeeand
p ur p Gls thisconcerntherelationshipbetweertraditionandmodernityreflectedin
Pe dnsiseunprojectsalsorelatego therole of architectureof incorporatinghistoryand

time in contemporaryrbanlandsape.

|. M. P ed miiseum achitecture: a reading of identity and

language

These questionssurrounding the unfixed nature of P e i idestity and the
signficance of museum architecturelead the thesis to look into P e i nbuseum
architecturghroughfour casestudiesof his projects.Thefour architecturacommissions
selectechaveincorporatedo differentdegreesll theseintricate aspectf the identity
of Peiandhis work, aswell asmuseumasa building type The sequenc®f examining
theseprojectsnot only takesinto considerationthe geographicalexpansionof Pe i 6 s
projects, but also engageswith different aspectsconcerningthe plurality of the
architectural, cultural and national identity reflected from each case. Overall, the
examinatiorof thearchtecturalcommissiongimsto identify the specificmanifestation

of P e ierdgagementith theseprojectsin their relative contexts,andtheimpacton the

5> DouglasMcBride,i Mo d e ramdthsMuseumR e v i s Netv@edmariCritique 33, no.99 (2006).
6 P@ andBoehm,Conversationsvith I. M. Pei, 133.
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understandingf the many versionsof identitiesof Pei andthe role of his museums.
Combining a hybrd cultural identity, postwar American national identity and post
Bauhausdentity, Peihasalso provideda uniqueexampleof developinghis versionof
the i nt e r s1ta it napderadndcontemporaryarchitecture.

Thethesisprogressewith its examnationin threeparts.Thefirst partfocuseson
therepresentationf nationalidentity, specificallyidentified in ther historicalcontexts,
complicatedby P e ihybsd culturalidentity andhis pro-modernistarchitecturaldentity.
The secondpartreviews P e imdiseumasa cultural productin the urbancontextof the
stateand meanwhile,a textual work of architecturewhich can be assessedrom a
theoreticalperspectiveThesetwo aspectsareincorporatedn the relationshipbetween
architectureandlanguagewhich will be addressedthterin the chaptersThe readingof
thebuilding bothasa cultural productin societyandasoneofthea r ¢ h ipto@uctioné s
connecs to the role of museumarchitectureand helpsrevealthe complexityof Pe i 6 s
identity andmuseumarchitecture.

In the first part readingarchitectureand nationalidentity, the thesiswill begin
from the Museumfor ChineseArt in Shanghai,one of P e i earlest projectsthat
demonstratedhis modernist backgroundand created a modernist identity for the
architecture asa responsdo a specific express®n of Chinesenationalistidentity. Pei
envisagedis modernmuseumas challengingthe architecturalcontextof the Greater
ShanghaPlan,a site on which the ChineseNationalistPartyhaddecidedto developan
architecturalstyle that could representa contemporarysenseof nationalidentity. Alex

Tzonisnoticesthatnationalismcanbe seenasan opposingstrategyagainstglobalisation
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in architectur€.’ In a way, the InternationalStyle can be usedto promotean idea of
nationalism,as Eva Eylersdiscussedn the caseof Alvar A a | tpradiicesin Finland,

which promotedthe establishmentf a modernistdentity thatsymbolisedhec ount r y 6 s
renewed social and political identity. ’® In light of providing an architectural
representationf nationalistidentity, P e iedvisagednuseumalsoconveyeda message

of constructinga new cultural andpolitical identity in China.

P e icamsnissionfor the extensiorto the GermanHistorical Museumreflect a
similar role of the museunto corespondo therepresentationf nationalism Beingthe
former museumof the GermanDemocraticRepublic(GDR) andthe previousPrussian
armoury thecurrentsiteof theGermarHistoricalMuseumnotonly recollectshetenson
betweerthe former EastandWestGermanyin termsof political andculturalideologies,
but alsoraisesa conern of how P e imdernstructurecorrespondgo the historical
significanceof the site, mostly conveyedhroughthe presencef the Zeughaug®

Both projectsconnectto the manifestatiorof P e ihybsd culturalidentity. The
Museumfor ChineseArt reflects his modernistidentity, formed from the review of
Westernarchitecturacriticism. However,it alsorepresent$is personalidentity asthe
museunmwasinspired by the Chinesegardenthat Peihas beenattachedo. The German

Historical Museumprovidesthe opportunityto delve into the more eclecticmodernist

" Alex Tzonis,fi N o breRse g i o n inlThesraticatCurrents: Architecture, Designand the Nation
(Nottingham: Trent University, 2010). Cite from RaymondQuek,fi Na t i oandArchigcture: An

I nt r od ind\ationalismand Architecture ed. RaymondQuek, Darren Deane,and SarahButler
(FarnhamAshgate2012),11.

"8 EvainEylers,ii C o n s t Natiandlldentity throughthe InternationalStyle: Alvar AaltoandFi nl and, o
in Nationalismand Architecture ed. RaymondQuek,DarrenDeane and SarahButler (Farnham Surrey,

England; Burlington,VT: Ashgate2012).

®WolfgangThéner,i Fr anfnA | iHestigP h e n 0 m®thefirPd eftthefy u t uOnthé@Bauhaus
Receptionn EastGermany,1945 7 0 GHl Bulletin Supplemen? (2005):121.
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identity of Pei, which neverthelessorrespondto thehistoricalimageof Germanyasthe
placewherethe technicaland formal experimentsof modernarchitectureoriginatedt®
More importantly,this eclecticmodernistidentity alsocorrelateswith the currentimage
of Berlin as a metropolitan city, with an urban and especiay, museum culture
constructedy internationakrchitect$?

The secondpart examinesP e | Giasid Louvre through the often-considered
relationship of architecture and language. The analysis develops through two
interpretation®f the languageof architectureChapterThree consides the languageof
architectureascomposedf readingsby not only architecturakritics, historiansandthe
architect,but alsoby the public. On the one hand,the languagesurrounding the Grand
Louvre correspondedo Ma c | eperdeptionof how theseexternalreadingsof the
architecturdhavenegativdy fixed theinterpretatiorof museunmarchitectureassolelythe
productionof anarchitect,which consequenthaffecedthe receptionof the project.On
the other hand, this processalso suggestedhe problematicrole of the museumas an
instrumentof the state This recalls the function of the museumas an architectural
monument.Goldhagenperceivesmodernarchitectureas representinga new type of
monumentalitythat of i mo n u me-aspiciorid dtilly 8 The contradictionbetween
thereadingof architectureasa still imageandthe receptionof a building by its usersis

particularlyvisible in the reviewsof the GrandLouvre, mostlyrepresentetbyJ e nc k s 6 s

80 Kathleen JamesChakraborty, German Architecture for a Mass Audience (London; New York:
Routledge,2000). BarbaraMiller Lane, Architectureand Politics in Germany,1918 1945 (Cambridge,
MA: HarvardUniversity Press,1968).

81 JamesChakrabortyfi Be ythe\Wwh | | . o

82 Goldhagenii Mo n u me in thesPictorial$ t i 102. , o
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fierce criticism of the ornamentahatre of the GlassPyramidsandP e iclais thatthe
glassroof of the pyramidsprovidesa sourceof light for the entrancehall anda senseof
historicalinteractionbetweerthevisitors(theintendeduserslandthemainfacade®f the
Louvre.However,in thepub | i rec@psonof the Louvre Pyramid,onecannevertheless
senseatendencyto readthe architectureasfi i ma Buehermorethe controversyover
the Grand Louvre neverthelesgelatesto the architecturaldebateson P e i déssgyn
betweermodernismandpostmodernisnthatconnectgo his architecturaidentity.

Forty pointsout thatarchitecturadrawingis a majorinstrumentfor the architect
to conveytheir languagé® Chapterfour consides the languageof architecturehrough
architecturablrawings alsothe mainarchivalresource®n the project This opensupthe
interpretationof the GrandLouvre from a variationof linguistic approachesf reading
architecture particularly through a deconstructiveapproachand by employing Peter
Ei s e n madmgofshearchitecturatiagramsEisenmaneadsarchitectureastextand
suggestghe autonomyof architecturemanifestedthrough the freedom of form and
spacé®* In a similar mannerthethesisconsidershatP e iam@tstecturadrawingsof the
Grand Louvre particularly presentthe intricate interactionsof architecturalforms and
spacen the processf developingarchitecturakconceptionsthe unfixed form of which
demonstratehow the museumcanbe understoodasa work of architectureMoreover,
the architecturedevelopsits meaningsas a systemof autonomybeyonda historical

context.Thisattemptprovidesanothemwayto approachhequestionvhichemergedrom

83 Forty, Wordsand Buildings 29i 41.
84 peterEisenmaninsideOut: SelectedNritings,1963 1988(NewHaven;London:Yale UniversityPress,
2004).
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Stron@ sommentconcerninghe extentto which P e iar@hste¢ure canbeindependent
of the shifting-ismsand thereforedistancedrom architecturacontextsandthe labelsof
architecturabtyles.

In thelastpart thethesisevaluate$ e ilatestproject theMuseumof IslamicArt
in Dohg as one that incorporateshe notions of architectureand identity, as well as
architectureand language.On the one hand, the understandingf the museumin its
historicalcontextnecessitatea consideratiorof thea r ¢ h i t presdntatioref bcal
identity. On the other hand, the building provokesconsderation of the relationship
betweenarchitectureand languagejn termsof the externalreadingsof theb ui | di ng 6
representatiorof Islamicidentity aswell asthe connectiorof the visuallanguageof the
architectureto P e idésgnfor the SuzhouMuseum. The link to the SuzhouMuseum
recalls P e i eff@t to explore his cultural roots in his designsthrough his own
Ai nt er 9tay Mawewdvarlthetwo versionsof the Orientalcontexts havingfound
theircommongroundin P e itw® grojects haveprovidednewthoughtsontheglobalised

image of museumarchitecturén contemporargociety®®

8 Edward W. Soja, PostmodernGeographies: The Reassertionof Spacein Critical Social Theory
(London;New York: Verso,1989).



Chapter 1  The Museum for Chinese Art,
Shandhai: modernity vs tradition, nationalism vs

national identity

In February 1948, the recently re-organised American journal Progressive
Architecture(P/A) celebratedP e igraduiatiorprojectatHarvardGSD(1946)in its latest
issue(Figurel).! Thetitle itself explainedthe building: it wasa museunof Chineseart,
situatedn ShanghaiChina.Thelayoutof thepagedistinguishedhea r t ititteltheodgh
theenlargedandcapitalisedvord MUSEUM from therestof the description This visual
arrangememeverthelessnpliedthee d i textraempghasi®onthearchitecturatype of
thebuildingasamuseunratherthanonthep r o j spexifictbcationin ShanghaiChina.

Thework wascelebratedy P/A, ascanbeseenfrom thebrief abstracfollowing
thetitle, which definedit asfi aaxcellentsynthesiof progressivalesignin additionto
providing a much-neededarchitecturalstatemenif a propercharacterfor a museum

today. 2P/A usedtheword i p r o g r t® desdribeR & i désign,a remarkthat also

! ProgressiveArchitecturewasestblishedin 1920asPencil Points In 1945,the journalwasrelaunched
underthe name ProgressiveArchitecture with the early issuestitled ProgressiveArchitecture Pencil
Points i P r o g rAga sshii vt éEhe®nline BRooksPage Universityof Pennsylvaniaaccesseduly 11,
2017,http://orinebooks.library.upenn.edu/webbin/serial?id=progarch.

2fi Mu s douChineseArt, S h a n gRragressiveArchitectureFebruaryno. 29 (1948):50.
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echoeshenameof themagazineAs i aexcellentsynthesis thescheméecomesrole
model of integrating Easern and Wesern elementsin architecture.Moreover, the
emphasion its immediateand essentiakelevanceto contemporarynuseumpractices
further confirmedthe significanceof P e idésgnin the ongoingtrendof international
modernism.

Theatrticle introducedP e idésignthroughimagesof thearchitecturamodeland
the plan, alongwith somedescriptiongprovidedby Pei. Therewasalsoa review from
Walter Gropius,who supervisedhe project. The imagesrevealthat the museumwas
conceivedthroughthe themeof a Chinesegarden.Gropiusprovideda brief accountof
the design processand explained how the project demonstratedan aestheticsof
architecturaimonumentality? The design,on the one hand, put forward a Westernised
conceptionof moderity and aestheticgpraisedby P/A as a proponentof American
modernismOntheother, it alsocorrespondetb animageof architecturamonumentality
promotedby AmericanandEuropearspokesmersuchasHenry-RussellHitchcockand
Gropius,of representingraditionthroughmodernstructures.

However,a closerlook at the article revealsthat the modernistinterpretationof
the project, dominatedby the modernistconceptionof postwar architecture,was
incompleteOnereasorwasthatG r o p ielabsratierof therepresentatiorof traditional
Chinese characteristicswas establishedon a position only advantageoudo the

modernists,which meansthere were limitations when identifying the essentially

3 Ibid., 52.



48

historical charactes in architecturalrepresentation Furthemore, it was also because
important considerationsof P e i pdesious experiencein China, andthepr oj ect 0 s
contributionto architecturatievelopmenin China weregenerallyomitted# In effect,the
specificarchitecturatontextof the Museumfor Chine® Art revealsthed e s i rgleob s
meditating betweenthe architectural representationof nationalism and modernity,
intentionallyor unintentionallyomittedby P/A.

This chapter proposesthat P e i design incorporates two versions of
interpretationspnerelatingto theperceptiorof postwar modernisidentity andthe other
with the symbolism of modernity in China, which was dismissedby the Western
dominatedmodernistperspectiveConsideringthe specific locationof the museumand
P e idégs@iption®f thedesigntheprojectrevealsts contributionto thestrugglingstatus
of architecturalsymbolismof nationalismand nationalidentity in China, inextricable
from thecomplicateddevelopmenbf colonialandpostcolonialrchitecturen Shanghai.
Looking throughthis perspectivethefi w h iwallebecomesan intermediateelementof
ChineseaarchiectureandWesterrmodernismandnolongeranimpedimento modernity

andmodernisationn China.Furthermorethereadingof thedesignin view of P e iovins

baclgroundalsosuggeststs role in representing®ei8 architecturaldentity.

4 Barry BergdollargueshatP e irepresentationf tradition correspondedvith MarcelB r e ureseaich
on Americantraditionalismin New Endand architecturethoughPeiconsideredis projecta challengeo

the InternationalStyle that GropiusandBreuersupportedSeeBarry Bergdoll, i IM. Pei,Marcel Breuer,
EdwardLarrabeeBarnesandthe New AmericanMuseumDesignof thel 9 6 (nsA,MadernistMuseum
in Perspective TheEastBuilding, NationalGallery of Art, ed.Anthony Al ofsin (NewHavenandLondon:

NationalGalleryof Art, 2009).
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To further evaluatepossibleinterpretationsof P e i désgn,this chapterwill
addressthe complex relationships between nationalism and the representationof
modernityin four parts. Firstly, it will examineP e idésignfrom the perspectiveof P/A,
which emphasisedhe Western attributes of the project. The design offers strong
referenceso themodernisprojectsof Le CorbusiemandMiesvanderRohe,andsuggests
apositionalignedwith a typical postwar Americanidentity® The secondpartquestions
the extentto which this Westernperspectivecan be an exclusiveway to interpretthe
architecturabndcultural contradictionsn P e idésign.To do so,the chaptedooksinto
the review of Pei and his projectby Gropiusand P/A. The third partinvestigateshe
architecturalcontextof the designin Shanghanot consideredby P/A. This allows the
chapterto focus on the envisagedarchitecturalsettingof P e imiuseumin Chinad so
distancedfrom Western attention that it was not acknowledgedby the American
modernistsThis revealstherole of the building asanimplicit challengeto the existing
architecturasymbolismof Chinesenationalism Finally, the fourth partwill discusghe
textualinterpretatiorgivenby Peihimself,which bringsout anotherinterpretatiorof the
projectasarepresentatiornf P e ipgrsonaldentity. Albeit thiswasP e ifirét sonception
of amuseumijt already demonstratetherole of architecturan interveningbetweerthe
stylistic debateson architecturalmonumentality.The project revealsits intermediate

posiionin differentdimensionf temporality,placeandpurpose.

5 This pointwill laterbefurtherexplainedibid., 111.
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1.1 The Museum for Chinese Art

Thefirstimageof P e imaseunwasaphotoof thearchitecturaimodel,covering
amost half the first page(Figure 2). This imageprovideda distinctivelook of the very
modernistcharacteristicen P e idésign.The building is presenteds correspondento
Le Co r b u Eive®aints en Architecture® One of the mostevidentfeatureswasthe
combinationof the pilotis andaflat roof, echoingthe approactihatLe Corbusiemsedin
theVilla Savoye’ Theopenstructureof thefront of thebuildingsuggestethefreedesign
of the fagade, independentfrom the structural function of the supporting pilotis.
Furthermorethe front view of the modelpresentedin absencef supportingwalls and
the openspaceof theinterior, correspondingo the principle of constructinga free plan
The perspectiveof the photo produceda visual effect that the pilotis, seenthroughthe
openingf theceiling, weretransformednto the mullions of the horizontalwindowsof
the building. The openingon the ceiling provideda view of the internalgardenthrough
the top, which to someextentalso assimilatecthe roof gardenin Le Co r b u Eiveer 0 s
Points. The entrancewas coveredby a modernportico and connectedoy a modernist

slopeleadingto the openinterior of the courtyard.This was also reminiscentof Le

6LeCo r b u Bve pomtdom architecturewritten in 1926,include: The supportsthe roof gardensthe
reddesigningof thegroundplan;thehorizontalwindow; freedesignof thefacade SeelLe Corbusierfi Fi v e
PointstowardaNewAr ¢ hi t m rogzamsand Manifestoedn TwentiethCenturyArchitecture ed.

Ulrich ConradgCambridgeMA: TheMIT Press;1970).

" Trevor Garnhamperceiveghat the designof the Villa Savoyealsowell demonstratede Cor busi er 0 s
statementhat fi Ahouseis a machinefor living in, &eenfrom the machineform and structureof the

building. The machinelike building is situatedon a naturallandscapewith a drivewayfor cars,another

symbol of the machinefacility. Trevor Garnham,ArchitectureRe AssembledThe Use (and Abuse)of
History (New York: Routledge2013),121.
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Corbws i eacoricsamp,asseenin, for instancetheinternalslopeattheVilla Savoyeor
the externalpassagef the CarpenteCenterat Harvard(1962).

The designof the structurewas also visible in two more photoswith views
overloking the modelfrom above(Figurel). Theyclearlypresentedhe architectureas
a flat-roofedcubic structure with manyopeningsasymmetricallyarrangedo revealthe
interior court. This arrangementvas also presentin anotherof P e idésans, for the
competitioni ARealisticHouseFor A Family in Ge o r (1948)0which receiveda
mentionfor its appearancandstructure especiallywith the employnentof theinterior
court(Figure3).® Theappearancef the courtyad andtheblock-like layoutof thehouse
isalsoreminiscenbf Mi e planfer the CourtHouseProject(1945 46) andthusfurther
indicatescongruitywith a Westerndesignprototype(Figure4).

P/A provideda shat descriptionof the designbetweenthe two model photos
(Figure1 Righ)). The museumwasintendedto replaceaniii na d e t| u a tingher e 0
Civic Centreof Shanghaithe plan of which wasfinishedin 1933, with the intentionof
i b ef thedighitpajS h a n ¢ fhe structurewasdesignedo be a cubedtwo-story
galleryspacedn corcrete.The entrancas situatedhalfway betweerthe upperandlower
levelsof the building, which suggestedhe structurewasbuilt half beneatthe ground*°

This, aswritten in the descriptionwould makethe structurelower thanthe surrounding

8 i ARealistic House for Georgia: ProgressiveArchitecture Ri s hnd Co mp e t iPtograssive 0
ArchitectureAPencilPoints27, no. April (1946).

%A Mu s douChineseAr t51.0

10 The placemenbf thefloor level beneatithe groundwaslater bestknownin Mi e de8ignof the Neue
Nationalgalerie.
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buildingsin the Civic Centre.The building surfacewas thereforeentirely coveredby
marblesoasto eliminatethe disadvantagef the height,andto fi e n h theptasic and
sculpural qualityof thes t r u é!fTheenghasi®n the sculpturaleffectof themarble
neverthetsscoincidedwith thatof the BarcelonaPavilion!?

The architecturalplan of the museumpresentedhe arrangemenbf the inner
galleries, along with short descriptionsof the designin P/A. The Lower Floor
undergroundeaturel a Chinesegarden extendingthe museunspacerom the centreto
thewalled courtyardlocatedat therearendof the building (Figure5). In his description,
Peisuggestedi t traglitional Chinesegardenis literally a gardenof w a | 1 Bhustwo
themescanberecognisedThefirst wasthatthe Chinesegardenconnectedeachpart of
thearchitectureThe secondvasthatthe walls wereconstuctedasanintegratedpart of
the Chinesegarden.The teapavilion and naturalplantswere also part of the integrated
Chinesegarden.William Curtis suggestghe designof the Villa Savoyeprovidesthe
possibility of different viewpoints!* Similarly, the design of the courtyard created
multiple viewpointsontothe Chinesegarden.As P/A furtherquotedPei: i T hbuilgling
is sunk half a level below groundin orderto createwalls for the main gardenwhile

permitting a view into it from o u t s'P The insie and outside were to be fully

1A Mu s douChineseAr t51.0

12 KennethFramptonfi Mo d e ramdTraditionin theWork of MiesVanDerRohe, 1920'1 9 6 @ Miés
ReconsideredHis Career,Legacy,and Disciples ed. RobertV. Sharp(New York: The Art Institute of
Chicago; Rizzoli InternationalPublications)nc., 1986).

BB Mu s douChineseA r t50.0

14 Curtis,ModernArchitecturesince190Q 280.

5/ Mu s douChineseA r t50.0
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connectedby the openingsin the roof, facade and interior, creatinga full visual
experiencef flowing space.

Theplanof the UpperFloorindicateshatthe exhibitingroomswerearrangedy
collectiontype suchasbronze,clay, paintingandcalligraphy(Figure6). ltemsin eat
roomwerethendisplayedn chronologicalrder. The Chinesegardenpartitioned,while
alsoconnectingtheinnergalleries Naturalelementsuchaslotus,bamboosandflowers
werescattere@roundthe garderandtheteapavilion. As Peiexplainedthis arrangement
would helpthe collectionsto bei b aispiayedin surroundingswvhich arein tunewith
them, surroundingswvhich incorporateas muchas possiblethe constitutingelementsof
naturalbeauty ® The presentatiorof nature,asPeiindicatedin arathernonmodernist
manner,also correspondedo the themeof a Chinesegarden,becauséi a forins of
Chineseartaredirectly or indirectly resultsof a sensitiveobservatimofn at d'r e . 0

In thedescriptionof the sectionplan, P/A explainedhis very specificinstallation
of theTeaGardenafeatureusuallysituateceitherin amarketasasocialplacefor people
of differentclassespr aroundemplearchitectureasavenue for intellectualconversation
Pei suggestghe Tea Gardenrefersto tea housesin Chineseculture, not necessarily
affiliated to any specific context, e.g., a tea pavilion in the ChineseGarden?!® By
arranginghe TeaGardenn themuseumPeiexpresedhis designintentionto i m a thee

institution a living organismin the life of the people,ratherthana cold depositoryof

18 Ibid., 51.
17 Ibid.
18 |bid., 52.
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ma s t e r {¥ The pupaseoftarrangingthe very specific themeof the ChineseTea
Gardenthus correspondedo the modernist aspimation towards postwar American
building, asfurtherimplied in the sectiondrawing

Thesectionprovideda view of the functionalconstructiorof theinternalgallery
spacelooking throughthe two-story structue andthe Chinesegarden(Figure 7). The
designsuggestedhe gallerywasan openspaceacrosghe upperandlower levelsof the
building, connectedothto the courtyard of the museumandthelong corridor. The roof
level was constructedin modern materials of marble venee, sand and concrete
consolidatedn a slabandwith acoustigpanelsinstalled The groundlevel, presentinga
sensef firmnesswaslayerby layerconstructedy aslab, materialsof tile, concreteand
cementmortar with a marbletile finishing. While the useof marbleon bothinterior and
exteriorsuggeste@rchitecturamonumaetality, asPeiclaimed,it alsocreateda sensenf
consistencyn theemploymenbf constructingnaterials?®

On view in the sectionwere three iconic Chineseobjectsthat manifesed an
emphasi®n ChinesecharactersThebottomleft of thesectionfeaturedabronzeBuddha
bust,to theright of which wasa statueof Lao Tzuriding a buffalo. In the backgroundf
the sectioncan be seena large embroideryof a Chinesedragon(Long) that createda

spdial division from the ceiling. On the left side the Buddhasignified a relationship

191bid.

The ChineseGardenmentionedhererefersto a type of Chinesearchitecturewhich thusincorporateghe
generalideastowardsa Chinesegardenform, but meanwhiledistinguishedrom any specificgarden.The
chaptewill furtherdiscusghearchitectureof the ChineseGarderandP e irefesenceo aspecificChinese
gardenin sectionsl.2and1.3.4.

201bid., 51.
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betweenthe wall andthe floor. Ratherthan simply beingdisplayedas artworks these
objectsaltogethercreatedan impressionasif beingdesignedas pat of the spaceand
functionedfor the creation andseparatiorof space Thefiguresbeneatithe embroidery
andat the far end of the aisle (the next exhibiting room), in typical traditional Chinese
costumesindicatedthe scaleandheightof the interior while suggestingree movement
in thespace.

Overall, the multiple displaysof objectsoriginatingfrom Chineseculture, with
the buildingés connectionto the Chinesegarden,provided a strong representatiorof
Chinesesymbolism.However,the installationneverthelessuggested resemblancéo
Mi e prdextforafi Mu s dovaBmallC i tinyl643,indicatingthed e s i apparérg
modellingon a Westernmodernistprototype(Figure 8).2 Mies envisagedhe museum
asanideal butaso presumablyractical proposafor thefi a r ¢ h iof 184 tonthee
occasionwvhentwentythreearchitectsjncluding Louis KahnandMies, wereinvited by
two AmericanmagazinesArchitecturalForumandFortung to envisageanidealcity in
postwar America.?? Different architects contributed to different segments of

infrastructure,including, for instance library, city hall, museumand office buildings,

21 JoshConrad,i ALook atthe 1948Publicationof I. M. P e iCéllageRenderingpf Museumfor Chinese
Art, Shandpai ( 1 9 4i% AmericanArchitecture(The Universityof Texas,2001),3i 4.

22 The prototypeof this ideal city was SyracuseNew York. Mi e sndssumdesignwasinspiredby the
thesisprojectof GeorgeDanforth,oneof hisstudentatlIT. Mi e mudssundesignreflectedhis previous
interestin the compositionof i ¢ o n t iflaonaondwosf planedeadingto anopenh o r i Agitrcanbe
noticedfrom the illustration, Danforth also delineatedthe drawingsof the design LeventOzler,i 1 9 4 x
9/11: American Architects and the Ci t pexigner, July 4, 2011 accessedSeptember6, 2017,
https://lwww.dexigner.com/news/2332Bhyllis Lambert,i Mi kB sime r sin Mies,indAmerica ed.
Phyllis Lambert(Montréal:CanadiarCentrefor Architecture;New York: Whitney Museumof American
Art; Harry N. Abrams,2001),426i 9.
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which helpedi r e d arbancoremunitylife andthe relationshipbetweenarchitecture
andurbanplanning %8 In the proposal Mies emphasisetiis designintentionto createa
museuntor the enjoymentof the community,realisedthroughthe designof the garden
in thecentreof thebuildingto eliminatefi t baeierbetweertheartwork andtheliving
commnu n i ih Aadoblebackgroundor thecivic andculturallife. %6

Not only in terms of design philosophy did P e i sehemepresentevident
resemblancew the conceptdMies hadinitiated It alsodid soin theaspect®f structure,
materialsandthe formation of spaceP e iedmhasion the socialisingandentertaining
purposeof his teapavilion, which wasfor peopleof differentclassesechoedvhatMies
suggestedo createa cultural backgroundsharedby the whole community as quoted
above To achievethis connecton with the entirecommunity,Peidevelopecis scheme
aroundthe themeof the central courtyard,while Mies also positioneda gardenas a
primaryelemento bridgethe gapbetweerartworksandvisitorsfrom both aesthetiand
cultural consider#ions. In his gallery design Mies presentedn openspace composed
by themodernistelementsf a floor slabandaroof plate?® The structurewassupported
by steelroof trusseghat minimisedthe useof columns?® P e idétaleddescriptionsof
thematerals of theslabsfor hisroofedstructure supportedy themainframe,theplinths

of which suggestedts role asthe maincolumnsof the building, neverthelessonveyecda

23|n the realistic contextof AmericanarchitectureMi e scBesnecameout whenmuseumarchitecture
hadnot yet fully begunto thrive, asBarry Bergdollrecognisedhe museunmboomin Americaonly came
in the1960s.0zler,fi 1 918 k 1HBergdoll,i P BieyerandBar nes . 0

24 M esmfor the Small City, MiesVanDerR o h &heArchitectureForum5, no.78(1943):84.

25 |bid.

26 paulineSaligaandRobertV. Sharpji F r thehandof Mies: ArchitecturalSketche$rom theCollection
of A. JamesS p e y Artrinstiéuteof ChicagoMuseuntStudies21,no. 1 (1995):56i 69, 77 78.
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similarideaof modernmaterialsto createa largeandfree spacefor exhibiting usesand
for alargegroup.

In termsof the gallery settings,the sectionof P e ilabge gallery particularly
conveyeda visual equivalenceo the interior perspectiveof the Museumfor the Small
City, which alsoindicatedthe spatialcompositionof the artworks againstthe structural
supportof thebuilding (Figure9; Figure10). Thespatialcombinatiorof thetwo Chinese
bronzestatuesandthe Longembroiderycorrespondedvell to the photomontagesf the
interior space, constructedhroughthe displayof AristideMa i | $colptudesof Etude
PourLe Monumenta Cézanng1912),L 6 A c énchaimé€1908)andNight (1909),Paul
K1 e E€dosrful Meal (1928),and PabloP i ¢ a gantng Guernica(1937)?’ Mies
specifically suggestedhe extra function of P i ¢ a $gemi@aas part of the spatial
structureasafreestandingvall thatdividesthespace?® P e iusieaf theartworkssimilarly
presentedhe ideaof spatialdivisionsandthe senseof artworksbeingpart of the open
architecturabpacé?® In addition,the openingsn theroof ceiling of Pe i rboslelechoed

the openingsn theroof ceilingsof Mi e de8ignwhich providedthe light accesgrom

27 This kind of photomontagéhasappearedn otherof Mi e projects,suchasthe interior view of the

living roomof the ResorHouse Project,which featureK | e jgaiinttng,andthe GeorgSchaefeMuseum
Projectin SchweinfurtGermany(196Q 63),in whichaphotomontagef theliving roomincludesMa i | |
L 6 A c enchainéeThenextchaptemill discusshowthe Museumfor a Small City becomes prototype
in Mi e aréhidecturaprojects.In contrastdespitethe resemblancef P e iMaiseumfor ChineseArt to

Mi e sné@dsrnistconception,it did not necessarilyjbecomea standardise@dpproachfor other projects.
Interestingly,while Pé employeda typical moderniststrategyfor a museunin China,in the commission
of DHM in Berlin, where modernismhad its architecturalfi r o, oBt esi résgonses not an entirely

modernistschemeput ratheronethat correspondso the role of the museumin contemporarymage of

Berlin.

20zler,i19@8k11. 0

2% Ludwig Mies van der Rohe,i Mu s ean anSmall City Project (Interior Perspecti e )1944 1943,

accesse@017,March 16, https://www.moma.org/collection/works/777?locale=en.
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the outside.By employingglasswalls in the interior, Mies createda visual connection
betweenthe internal galleriesandthe gardencourt® A similar effectin P e imiseum
was evidentfrom the visual connectionof the internal space as seenfrom the section
plan.

The Museumfor the Small City reasonablycorrespoded to the architectural
backgroundof postwar American city construction The use of the steeltechnique,
widely demonstratedn other projectsof Mies in Chicago,was a recognitionof the
Americansteelindustrythatneverthelesechoedvith thesenseof Americanidentitythat
Mies had obtainedsincehe left Germany?! As discussedbove the openand flowing
spaceof the Museumfor a Small City wasalsorealisedthroughthe applicationof the
steelframe, which thereforecorrespondedo the architecturalcontextof the postwar
Americancity of thefi 1 9. 48xe imbdelling on the Museumfor the Small City thus
respondedo this modernistand postwar Americanarchitecturaidentity. However,in
termsof constructionmaterials,therewas one variation which suggestea lesslikely
sensef industrialtechniquesthelayeredelementsarefullydepictedn P e isdéttioonof
thegallery,from marbleveneersandandgravelto concreteandslab,if notimplying any
symbolismof Chineseclementsin effectfeatureda distancerom theindustrialconcept
of the steelframe.

Overall, this intentional resemblanceof P e i Museum for ChineseArt in

Shanghaito the Museumfor the Small City in a postwar American city certainly

%A Mu s donthneSmallCi t y. o
810zler,i1 9@k 11. 0
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indicatedtherole of the designasa variationof the InternationalStyle 32 It presentedhe
prospectof using a modenist languageto transform Chinesethemesinto a possible
architecturalform to be built in China. P e i niuseumactually coincided with the
Americanconceptualiseddea of postwar architecturalmonumentality,althoughthe
projectitself wasenvisagedor Chineseart andsituatedin China.However,this strong
modernistvocabularyled to the exclusionof the Chinesecontextof the projectin its

discussiornin the Americanarchitectiral press.

1.2 The architectural language defined byWestern

modernists

Of equalimportanceto the architecturalmodel and plansof the projectwas a
reviewof theprojectby Gropius displayedchextto the photosof themodel,whichfurther
supportedthe effective result of the modernistapproach(Figure 1).3® Gropius, who
supervisedthis project, greatly acknowledgedthe emergingdebateof tradition and
modernismHe praisedP e ipijsctfor integratingfi b a tsaditonalf e at with& a 0
progressiveconceptionof design ¥ While rejecting the pure imitation of iby go n e
aesthetidorms, Gropiussuggestedhe modernistf r e sfor &aditioné hasalways

meantthe preservatiorof the essentiatcharacteristiso reflectingthe i e t ehahitsaofl

32 Thetermwasinventedby Henry-RussellHitchcockand Philip Johnsoron the occasim of the Modern
Architectureexhibition at Museumof ModernArt in 1932.Henry-RussellHitchcockandPhilip Johnson,
ThelnternationalStyle(New York: W.W. Norton,1995).

33 Thefull textof Gr o p ireviewdsseAppendixA. i Mu s douChineseA r t52.0

34 1bid.
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thep e o pAinghedaseof P e idésign Gropiusreferredo thepureimitationof bygone
formsby way of thefi s u p e rappiicatior®flidC h i matifs & formerp er i and s 0
somecontemporarypuildingsin Shanghat® Theresultof thispositonwasP e iddtision
to utilisef t baeeChinesewv a |ahdéthei s mgatdénpatio, which Gropiusidentified
asfi t \eternalfeatureswhich arewell understoody everyChinesdiving, asthetwo
central themesthat representedi t Ithearacterof Chine® architecture ¥ Gropius
concludedhis assessmentith thejudgementhatP e iprdjectwasrepresentativef the
entire Harvard Design faculty, fibecausewve thoughtthat herea modernarchitectural
expres®n onamonumentalevelwasr e ac¥ed. 0

Gr o psipigpsiidtingof therepresentatioof architecturamonumentalityas the
essentialcriterion for modern architecturaldesign might explain the reasonfor his
welcomingof P e iséhemeasit preciselyreflectedand emphasisedhe aestheticof
architectual monumentalityhatmodernistsvereseekingn theircontemporaryractice
Thetime of thepublicationof P e iprojectalsocoincidedwith thesymposiunfi | Search
of a New Architectural Monumentality dnitiated by the Architectural Review to
encourag a modernist discussionof monumental architecture. Proceedingswere
publishedin the Septembeissueof the magazinen 19483° Among the speakersvere

Henry-RussellHitchcockand Walter Gropius, both of whom expresed opinionson the

35 |bid.

36 |bid.

37 1bid.

38 |bid.

3% GregorPaulssoretal.,i Sy mp o Is Baanchof aNewMo n u me n tAHitéctursl Retiew104,
no.621(1948).
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conception®f monunentalarchitecturespecificallyin the contextof postwar America
thatidentified their modernistpositions.

Hitchcock suggestedseveral characteristic§or a broaderrecognition of the
conceptof A mo n u,mamatutling architecturaldurability and the visual effect of
solidity, immovability andtherhythmiceffectof thestructure aswell asa sensef unity,
which help createan awarenessf identity amongthe audienceé® AlthoughHi t c hc o c k 6
claim for architectural monumentality identified some essentl elements of
monumentality,it was in the end a statementrepresentinghe position of a typical
modernist,as Goldhagenpoints out, Hitchcock excluded for instance referenceso
historyandtradition,andthe useof preciouselements'!

Gropiusindicatd his modernistpositionmorestraightforwardlythanHitchcock
by totally breakingwith the architecturalprinciples fi i the past ¥ Therefore, he
consideredispiritual greatness eatherthan any physicalor materialforms, to be the
essentiablementof anarchitecturamonumentjn additionto themonolithicappearance

of the structure®® Gropiuscalledfor creativeart from fi t medernma nadafihi gher

401bid., 123 25.

41 Hitchcockespeciallyopposeshe practicesamongtwentiethcenturyarchitectsof simulatingtraditional
andhistoricalforms which only createa false senseof monumentalityModernarchitecturepn the other
hand,emphasisefinctionality of the constructiorandthereforeproducesa building thatcanlastonly one
to two generations.

Garnhanygivesa generalaccountof the modernistdiscourseknownfor its oppositionagainsthistoryand
tradition (exceptLe C o r b u switehing@atsitudesbetweenmodernismand history). The International
Style wasdevelopedasthe mostrepresentativéorm of modernarchitecture.

Goldhagenfi Mo n u me im thePictortal t i 89190. Garnham ArchitectureRe-Assembledl1 02 29.
William Curtis,Le Corbusier:ldeasand Forms(Oxford: Phaidon;1986).KennethFrampton]e Corbusier
(London:Thames& Hudson,2001).

“f Mu s douChineseA r t52.0

43 Paulssoretal.,ii | SearclofaNewMo nume n 12l i t y, 0O
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s p i r productohaadf a&igherform of civic life, i contrastto the staticsymbolsof
the pag, ashetermedfi t pseudemonumentalisnof imitative eclecticism %6 Gropius
hadrejectedheideaof eternity,statingfi t hignoseichthingasfinality or eternakruth *®

Theseconcernsaboutarchitecturaimonumentalityare worth readingalongside
hisreviewof P e idésign.Thereadingofthei e t & reraa laf Chinssecharacteristics
in P e iséhemewas itself contradictoryto the claim on architecturalmonumentality,
publishedin the Architectural Review fi f onodern man has made the important
discoverythatthereis no suchthing asfinality nor eternalt r u“t Iha sinilar manner
to that suggestedn the Architectural Review Gropiusrejectedthe traditionalforms or
featuresof Chinesearchitectureand only equatedhe themesof the Chinesewall and
garden with the monumental vocabulary of Chinese character becauseof their
coincidencewith Westernmodernism Neverthelessgoncerningthe modernistattitude
of the review, Gropius might have to some extent avoided evaluatingthe Chinese
symbolisnin P e ipr@jsctin historicalterms

Morespecifically,Gr o p iassesgimentf thel b eChiresev a lahdthefi s ma | |
garderp a t reflecbedanattemptto imposea modernistreadingon Chinesearchitecture
rathe thanreferencingpreciselythe features of tradition. (In otherwords, the claim of

thefi e t e wasquédstionable As will bediscussedaterin thechapteroneof themost

44 1bid.

45 |In addition, Gropiusproclaimedthe designpracticesthroughcollective effort, which wasnevertheless
reminiscentof Gr o p iowrspdeferenceof architecturalcollaboration,which was actually a modern

concep especially suitable for office culture. Ibid. Michael Kubo, i T hAnxiety of Anonymity:

Bureaucracyand Geniusin Late Modern Architecturel n d u gpaperprésentecht the ACSA Annual

MeetingSanFrancisco2013).

6 paulssoretal., fi | SearchofaNewMo nu ment2¥l i ty, o



63

distinguishablecharacteristic®f Chinesearchitecturds the employmeniof ornamental
structuresndbright colourson certainconstructingelementsThemosttypicd examples
arefoundin imperialandreligiousarchitecturewhich usuallyfeaturedthe lavish useof
colour on the surface of architectural constructions and carved decorationson
balustradesstepsand walls. Thesecharacteristicdrom traditions were preservedn
Chinese architecturecontemporarywith P e ip&@dicein the 1940s.In this regard,the
modernistrejectionof thesetraditional elementsgxceptthe bareChinesewall andthe
gardenpatios,wastoo universalto completelyrepresenChinesesymbolism Moreover,
whetheror not the baregardenwall andthe small gardenpatio canfully representhe
characteristicef the Chinesegardernremainedjuestionablesincehavingornamentation
on architectue, suchaspiercedChinesewindowsin the Chinesegardenwasitself part
of Chinesep e o plivirg &Gtgle.

On this account,Gropiusseemedo prejudgethe modernistfeaturesof Chinese
architecturerather than thoroughly exploring the representationof tradition. The
emphasi®n the barenes®f the gardenwall wasreminiscenof the unornamentedvall
favouredby modernists.Indeed,the wall structureexistsas an essentialstructurein
ChineseGardenarchitecture which can be distinguishedfrom the walls for imperial
palacesand courts, local courtyardhousesor the renownedChinesewalls. However,
althoughthe walls of the ChineseGardenarewhite, they can neverbe fully considered
asfi b a hefunction of thewhite gardenwalls with greytiles, aspointedoutin Maggie

K e s wiTodChireseGarden is to providea backdropto silhouettethe plants,suchas
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bamboos,to createa harmonioussenseof naturalnessn the garden.Walls are also
decoratedvith piercedwindowsof articulatedshape®r moongates asdoorsin orderto
createanimplicit view to thenewcourt*’ Someindividualwallsin a Chinesegarderalso
presentwavelike stylesto achievechangesn beautyby variousheights.In this sense,
thewallsin a Chinesegardencannotbe simply categoisedasiibae, sincefi b a wadiso
would be ableto presenno specificChinesearchitecturafeatures.

Furthermorethe white wall, combinedwith the grey tile, only functionedasa
part of the Chinesegarden.This is becausethe structure only contribued to the
architecturewnhile interactingwith othernaturalelementsuchasbamboos]otus,rocks
andrivulets, aswell assmall gardenpatios,aspresentedn P e ilo@ver andupperfloor
plans® This essentiainteractionbetweenthe artificial landscapeand the architectural
structuregor thecompletemeaningof the Chinesegardensuggestedthoroughdifference
betweerP e idésignandthe Museumfor a Small City as in the former, naturewasan
indispensablgart of the architecturdtself. This relationshipbetweerthe gardenpatios

andthe naturalsurroundingsvasalsonot fully consideredn Gr o p ianalyss@hich

47 MaggieKeswick,Ali sonHardie,andCharleslencksTheChineseGarden:History, Art and Architecture
(London:Franced.incoln, 2003),134.

48 However,animportantfeaturethat had not beenpresentedn the projectwasthe useof greytiles upon
thewhite walls. Peihimself musthavenoticedthis problem,asin his later projectsfor the campusdesign
of theHua TungUniversitycommissionedinderGr o p iTheéréhigectsCollaborative(T.A.C)in 1948,
the designof individual courtyardsand patiosof white walls havebeenconbinedwith greytiles. In the
later commissionof the SuzhouMuseum, Pei has intentionally added grey roofs and tiles for the
architectureMoreover,in the FragrantHill Hotelandthe SuzhouMuseum Peialsousedpiercedwindows
in his architecture anotter lessrepresenteelementin his graduationprojectat Harvard.PaulRudolph,
fi Wa | GropiusEt SonEcole Walter Gropius,the Spreadof anl d elag Ar c hidtdeawt w®R®@ d 6 h u i
no. Speciallssue(1950):26i 9.
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suggeste@n incompleteevaluationof the meaningand effect of employingthe garden
formsto rendera Chineseartmuseunin China.

While this modernistposition itself was already problematic as regardsits
exclusionof traditionalelementsG r o p ireniesm@lsoomittedthe consideratiorof the
architecturan its given context specificallylocatedin China,which wasanimpression
also reflectedin the point of view of P/A. Likewise,thisfi We s t e readingoéREi0
andhis projectis visible in a shortbiographyof Peiprovidednextto Gr o p irewiewd s
To someextent,the descriptionof Peisituatedhim straightforwardlyasanimmigrantto
America,who cameto pursuehis architecturaktraining at M.1.T andlater, Harvard,in
1935 and obtaineda teachingposition at Harvard afterwards*® In comparisonto the
Americanidentity that Pei seemedo havealreadypossessedyis Chinesebadkground
wasentirely dismissedn the introduction As aresult, his designof the museumto be
envisagedn China,wascelebratechsa modernistandevenpostcolonialproductunder
the Westernarchitecturakeducatiorr®

The negationof the Chinesebackgound of the projectand of Pei suggestec
rejectionof the architecturakcontextin Chinafor the museumand,thus,anincomplete
evaluationof P e idésgn.Accordingto P e iaécsuntof his design,the projectwas
envisagedo beconstructedn il t bitg 6Gvic Centre plansfor which werecompleted

in 1933 %4While thearticle presentedheintegrationof thethemeof the Chinesegarden

“fA Mu s douChineseA r t51.0

%0 For a general introduction to colonial and postcolonialism, see Ania Loomba, Colonialism/
Postcolonialism{LondonandNew York: Routledge;1998).

51 Mu s douChineseAr t51.0
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and modernistapproacheshroughthe architecturaldrawings,the specific contextin
Chinawas only briefly mentionedby P/A, without any further indication of how the
building would fit into the intendedarchitecturalcontextor manifestii t dignity of
Shanghai °8P e ibidgsaphyonly coverechis architecturaktudyin Americasince1935,
alreadytwo yearsafterthe GreaterShanghaPlanhadbeendrawnup, yet his previous
experiencen Chinain relationto the Plan andthe city wasnot discussedt all. The P/A
article, alongwith Gr o p iraview) excludedany considerationof theroleof Pe i 6 s
projectin termsof his own experiencesr the contextof Chinesearchitecturalliscourse.
This chapterwill thusanalysethe projectmorecloselyin its predetermineaontextin

Ching andinvestigatehe alternativeanguageof the museum.

1.3 The museum in thecontext of theCivic Centre,

Shanghai

To fully evaluateheextentto which the projectcanberegardedasfiChinesé or
fiprogressiveit is necessaryo investigateheeffectof P e idésignin its predetermined
contextof the Civic Centre asintroducedbut not yet addresedin P/AandGr opi us 6 s
reviews.While the projectwaspublishedat a specificmomentof postwar aspirationsn
the US, it also reflectedon the inter-war transitionsin China, when the Nationalst
Governmen(officially theNationalGovernmenof the Republicof Ching 1927 48) was

attemptingto challengethe colonialimageof the city of ShanghaiThe Civic Centre for

52 |bid.
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which Peienvisagedis museumpelongedo aninclusive urbanplanningprojectnamed
the GreaterShanghaPlan.Initiated by the Nationalist Governmentn 1929 the Greater
ShanghaPlanwas an attemptby the Kuomintang(KMT) to tacklethe tensionsin the
city, resultingfrom its colonial statug andcivil conflictsovertheimperial powerof the
governmentTheconflictedsituationarougdanaspirationto claim aversionof Chinese
nationalidentity. This complex contextdesignatedy Peiis essentiallyassociatedvith
the evaluationof the project Furthermorejt is necessaryo considerthe relationships
between this contextand the two themesPei employedfor his museum,namelythe
Chinesegardenand the wall(s). Specifically, the application of Chinesewalls also

suggestedeferenceso the searchor an architecturatepresentatioof nationalidentity.

1.3.1 Shanghai: Thedisparity betweenthe Chinese district and

Western concessions

Thecolonialhistoryof Shanghasincethe eighteenttcentury aswitnessedy the
exportof Europeanideologyto China, was essentiallyrelatedto the formation of the
GreatelShanghaPlanin the1920s>® Shanghabpenedip asatreatyportuponthearrival
of the British officials in 1843, one year after the First Opium War betweenthe Qing
Governmentindthe United Kingdom. The ShanghaCircuit intendant,or Daotai, only

permittedthe British officials land of 832 mu (56 hectarespn the bankof the Huangpu

*3 Marie-Claire Bergerehasgiven a detailedaccountof the history of Shanghain Marie-Claire Bergege,
ShanghaiC h i nGatéveyto Modernity, trans.Janet_loyd (Stanford:StanfordUniversity Press2009).
Loombaaddressethe differenttypesof colonialismin Loomba,Colonialism/Postcolonialism107 83.
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Riverto the northof theold city walls of Shanghaienclosedy the SuzhouRiverto the
northandthe Yangjinbango the south,so asto segregaté&uropearactivitiesfrom the
Chinesepeople> The old city wall signified the boundary betweenthe Western
concessionandthe Chinesdlistrict,andseparatethe colonialidentity from theidentity
of theold city, thenrepresentedy the powerof theemperor.

The expansiorof the colonial powerof the Europeansand,later,the Americans,
witnessedtheir increasingadministrativeparticipationin the city by establishingthe
ShanghainternationalSdtlement,the FrenchConcessiorand the ShanghaMunicipal
Council in 1863.>° They also contributed to the devebpment of infrastructural
constructionthrough, for instance, building roads around the district of Western
concessionsas extrasettlementpossessionsDuring the mid-nineteenthand early
twentieth century, Shanghaibenefited greatly from foreign trade and commercial
activitiesafterthe openingof the city, developingrapidly into a metropolitancity which
attractedan increasingnumberof Europearand Americantradesmerand missionaries
for permanentresidency. The International Settlementand the Frend Concession

witnesseda prosperousirbanand economicdevelopment® The most prominentarea

54 The land, namely the British Concessionwas later expandedto 2820 mu (199 hectaresin 1848.
Yangjingbangvasa creekof the HuangpuRiver. Whenthe FrenchConcessionvasestablishedin 1849, it

becamethe borderof the FrenchandBritish ConcessionsBergese, Shanghail4i 5.

55 In July 1854 theBritish, AmericanandFrenchConcessionestablishedhe ShanghaMunicipal Council,
butin 1862the FrenchConcessiomwithdrewfrom thegroup.ln Septembef863,the British andAmerican
Concessionsamalgamadd into the International Settlement,while the French Concessionremained
separatewith its own Municipal Council.lbid., 31,46, 91i 97.

56 For example the constructiorof educationalnstitutionsandhospitals emergencef a largenumberof

tradingcompaniegForeignHong9 andguilds,improvementso portsanddrainagesystemsaswell asthe
inventionof thefirst modernwaterworksin Asiain 1883.1bid., 62 5. ShuWei, Dasahanghalihua: Jindai

ShanghaShiZhongxinQuyuDe GuihuaBiangianYuKongjian Guanxi[The GreaterShanghaPlan: The
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wasthe Bund (Wa i 9, orainally usedasthe dock in the British Concessionyhich
soondevelopednto asymbolof old Shanghaiespeciallyfor its modernarchitectureand
tradebusinessedJntil at leastthe 1930s,districtsaroundthe InternationalSettlements
andthe Frend Concessiordominatedthe prominentimageof Shanghaiwhile the old
Shanghaiinside the city walls, namely the Chinesedistrict, slumpedinto a largely
undevelopedrea.

In the late nineteenthcentury,the revolts againstthe Qing Governmenfurther
defined but also obscuredthe boundariesof the Chinesedistrict and the Western
concessiondn the midstof the Taiping Rebellion,followed immediatelyby the revolt
of the Small Swords Society in the 1850s, Britain, America and France roughly
maintainedtheir neutrality®’ The constansafetyof the concessionged to theinflow of
local elites, businessmeand the homelesseekingrefuge®® Meanwhile, the expansion
andincreasedrivilege of the concessionged to thedeclineof theQingGov er n ment ¢
controloverthe area.The prominentbusinesopportunitiesand mixed moderncultural

environmenbegarto attractmoreimmigrantsfrom otherprovincessuchasGuangdong,

planningandspatialrelationsof the contemporaryrbanareasn ShanghailNanjing DongnanJniversity
Press2010),58.

57In 1850,the movemented by Hong Xiuguanagainstthe late Qing Dynastysoonexpandedts influence
to Shanghaifollowing which the Small SwordsSocietywasimmediatelyfoundedin Fujianby peasants,
vagrantsworkersandbusinessmergndmovedto Shanghaasanactiverebelforce.In 1853,the Taiping
armedforcesoccupiedNanjingandmadeit their capitalcity, intendingto further capturenorthernChina,
while the Small SwordsSocietyattemptedo collaboratewith the Taiping forces(but ultimately failed).
The SmallSwordrebels supportedy the AmericanandBritish in China,wereultimately defeatedy the
Qing governmentindthe Frencharmyin Februaryl855.In 1860,the Taiping forcesseizedthe Zikawei
region outsidethe old town of ShanghaiTo defendthe concessionandtradingbusinesseghe British and
Frenchallied with the Qing governmento tacklethe Taiping Army. Bergege, Shanghai38i 44.

58 |n 1854,therewere20,000Chineserefugeesn the Concessiondbid., 44,98,111.
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rangingfrom landlords tradersandelitesto craftsmerandhomelessnigrants.By 1910,
thepopulationin ShamghaihadreachedL.3million, of whichtherewere500,000Chinese
residentsn the InternationalSettlemenaind116,000Chinesein the FrenchConcession.
By 1914, 98% of the residentsn the concessionsvere Chinese while the old walled
town remainedalmostunchangedbothin regardgo theincreasingoopulationandurban
development?

The imbalancedsituationsin the Chinesedistrict and the Westernconcessions
arowsedtheaspirationof the Qing governmento reformtheurbanandsocialstructureof
thecity in thelatenineteentrcentury®® Meanwhile emergindiguresamongintellectuals
and studentscriticised the corruptnessand ineptitudeof the Qing governmentandthe
imperialismof Europeanand Americancolonialism,and called for the reform of the
countryso asto reclaimnationalidentity. The reforming spirit amongthe revolutionary
activistsultimatelybroughtaboutthe Xinhai Revolutionin 1911.In November1911,the
newly appointedgovernor ChenQimei, assignedseveralimportantpoststo the local

elitesincludingcompradorsmerchantandscholarswhichallowedthemto proposenew

%9 bid., 981 108,111.

60 1n 1898,the Qing governmenbpenedatradingportat Wu-sung,adistrictin the northof Shanghaiwith
urbanconstructionsuchasroads bridgesandfactories,so asto copewith thef o r e i cpmirel overtbe
docksin the Concessionddowever,work wassuspendedbr the dredgingof the HuangpuRiver. In 1920,
the BeiyangGovernmenappointedZhangJianasthe new Governorto continuethe openingof Wu-sung,
butthe projectwasannouncedshavingfailed in 1925dueto the constanpolitical turmoil. In 1917 1920,
Sun Yat-Senenvisageda blueprintfor the future Capitalist Republicof China. In a book entitled The
InternationalDevelopmenof China, Suninitiatedthe planto developa greatportin the eastof Shanghai.
Wei, Dasahanghailihug 24. Yat-senSun, JianguoFanglue[The InternationalDevelopmenbf China]
(ShenyangLiaoning Fine Arts PublishingHouse, 1994),126/ 32.
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measure$o manageandconstructhe city. Oneof the proposalsvasto knockdown the
city walls andbuild newroadson theold site8*

The destructionof the old city walls reflectedthe ambition of the local elitesto
eliminatetheboundarybetweertheold Chineselistrictandthe develgpedconcession$?
It also reflected Sun Yat-se n @dditical ambition to overthrow the governmentand
reclaimthe nationalidentity of the country. However the fundamentalssuesof urban
construction in the Chinese district and social structure remained unresolved®?
Immediatelybeforetheimplementatiorof the GreaterShanghaPlanin 1927,the urban
image of the city was dominded by the tensionsbetweenWesternimperialismand
Chinesenationalism,the disorderedsituation within the concessionsand the social
disconnectionbetweertheold ChinesedistrictandthemodernconcessionsTheChinese
districtwas muchlessdevelopedhantheconcessions regardto urbanconstructiorand
infrastructural facilities, including electricity, water and gas supply, hygiene and
transportationnotto mentiontheconstructiorof tradingportsandrailways.TheWestern
concession$eaturedmodernhighwaysthatwere overtwenty metres in width, whereas

mostroadsin the Chinesedistrict were disorderly lanesof aboutsix metres in width.

61 Sun, Jianguo Fanglue 139. Kerrie L. MacPhersonfi De s i @ h i nlgbarsFuture: The Greater
ShanghaPlan,1927 1 9 3 PlanningPerspective$, no.1 (1990):47.

62 At thismomenttheii o 5 H a n g¢fdrnaatsldouldhavebegunto beunwrappedandexpandedor anew
Shanghaiblueprint. However, the failure of the Xinhai Revolution in the following year and the
establishmendf the Yuan Shikaigovernmented to the suspensiomf urbanreform. After the First World
War, the greatdemandfor exportsto Westerncountriesand the developmenbf industrialisationfinally
stimulatedthe Shanghaeconomyto a greatextent. Thomas]. CampanellaTheConcreteDragon:Ch i na 6 s
Urban Revolutionand Whatlt Meansfor the World (New York: PrincetonArchitectura Press2008),63.
Bergese, Shanghail47 161

63 Efforts to reform the urbanimage of Shanghaiin fact beganin the late nineteenthcentury. Wei,
Dasahanghadihua, 22i 4. Sun,JianguoFanglue 126 32.
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Public buildings and bridges in the Chinese district were frequently witnessed
collapsing® The Westernconcessionsymbolisedthe centreof Shanghaiwith mostof

the urban,economicand social advantageswhile the Chinesedistrict, geographically
restrictedwithin the walled areaof Shanghaiwasdeprivedof urbanadministrationand

constructionandthuslost a senseof nationalidentity.

1.3.2 The Greater Shanghai Plan

Theurgeto transformthe old imageof the Chinesedistrictandrestrut¢ure urban
andsocialconditionsin Shangharemaineda priority of the NationalistGovernmenof
the Nanjing Decade(1927 1937).In July 1927, ChiangKai-Sheksetup the Shanghai
SpecialCity Governmentiwo yearsafter which the NationalistParty (KMT) initiated
the GreaterShanghaPlan, following the directionof SunYat-s e aiTbe International
Developmenof China®® The planwasto developland of over6,000mu (400 hectares)
in the JiangwanDistrict asthe new administrativecentreof Shanghawith a seriesof
infrastructuralconstructionsso as to establisha Chinesebuilt city centrethat could
transformthe urban structurebetweenthe concessionsand the Chinesedistrict and

reclaimthe (new) ChineseDistrict asthe centreof Shanghaf®

64 Wei, Dasahanghaiihua, 20i 4.

85 Kai-shekChiang,InauguratiorSpeectof the establishmenof the ShanghaBpecialCity Government.

fi J i ZonggilingJiuzhiY a n s hTheShudPag, July 8, 1927,13. Cite from Wei, Dasahanghaiihua,

37.

66 ThePlanalsoinvolvedthe urbanconstructiorof theWu-sung,Qing PuandBao ShanareasTheChinese

district, especiallyin termsof the old walled Chinesetown, hadbeenlackinga regulatoryadministration.

This wasalsoareasorfor its deterioratioranddisorder. MacPhersonii D e s i @hma'sifpanFut ur e, 0
48/ 9. Wei, Dasahanghalihua 21.
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Theprojectitself wasa similar but moresystematidransformatiorof the Capital
Plan of Nanking (Nanjing) in 19271937, the first largescaleurban planning project
initiated by the Nationaliststo regulateNanjing as the new seatof the government.
However theformerwasneverthelestormulatedfrom localandurbanconsiderationg
Shangha As fiNationalisd as the project was, the Greater ShanghaiPlan was
nevertleless also a finationab project becauseof the dominating posiion of the
NationalistPartyin domestic conflictsin China.In termsof urbandevelopmentit also
providedthe foundationfor the restructuringof the city between1945and1950,which
thus made the initiative far exceedthe political categoryof i Nat i oonl.f’i st o
Therefore, one important aspectto be consideredis the conceptionof nationalism
representedhroughthe initiative of the GreaterShanghaiPlan, asit was this idea of
nationalidentity in the Civic CentrethatP e idésignchallenged®

Theformulationof the GreaterfShanghaPlaninvolvedconsiderableonsultation
with internationalexperts,including AmericanengineerDr Carl E. Grunskyand city
plannerAsaPhillips, with theformerplayingasignificantrole in theselectiornof thenew
districtareasthe constructiorof the newtradingportandrailroads,andthereviewingof

the entire plan.®® In December1929, the preliminary plan was formulated after

67 Wei, Dasahanghabihua, 208 77. ShanghaishChengshiGuihuaSheji Yanjiuyuan,DashanghaDushi

Jihua, 2 vols. (ShanghaiTongji University PublishingHouse ,2014).

8 Many buildingswith representationf nationalidentityin Chinain the 1920sand1930swereconstructed
by the NationalistgovernmentThesebuildings becametypical examplesof Chinesearchitecturein this

periodfor their explorationof nationalisticarchitecturalanguageDelin Lai, ZhongguaJindai Jianzhushi
Yanjiu [Studiesin Modern ChineseArchitecturalHistory] (Beijing: Tsing Hua University Press,2007),

181i 236.

69 MacPhersonii D e s i @hma'siirtpanF ut uS2.e, 0
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consultationwith Grunsky (Figure 11). The Greater ShanghaiPlan constitutedan
administrative zone, a commercial zone and two types of residential zones. The
administrative zone was the Civic Centre for Greater Shanghai.Located at the
intersectionof the centralaxis, the Civic Centrewasthe focusof the project,andmore
importantly, a political and administrativesymbol of the municipal government.The
commerciakonewasplacedto thenorthto beadjacento ports,railwaysandmainroads
andtherestof the district was usedasresidentiazones’°

Though the overall city plan used American and Europeanurban planning
approachesthe Civic Centrewas plannedin strict accordancevith historical Chinese
forms,asemphasisedby the City PlanningCommissionin a designcompetitionfor the
Civic Centreproposalin 1929, that statedthe architectureof the Civic Centre,asthe
epitomeof GreaterShanghaishouldbe practicaland monumentalin its form, while
preservingtraditional Chinesefeaturesto becomefine examplesof new Chinese
architecture’! The City Planning Commissionconsideredthree reasms to construct

Chinesestyle architecturein the Civic Centrein a report in 1930.7? Firstly, the

70 Ping Sun, ShanghaiChengshiGuihuazhi[ShanghaiUrbanPlanningChronicles] (ShanghaiShanghai
Academyof SocialScience$ress;1999),71i 2.

71 The original Chinesetext claims:AU @t W% Nse ' 1 &J9 ht ~ X 1 Ni A
16 Yikezet v T 3éafdodedVeéAl vaxh | A . mAA

f davrerlh 0 Reportby the ShanghaMunicipal Commissiorof City CentreConstructiorin 1930.
Cite from Wei, DasahanghaiJihua, 68.

2 Reportontheinitiative of the Civic CentrePlanin 1930,asquotedhere:fi A f mi U@t
Af D I THf &A1 M@ fKey 1 GGoy. 8 yI %T R&a&VA~
w fapd eAl 1L @GR ANI_ ~“Tf L1 0e=p  %Upgad1 XOJpe

nidao" =fLeM1 KZTt *1 Q@6 fape yi Ut ay 1 fA
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architecturef the Civic Centre astheadministrativeandpolitical centreof themunicipal
government, should function to representthe national identity and nationalism
proclaimedby the NationalistGovernmentandthusrejectingthe Westerninfluenceon

architecturepreviously built in the city. In this sense,the public buildings of the
governmenshouldbefiChinese buildingsbothin culturalandpolitical terms.Secondly,
theuseof historicstyleswould helpresumeChinesesocialmoralityandpromoteChinese
culturein thecity, whereasthe existingbuildingshadshowna greatEuropearinfluence

Thirdly, consideringthe limited budget,it would be easer to build a Chinesestyle
structurethat could rival existingbuildingsin the city ratherthanexperimentwith new
styles. The overall statementsuggesteda strong emphasison the architectural
representatiorof nationalismandanideato constructa versionof nationalidentity asa

responséo the colonial anddisunitedsituationof Shanghar3

1.3.3 The Adaptive Chinese Architecture

The Chinese architecturalforms especially for political and governmental
buildings hadalreadybeenemphasiset the Capitd Planof Nanjing,which resultedn

a specificarchiecturalstyle thatadaptedraditionalelementdor the purpo® of modern

T "UL@ AL T Akne3 HANE I e’ AdAVY 11 @Kkx ai wj”
op Ul fjvrezeddrt K@ o4 1 av3y Ade Ut 1 j .
" Vi A® fd®ANeA 1 e migy eTAVNE" 1 %Ts Q oCitefromibid.

3 LawrenceVale discusseshe political representationf nationalidentity andnationalismin public and
especiallygovernmenthbuildings. Vale, Architecture Power,and National ldentity.
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construction(Figure 12).”4 Following the architecturapractices promotedby the KMT,
theadaptivetraditional stylebecameoneof the generaldesignprinciplesamongChinese
architectsespeciallyin the1920and1930s.Thisdesignprinciple,aspointedoutby Delin
Lai, wasanadherencéo Chinesemperialarchitectureastypically representetly alarge
gabled roof and lavish decorations’® However, this re-presentationof imperial
architecturabtylesdevelopedurtherthanthehistoricalbuildingsit wasmodelledon due
to its integrationof traditional Chineseelementsparticularlyexpresed on the exterior,
with Westernconstrudion techniques,which were applied more extensivelyin the
interior structure’®

This adaptatiorof Westernstructurefor a morescientificarchitecturadesignin
Chinesetraditional styleswas giventhe name,astranslatednto English,of i Adapt i ve
ChineseAr ¢ h i t agit dArwchitecturalRenaissance Ching andwaslaterreferred

to asthefi Ch i RenaissancStyle G Both the conceptand practice of Adaptive

“"azy 1 GonedNdr1 ho TAfdodeéAl BIDK eWel NE A
T éé,vmevhi K ZrQ@afXx 1 © Féeéo

HairongLi andChengpinglin, eds.,Shouduwihua(Nanjing: NanjingPress2006).

75 Lai, Studiedn ModernChineseArchitecturalHistory, 198.

“0ef &aM1 Z 1AfGAI'Ane UAE”" 1A 1 af GA1 X O6NA§
| ®N7T1ZE 71 TapYUerl GROT QO 1V f&dNreWel FZr AV 2
1T@Af Am31 aTvfANRel Af Ar12v v fArT2 1 Ame E oOLiand
Jin, Shoudwihua, 61.

"1t is necessaryto note that the English nameof thei Ch i RenassanceSt y ltranslabtedfrom
ZhongguoGudian Fuxing shi, ironically implied a postcolonialidentity of the architecture althoughthe
original purposeof developinghis adaptivestyle waspreciselyto challengehis postcoloniaidentity and
reclaim Chinesenationalidentity throughit. Jeffrey W Cody, Building in China: Henry K. Mur phy 6 s
i Ada pAtricvhe t 4914 1935 éHpndy Kong: ChineseUniversity Press2001),3i 5. Henry Killam
Murphy, i A ArchitecturalRenaissanci China:TheUtilization in ModernPublicBuildingsof the Great

Stylesof the P a sAsia (L928).ChrisopherA Reedii B u i lindChimagdenryK. Mur p i A@lapti ve
Ar c hi t 9441035k JeffreyW. C o d WheBusinesdistory Reviewr6,no. 3 (2002).
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ChineseArchitecturecamefrom AmericanarchitectHenryK. Murphy,who obtainechis
architecturaldegreefrom Yale and startedhis Chinesecommissionfrom the Yale-in-
ChinaUniversityin 1913 1914. Murphy expandedhis practicefrom universitydesigns
in Beijing and Shanghaito collaborationswith the Nationalst Governmentfor urban
constructionsn China suchasthe mappingout of the CapitalPlanduring1928 19298
Murphy identified five essentialfeaturesof Chinesearchitecturein his researchinto
Adapive ChineseArchitecture,focusing on the imperial architectural style. These
includedf i ¢urving, upturnedroofs, its orderlinessof arrangementits franknessof
constructioré its gorgeousexteriorandinterior coloro andfi t pe€fectproportioning,
one to another,of its architecturalelemens. & Following the trend of Murphy, the
ChineseRenaissancBtylebecaneafrequentpracticein Chinaand,later,aspecificform
of thearchitectureof Chinesepolitical nationalism particularlypreferrecby the KM T in
the 1920sand1930s8° The KMT continuedits urbanconstructionof Shanghaivith the
Chinese Renaissancestyle as its governmentaland national architectureso as to
corresponawith its political andurbanexpansiorfrom Nanjingto Shanghailn addition,

the main architectof the GreaterShanghaPlan,andthe Civic Centrein particular was

8 Cody, Building in China, 34i 50.

™ Murphy, fi A ArchitecturalRenaissancenC h i mM&2, o

80 |_ai, Studiesn ModernChineseArchitecturalHistory, 196.

Eduardkdgelargueghattheclaimforand a r ¢ h i rénaigsdngereprésentetly anewstylecombining
Westernforms and traditional Chinesearchitecturalstyle, was inspired by the movementof ic ul t ur al
r enai ssiscethediMayd-ourthMovementin the 1920s. The phrasehadbeenreferredto by architects

Henry K. Murphy, Fan Wenzhaocand Dong Dayou, the main architectof the GreaterShanghaPlan,in
severalpublicationsin 1933 1936.EduardKogel, i U s itheRastto Servethe Futurei the Questfor an
Architectural Chinese RenaissanceStyle RepresentingRepublicanChina in the 192081 9 3 0 ins , 0
Architectureand ldentity, ed.PeterHerrlerandErik Wegerhoff(Berlin: LIT Verlag,2008).
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DongDayou,who collaboratedvith Murphy andwasalsoa significantadvocag of the
ChineseRenaissancstyle 8!

Thedesigncompetitionfor the Civic Centrereceivednineteerproposalsn early
1930.In October1930,theCommissiorformulatedapreliminaryplanof theCivic Centre
accordingothew i n ndesigagFigure12).8? The Civic Centrehadacruciformlayout
thatwasalmostidenticalwith thethatof the centralpolitical zoneof Narjing asinitiated
in the Capital Planin 1929 (Figure 13). Both the planswere formulatedaccordingto
Westernurban layout, espedally that of WashingtonD.C. in the 1920s that further
impliedtheg o v e r n amditionto ksuild up the imageof the city asa capital®® The
Civic Centreincluded both governmentalpropertiesand public buildings. A Chinese
pagodavasplacedatthe centreof thesquareo indicatethe entranceof the Civic Centre,
to the northof whichwastheM a y oBuifdisig. Therestof the constructionsincluding
fi t WMenicipal Auditorium ... accommodating3,000 persons,... the Library, the
Museum,Art Gallery, Court Housesandotherpublic or semipublicb u i | dwouidg s 0
be scatteredaroundthe Ma y o Buidsg.8* A five-archedceremonialgate (pailou), a
traditionalsymbolto indicateanentrancdo animperialarchitecturatomplex,wasto be

constructedht the southend,wherefi dugereflectingpool about2,000feet long with

81 DayouDong, i Gr e @hanghaii GreaterVisi o riThedChina Critic 10, no. 5 (1935): 105. K&gel,

fi Us itheaRpstto ServetheF ut u46Z&Delin Lai, A B u i lindChimagHenryK. Mur p Hiy@lsa pti ve
Ar c hi t 944 1035k JefireyW. C o d yauraal of the Societyof ArchitecturalHistorians63, no.
1(2004).MacPhersonii D e s i @hima'siirpanF ut ubd.e, O

82 \Wei, Dasahanghi Jihua, 68i 74.

83 bid., 41i 44.

84Dong,ii Gr e%hanghai GreateV i s i MaoPharsonii D e s i @hma'sirtpanF ut us4.e , 0
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impressiveboulevardson bothside swasalsoenvisaged® To the eastwestandsouth
rectangulamools, rivulets and archedbridgeswere arrangedas ornamentatiorin the
square?®

The Ma y o Buddsg (1931 33) was the first building to be finished in the
architecturactomplex,andwasalsoa typical exampleof the ChineseRenaissanc8tyle
(Figure 14). As the most significant representationof the municipal governma t 6 s
administrationn Greder ShanghaitheM a y oBuifdisg, locatedatthenorthaxisof the
Civic Centreand facing south was the most representativestatebuilding of the new
Chinesedistrict. It was a reinforced concretefour-story constructionin a traditional
Chineseform. Occupying8982squaremetes, the architecturdeatureda main structue
of 25 metes in width andtwo wings of 20 metres in width, the scaleof which already
indicatedthe monumentalityof the design.The four-story structurewas specifically
required by the municipal governmentas an architectural improvement to the
convertionally low structure of Chinese buildings, which not only representeda
traditionalChineseeature but alsoprovidedthe monolithic senseof the architectureas
theadministrativebuilding of the state®”

The explicit and intentionalrepresentatiof Chineseidentity canbe seenfrom
the sectiondrawingof the architecturgFigure 15). First of all, it presentedhreesetsof

gabledroofs, alsonamedrihe big roofo (dawuding, which imitatedthe architectureof

8 Dong,i Gr e%hanghai GreateVi s i 1061, 0

86 Sun,ShanghalJrban PlanningChronicles 72. CampanellaTheConcreteDragon, 67.

87 The requirementfor a four-story structurewas specifiedin the municipal commissioids reporton the
Civic Centreconstructiorin 1933.Wei, Dasahanghadihua, 99 100.
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previous dynastes. Beneaththe roof the architecturefeatureda bracketingsystem
(dougoy, althoughit would function heremore as a decorativethan actualsupporting
structure.The upperpart of the building wasdecoratedvith paintedand carvedtotems
of bright colours, and the supportingwoodencolumnswere transformedinto built-in
structure, alsopaintedin redto correspondo imperial andreligiousarchitectureLast
but not least,the architecturevasbuilt on a platform (yueta) thatindicatednot only a
senseof administrative authority, but also the architecturalmonumentalityof the
building.

However,the concretereinforcedstructure of the building suggestedevision of
conventionaform andstructure andtheconstructingnaterialof brick, stoneandtimber
(Figure 16). The traditional portico at the entrancewas removedto highlight the
ornamentedacadewith built-in columns.The concretestructureof the two endsof the
facadeemphasisedhe contrastbetweenthe facadeandthe modernarchitecturaform,
which revealedthe fact that the Chineseelementswere functioning more as external
ornamentationsyhile the internal structureof the building was designedwith modern
(or Westerntechnique$? The mixed approachof integratirg amoderniststructurewith
Chinesdormsreflectedanintentionto representhe Chinesadentity of thebuildingfrom
amorepracticalandcontemporaryperspective.

Thesubsequertuildingsof thearchitecturatomplex,ncludingthemuseumthe

library andthe aeroplaneshapedAviation Associationbuilding, all designedoy Dong

88 The sectionsof the Mayoré building indicatethe concreteandwoodenstructureof the constructionin
accordancavith traditionalChinesearchitecturaforms.
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Dayou and built in 1934 35, withesseda transiion of architecturalstyle to less
involvementof Chineseornamentatiomndmoreinclusionof modernelementsdefined
by Lai asatransitionfrom Adaptive ChineseArchitectureto a moreintegratedsynthesis
of Chineseand Westernstyles, and finally to a form of modernarchitecturé® The
museumandthelibrary featureda high structuresimilarto theMa y oBui@disg, which
alsosuggestedan emphasin the monumentalityof the architecturgFigure17; Figure
18). The buildings had symmetricalstructureswith their upperpart constructedn the
form of Chinesegatedesignswhile the lower partandthe wings presenfflat roofs and
modernopenings’® The main body of the two buildings suggesteca modern, less
ornamentedstyle, and traditional decorationsonly existedon small sectionsof the
exterior, suchasalongthe edgesandon the balusterspoth becausef the awarenessf
the limited budgetfor constructiorandtheinclinationfor modernarchitecturaddesigns.
However theinterior of the buildingsremainedargelydecorated! The combinationof
modernstylesand traditional decaationson the two buildings againdemonstratedhe
a r c h ieffoet o acbievefunctionalarchitecturablesignsandpresenta newversionof
AChines@é architecture.

The Aviation building presented different style of assimilatingthe form of an
agoplaneto indicatethe function of the architecturgFigure 19). Consistenwith other

structure in the Civic Centre,the building also featuredtraditional decorations.ts

89 | ai, Studiesn ModernChineseArchitecturalHistory, 233.
% An exampleof Chinesegatestructureis the Meridian Gate,Wumenat the southof the ForbiddenCity.
91 Wei, Dasahanghailihua 95 115.
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specificrenderingof an agoplanelike form evensuggeste a senseof postmodernism,
reminiscentof RobertV e n t architedtsreof the decaatedshedvs. the dudk.%? This

evincedthe enthusiasmand ambition of the architectto designother modernforms of

Chinese architecture All these different architectural experments in representing
Chineseidentity can hardly be defined by what Gropius summarisedas fia simple

imitation of bygoneesthetidsic] forms %

The constructionof the Civic Centrewas suspendedrom 1937 onwardsdueto
limited funds and continuouscivil warfare,with only a few buildingsfinishedbetween
1933 and 1937. The plan to reclaim Shanghaiand presenta moderncity imagewas
therefore discontinued,followed by commentsthat were generally mild, if not all
negative ®* However, this ambitious Plan for Greater Shanghai, particularly the
formulation of the Civic Centre,was of significanceas a well-projectedattemptto
transformthecultural,administrativeandpolitical structureof the Chineselistrictagainst
thedominatingstatusof the IntemationalSettlementindconstructa metropoliswith the
veryspecificarchitecturalzocabularyof Chinesenationalisn®® Architecturallyspeaking,
the projectpresentedcin exampleof urbanandbuilding constructionsf nationalismin

Shanghaiwhichtransiionedfrom thepolitical representatiomf theChineseRenaissance

92 Robert Venturi, DeniseScott Brown, and Stevenlzenour, Learring from Las Vegas: The Forgotten
Symbolisnof ArchitecturalForm (CambridgeMass:MIT Press1977).

%A Mu s douChineseAr t52.0

% However,in Ma c p h e arsicke shégioteda criticism from Chinesescholarssayingthe Plan had
provedof little value.Wei alsopointsout thatthe projectlackedpracticalconsiderationsisregardsurban
andinfrastructurakonstructiorfor GreatefShanghaiMacPhersonfi D e s i @hma'sbrganF u t u40.e , 0
Wei, Dasahanghallihua 150.

% MacPhersonii D e s i Qhima'strpanF ut us9.e , 0
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Style architectureto a gradualintegrationof Chineseand Westernmodernismfor the
purposeof representinga versionof Chinesenationalidentity.%®

P e iervisageanuseunthusengagedn thearchitectural’ocabularyof the Civic
Centreof the ChineseRenaissanc&tyle. Although the finadequatestructur® that Pei
intendedo replacewasnot specifiedin the projectdescriptionjt canbepresumedhatit
was this conceptof combining expressve traditional Chineseforms with a modern
structurein orderto createa somewhafimoderm senseof ChinesearchitecturghatPei
essentiallychallenged The fisuperficiab employmentof traditioral forms in Chinese
architecturalpractices,as mentionel in Gr o p ireviewg would refer to not only
Adaptive ChineseArchitecture or the ChineseRenaissanc8tyle, asrepresentethy the
Ma y oBuifding, butalsothe slightly modernarchitecturabttemptssuchasthelibrary
and the museum sincethey all presenta combinationof traditional Chinesefeatures,
through either form or ornamentationas well as a set of principles of nationalistic
symbolism®’

Interestingly, both the Adaptive Chinesearchitectureand P e imliseumproject
implicateda Westermattemptto interpretandrepresenChinesearchitectureTheformer
hadbeenalreadygreatly acceptedn China,and later coincidedwith otherattemptsto
reinventChinesgormsin contemporaryeriod.As the ChinesearditectLiang Sicheng

emphasisedt wasnecessaryo developthe representatiof Chineseidentity through

% Lai, Studiesn ModernChineseArchitecturalHistory, 216 23.

97 ConsideringGropius had alreadyparticipatedin the HuatungUniversity Campusprojectin Shanghai
around1946, thereis also a possibility that Gropius might have beenawareof the developmenbf the
GreaterShanghaPlancontemporaryo his project.
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thetraditionatmodernintegratedapproachyhich enableda newvocabularyof Chinese
architecturethroughnew materialsand techniquesatherthanfi t blied imitation of

0 p e r i Gnelostlie mastrefinedcasefL i a raghitecturaktatemenis the design

of the National CentralMuseumin Nanjing (1935 48), which provideda contemporary
exampleto P e idésignasa statebuilding underthe reign of the National Government

of the Republic of China(Figure 20).98 By integratingthe architecturalstylesfrom the

Liao (916 1125)andSong(960' 1279)dynastiesLiang proposeda structureof explicit
symbolismof Chineseidentity, with relatively implicit useof modern techniquesThe
architecturgresentedraditionalfeaturessuchasthegabledroof, the bracketingsupport,

the portico with columns and the high platform of the structure(yueta).*® Li an g 6 s
architecturesuggestedn exampleof Chinesemodernism pronoting Chinesefeatures
boldly by integratingthemwithin anindustrialstructure.In comparisonalthoughP e i 6 s
designemphasisedhe representatiorof the Chinesegardenand the senseof Chinese
identity, his renderingof the moderniststructureconveyeda strongerconceptionof
internationalmodernismthat would have seened exotic to the adaptiveand palatial

structuresdevelopingn the 1940s.

% SichengLiang, A Pictorial History of ChineseArchitecture:A Studyon the Developmentf Its Stucture

Systenand Evolutionof Its Types ed. Wilma Fairbank(Cambridge MA: The MIT Press]1984).Sicheng
Liang, Liang SichengQuaniji[The CompleteéWorksof Liang Sicheng]vol. 8 (Beijing: ChinaArchitecture
and Building Press,2001),207. Delin Lai, i | d e a & GChimdsebtyle: Rethinking Early Writings on

ChineseArchitectureandthe Designof the NationalCentralMuseumin N a n j iJourmal abthe Society
of ArchitecturalHistorians73,no. 1 (2014).

®lai,i| de adChiseseBtgy | e. 0
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1.3.4 The Chineseg@r den and the fibare Chi

Thearchitecturatontextof Shanghaandthe Civic Centresuggetspossiblenvays
toreinterpretP e iarghstecturenotyetfully consideredn P/AG andGr o p iWestefAs
dominatednodernistpositions.While the designsuggeste@ninfluenceof international
modernism,the two themesof the garden patios and the walls, integratedin the
architecture,can be consideredas the representationof traditional and fiChinese
characters that suggested further implications relating to P e i @redetermined
architecturatontext,beyondthedirectreferenceof theseelementd¢o modernistfeatures.

Firstof all, thewall structurein P e idésignfunctionedasanintegralpartof the
Chinese garden. The walls functiored to create passagesn the Chinese garden
intertwinedwith naturallandscapesThey providedvisitors with a consant changeof
viewpointsin the gardenfor the purposeof enjoymentAt the sametime, the useof the
barewall also correspondedvith P e i agpsationsfor modernarchitecture From the
perspectiveof moderniststhe unornamentedcenclosedvall structuresuggestea blank,
silentandmaskedexteriorencompassing privateChinesegardencourtyardandanopen
plan structureinside. The walls thereforebecameboth the exterior for the modernist
architecturabtyle andthe structureto accommodate traditional Chinesegarden.

Furthermorethe meanng of walls in P e igérdenextendedfrom the Chinese
gardenwalls to a moregenerakeference This canbe seenfrom the fact thatthe fiwallso
of the museum,being part of the Chinesegardenas describedby Pei, were also

emphasisedsa separatestructurefrom fithe small gardenpatio® in Gr o p ireviewd s
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whichwasbasedn previousdiscussion®f theprojectwith Pei.Keswickmentionedhe
generalsymbolismof the gardenwall: the i w h wi édf the Chinesegarden also
suggestsi o b v detensiweandheroicovertonesC h 6 enmegningwall, alsocameto
mean ficityd and the GreatWall is often regardedas the symbol of C h i A°&Thi®
suggestethatwhile thewallswerepartof theChinesegardentheywerealsoconparable
to amoregeneraluseof walls suchasthoseof otherpublic buildingsin Chinaandeven
modernarchitecturen the West.

Therefore this aspirationfor modernarchitecturecanalsobe connectedvith an
earlier attemptto developmodernismin China which was, the demolition of the old
Chinesecity walls soasto transformtheimageof Shanghain 1911.Theold city walls
hadfunctional asthe borderof the ChineseCastleTown (Chengchj of Shanghasince
ancienttimesandasa military defenceo preventthe acces®f invaders However,they
had also beena margin betweenthe deprivedand sluggish(yetfi a u t h eChitesec 0 )
district andthe prominenceof the concessionsThe demolitionof the Chinesecity walls
symboliseda breakwith theold city structureof Shanghaiaswell asanaspiratioramong
elitesto revive theimageof the Chinesearea.Architecturaly speakingthe purposeof
building a new Chinesedistrict, distinguishedrom the Westernarchitecturen the city
throughthe GreaterShanglai Plan,suggested continuatiorof this attemptto revive and
represent Chinese modernity ultimately demonstratedby the very nationalistic

appearancef the ChineseRenaissancstyle.

100 Keswick, Hardie,and Jencks;The ChineseGarden 134. OsvaldSirén,Gardensof China (New Y ork:
Ronald,1949).
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On the contrary,in P e i miodernmuseumof Chineseart, walls were to be
constructedto achievefi t lgazdenof walls. 1§* Walls would not necessarilybe an
impedimento modernisationbut rather themostessentiaklemento representradition
and producemodernity in the image presentedo the Westernmodernistworld. By
retainingtraditional walls, Pei put forward an architecturalrepresentatiorof Chinese
symbolismas a connectionwith the past. Modernity can thereforebe achievedfrom
tradition (an ideathat Gropius would necessarilyrefuse consideringhis rejection of
eternalelementsn architecturaimonuments)The walls, integratedwith the symbolic
Chinesegardenin the Civic Centrespecifially, becamean aesthetiaepresentatiorof
Chineseculture and meanwhile,a connectionbetweenthe old and modernChinese
image.The inside and outsideof the museumwhich shouldhavebeenarchitecturally
andthematicallyantitheticalasa contradictorilymodernor-traditionalarchitectureywere
connectedo suggesatwo-fold sensef Chinesesymbolism themaintenancef tradition
andtheaspiratiorto modernity. ThewallsbecaméothtraditionalandmodernaChinese
and Westernconstruction.The notions of modernismand Chinesenationalismwere
thereforeconnectedand correspondedvith the prospeciof Chinesemodernisatia. Pei
providedanalternativeapproacho reclaimShanghaandbuild amodernimageof China.

The i b aChimesew a | dIso functioned as a connectionbetweenChinese
traditionandWesternrmodernismIn his statemenbf the essentiatharacterigcs for the

potentialAdaptive ChineseArchitecture Murphy alsoidentified the cultural symbolism

1013 Mu s douChineseA r t50.0
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of theChinesggardenthoughhehadnotyettoucheduponthisthemein hisown practice
i N disquisitionon Chinesesymbolismhoweverbrief, couldfail to includethe garden.
Ouroccidentagardenis adecoratioranda pastimethe Chinesegardenis thefulfilment
ofal i t%%Furthermoreheconsideedthe gardenwall structurean essentiafeatureof
Chinesearchitecturé®® Returning to K e s w i reallifgsf the arclitectureof Chinese
garders, thewhite featureof the gardenwall hasbeenanindispensabléactorin aesthetic
compositiont® In this senseP e iredngentionof the ChineseGardenwasnevertheless
anintegrationof Chinesetraditionswith Westernmodernarchitecture:the preservation
of traditioncanbe separatedrom ornamentationandmodernismwasprovedto bevalid
in an internationalcontext. The Corbusianramp at the entranceresembledhe narrow
pathleadingto theopencourtyardof a Chinesegarden'®® Theunornamentedvalls of the
building also correspondedvith the white walls usedas a generalpracticein Chinese
gardens:® The allocation of pavilions, exhibiting rooms and natural settingsin the
enclosedwalled structureof the building echoedJerc k sréadingof the fispaceless
natureof a Chinesegardent®’ Following this reading,the modenist ethoshad been

thoroughly conveyed but originated from a Chinese context, indicaing the great

102 Murphy, fi A ArchitecturalRenaissancen C h i ma4i,50

033 Wh iwé aeein the gardenwe mustnot fail to notethe characterististuccowall, reachingust above
our headsthe upperpartpiercedby latticedopeningsin a pleasingvariety of tile-patternsthroughwhich
onecanseebut not too well-into the nextcourt. The Chinesegardenwall invariably follows the contours
€ andis sometimesindulatedn short,quick wavesto form theprotectingd D r aWaol nllbél., 475.
104 Keswick, Hardie,andJencksTheChineseGarden 134.

105bid., 21.

106 1hid., 134.

107 Jencksconsidersthe Chinesegardenafi ma g 6 p a Whichisii s p a ¢ i lwe its dbinarmaland
incomprehensiblpatterns,t interruptsthe normalsocialand functionalrelationshipsof thec i tlhid., 0
198.
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potential for Chinese architectureto be modernised.P e i eéxperimentation with
modernismandtraditioncanbereadasacaseof mo d e r oapédcityad Estoricity 108

It is in thismannerthatP e iprdjectcanbe consideredisa challengeo boththe
ChineseRenaissanc&tyle and Westernmodernism.Here, anotherquestionhas been
raisedregardingthe effectthat P e idésgnwould bring to the specific contextof the
Civic Centre in 1933. Consideringthe nationalistic purpose of the Civic Centre
architectureto what extentwould P e ipjsctfit with this arditectural languageof
national identity? Or contrarily, was P e i selemeonly challenging rather than
correspondingo thearchitecturacontextof the Civic Centre?

Evidencecan be found to supportthe assumptionthat P e i Chisesegarden
themedmuseumcontibuted to the architecturalsetting of the Civic Centreand the
representatiorof Chineseidentity. In the official publicationof the Capital Plan that
involved Murphy asa consultantthe Chinesegardenwascorrespondinglyecognisedo
be a Chinesearditecturallanguagenot outsidethe realm of the palatial form of the
Chinese Renaissancestyle.!%° Reflectedin the planning of the Civic Centre, the
arrangemenbf artificial landscapeslementssuch as rivulets, bridgesand plantswas
consistentwvith the languageof the Chinesegarden.P e imbre explicit renderingof a

Chinesegardenmight alsobe acceptedisa necessargxceptiorto the GreaterShanghai

108 Tafuri oncediscusseshe representationf historicity in moden architecturefollowing Sibyl Moholy-
Nagys view ontherole of historiansin the historyof modernismManfredoTafuri, Theoriesand History
of Architecture trans.Giorgio Verrecchia(New York: Harper& Row, 1980),11i 64.

90§ eydt F¥ hiZs 1 Um>% aAdeGAifj OnK eé ' E
SANOUT HEAT L Wr @ ! & oLi andJdin, Shoudwihua, 63.
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Plan. Thus the Museumfor ChineseArt might in turn add the unaccountedChinese
garden architecturein the Civic Centre for a complete representationof Chinese
architecturabtyles P e isdplsisticatedrrangemendf wrappingthe Chinesegardenin a
fimuseund for Chine® artd the very institution of culture and art history® madehis
designaworkablesolution. Thisexceptiorof museundesignfrom otherpublic buildings
neverthelessorrespondetb designintentionof Mies, ashestatedfi T hmeseumfor the
smallcity shouldnot emulatets metropolitarcounterpartsThevaluesof suchamuseum
dependsiponthe works of artandthemannerin whichtheyaree x hi bt ed . o
However thedisappearancef the Chinesegarderfrom thearchitecturatomplex
of the Capital Plan and the original site of the GreaterShanghaiPlan neverthetss
suggestedhe unnecessityo enploy a gardenstructureto representhe senseof national
identity and nationalism.A gardenstructureis, afterall, a symbolismof a cultural and
even pastoral place for viewing nature and relaxation, rather than one for the
governmentapurposeof representingnationalidentity. Thereforejf wewereto putP e i
solutionten yearsearlier,in the specific period of the Civic C e n t qorestdustion the
validity of the designas a building which was a political symbol of the national
governmentvould be dubious.In otherwords,the designprovideda versionof Chinese
identity, but not onenecessarilycorrespondingo the representationf nationalidentity

or governmentapower!

0/ Mu s doutheSmallCi t 84, o
lvale, Architecture Power,and National Identity.
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1.4 Memories of China

Besidesthe architectural context of the Civic Centre asociated with the
representatiof nationalidentity, the employmentf the themeof the Chinesegarden
wasfundamentallyconnectedo P e ied@lgmemoryof China.Thereadingof this early
inspirationof PeifurtherrevealedheMu s e uanclditecturarepresentatiorof national
identity and Chinesesymbolism Born andbroughtup in a conventionalandrenowned
family, P e iedrlgyearswerespern in GuangzhowandHong Kong, wherehis father,a
prominent banker who had worked for several branchesof Bank of China was
transferred Pei movedto Shanghaiat the ageof tenin 1927, following hisf at h
appointments chief manageat the Shanghaheadquartersf the Bank of China.The
youngPeiwaseducatedat StJ o h WMiddée Schoolin Shanghaifrom wherehe could
directly witnessthe internationalinfluence on the city andthe prominenceof modern
architecturein urban construction,with the Park Hotel giving him the strongest
impressiorof fimoderm architecture'!? During somesummervacationsPeiwould travel
with his family to Suzhouand spendmost of the time in Shizilin, one of the most
representativeChinesegardensthere where he studied traditional practicesin the
f a mi priyate school (Sishy while playing with his cousinsin the garden.After

finishing his middle schooleducationPeiwentto Americato studyarchitectureat the

112 Thegreatinfluenceof Peiis memoryin Chinahasbeenrecordedn Peis biographyby CarterWiseman
andhasalsobeendiscussedrequentlyin Peis interviews.Wiseman/. M. Pei, 29i 45.
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age of seventeenmarking the suspensiorof his sevenyear experienceof mainland
Chinal®®

P e iditestexperiencef ShizilinandSuzhouwould only startafterhe movedto
Shanghaiput the conceptthat Suzhouwasthe root of the family would haveemerged
long beforeP e ifidtencountemwith it. In aninterviewin P e ilafe seventieshe was

askedo recollecthis childhood.He stated:

When | was in Hong Kong as a childwas never aware of that. My family consisted
only of my father and mother and my siblings. There we were transplanted. But after |
returned[my emphasis] to Suzhou, | realised that | came from much deeper roots. That
was a revelation, and has had cdesable influence on mié?

The deeproots of the family in Suzhouexplainedthe personaldentity reflected
in the project!'® Therefore whenPeiwaslooking for anarchitecturaform to represent
Chineseidentity for his museumin Shanghai,he naturally turned to Shizilin for
inspiration.In the sameinterview, whenPeiwas further askedaboutthe concepion of
his graduatiomprojectfor the Chineseanuseumhe connectedis architecturaconcepto

a habitof viewing Chineseartworks:

It (the museum projertvas a really a container for art objects that are very different
from Western art obj ect s dmeadChima, lkoreh,anaf t he Ori ent
Japaé was created | argely for private enjoyment.

were nothungonawal f or | ong periods of timeéThese differer

must have their effects on the design of museum to conserve and exhibit art.

[ ] a scholarés study or retreat would invariably

is here that paintingsnd calligraphy are made and enjoyed. Art and gardens are
inseparabléi®

113 pid.

114 pejandBoehm,Conversationsvith I. M. Pei, 19.

15vale discussedherelationshipshetweerpersonahndnationalidentitiesin: Vale, Architecture Power,
andNational ldentity, 52i 3.

116 peiandBoehm,Conversationsvith |. M. Pei, 43i 4.
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Thesymbolismof Chinesddentity Peiperceivedvasthereforeto befoundin the
habit of viewing art collectionsin a private spacewhich Pei suggestedvould usually
containa garden.The exhibiting roomsin this sensereferredto o n epdivate study,
surroundedby the Chinesegardenwith tea pavilions (Ting), as introducedin P/A,
originally usedas a place for the private conversationof intellectuals.Since art and
gardengannotbe separatedhe garderbecamea partof the collection,which createcan
integrationof the Chinesegardenwithin the museumThe entirebuilding wasproposed
astheprivateretreatof aneducateelite, composeaf smallcompartmentsf studyspace
and an affiliated garden.The contradictionbetweenthe open exterior and enclosed
interior of the building presentedninteractionbetweerprivateandpublic spacewhich
alsocorrespondetb theb u i | dnetaphaiasstudyor retreat.

This extremely scholaly perceptionof Chineseidentity originatedfrom P e i 6 s
early experienceof Shizilin, which far exceededhe simge alterationof the form of
ChineseggardenarchitectureThegraduatiordesignwasthereforemorejustified asbeing
atruepresentatiomf Pd @ersonakxperiencef Shizilin,aliving styleof aneruditeand
conventionatlitethatwasindependenfrom theexperiencef imperialarchitecturethan
as an ordinary reflection of Chineseliving style. It was P e icéngentionaland elite
backgrouwmdthatcreatechisunderstandingndpresentatio of Chinesadentity. Recalling
theinterpretatiorof the Chinesegarderandwalls astherepresentationof i e t ehabitsa |

~

of the p e o P byesaying fithe people® Gropius was refering to fi e v €hinese
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livi ndywas apparentlytoo universal to consider this very specific architectural
inspirationfrom ShizilinandSuzhout*’

This elite versionof Chinesedentity wasnotincompatiblewith the appreciation
of modernismand the ambition of nationalism considerimg the influence of modern
architecturePei had encounteredand, meawwhile, the social tensionshe could have
witnes®din ShanghaiBy referringto theeternahabitof viewingartinas ¢ h o dtuay, 6 s
Pei presentechis designand himselfin a more culturally-focusedand thus apolitical
mannerascanbediscernedrom hisown explanation®f theprojectin P/A. Ontheother
hand,his attemptto find anarchitecturaform to represenChinesenationalarchitectural
identity, asperceivedromthep r o j widertpdlitical andsocialsymbolism suggested
a connectiorto the researctamongChinesearchitectsinto nationalismin the 1930s''8
However,P esivarsionof architecturatepresentation was developedmore from
hisknowledgeof traditionalChineseculturethanfrom anypolitical backgroundandwas
thereforeintegratedwith the conventionaleducationof his childhood. The museum

designhe proposedalso encompassetlis experience®f the two cities: asa modern

78 Mu s douChineseA r t52.0

118 |n P e i poesious practiceswe can perceivea very explicit concernwith thefinat i owofal i s mo
architecture:The title of P e iB@ shesisat MIT in 1940wasfi St a n d Rropagarsdauits for the
ChineseGovernment which wasseenby his teacherasa ratherpolitical theme.Peienrolledat Harvard
GSD in Decemberl942, but suspendd his studyin early Januaryl1943to volunteerfor the National
Defence ResearchCommittee in Princeton, during which he was already undertakingarchitectural
practicesWiseman|. M. Pei, 38i 9.

RecallingP e idésignof the PostWar Sheter, his political interestsgspeciallyconsideredn the context
of the warfareof the 1940s,canbe justified, which meansthat the settingof the museumas a patriotic
claimin the Civic Centrewasstill compatiblewith the othermeaningof the museumasa utopianversion
of a retreator study for art viewing. Fisher,i P r e f a band the &#dstvan House: The California
Mani festo. o
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architecture of internationalism, the project correspondedto the metropolitan

environmenin Shanghaandits aspirationfor modernity.

1.5 Cultural and architectural identities

To conclude,P e igi@duationproject presentedh fundamentallymulti-layered
context which integrated his experienceof Sheilin, an aspiration for Chinese
modernisatiorand Westen modernismin Shanghaiandan ambitionof the modernists
to promotethesensef internationalismn theWest.Thiscomplexbackgroundiltimately
left Peiwith anunfixedidentity, allowing him to develophis designsn variouscontexts,
transformng andcombiningcomponents$o achievethe mostproperform of architecture
to meettheneed of differentarchiecturaldemandsThereforeP esigr@aduatiorproposal
canbeeitherseenasareturnto his early childhoodin China,or asa departurédrom the
old Chinesesituationfor a modernisedandmodenist) solution. Theseaspectof P e i
designwould seento be paradoxicalbutacloseriook attheprojectsuggestaneffective
sensef eclecticismthat wasbothmoder® morespecificallyaddressedsModernis
andChinese.

ThoughamonumentatlesignP e igraduiatiomprojectwasneverexecutedlt was
in 2002thatPeiexpressdthis senseof returningmoreexplicitly in the SuzhouMuseum,

which alsoacommodatedh gardenof walls to createanideal spacdor viewing art, and

exemplified the eclecticismbetweenhistory and modernity. However, the projed 6 s

strongresemblance the Museumof a SmallCity andthegreatappreciation®f Gropius
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andP/A nevethelesssuggesthep r o j pupdoséwasto becomea tribute to Western
modernism Although this approachwas acceptabléo Shanghaasa metropolitanand
moderncity, it somehowdefacedhep r o j raetitasgiging the Civic Centreamodern
image and being a reflection of P e i ovrs memories.However, in the American
enthusiasmfor modern museumconstructionin the 1960 and 70s, especiallyas a
graduatiorprojectfrom HarvardGSD, practicesandreadingsof modernisnmwould have
beeninevitable!®

In hislatercommission®f theFragranHill HotelandtheSuzhouMuseumthere
is amoreobviousrepresentationf Chinesddentity, bothin termsof theform andtheme
of thearchitecturethanin this first museunconceptiorfor China.ProbablyPeihimself
hadnoticedthatanintentionalengagemerih modernismwould havemadethereference
to ChinesefeaturedessapparentandsomemorediscernibleChineseclementssuchas
the piercedwindows on walls, the pitched roof of tea pavilions and carved Chinese
paternsonthearchitecturafacadewould be ableto indicatemore clearlyhis continuous
returnto his family rootsin Suzhouandhis effortsto developamoder® notnecessarily

Modernis® architecturatepresentationf Chinesddentity.

119Bergdoll,ii P BieyerandBar nes . 0



Chapter 2  The Deutsches Hisorisches
Museum: the representationof national identity

in the temporality of past and present

The Museumfor ChineseArt reflecteda situationin which Pei engagedn an
architecturatepresentationf nationalidentity andnationalismby employinga post-war
modernisfrototypein ahistoricalcontextin Chinawith which hewasmostfamiliar. His
designfor the extensiornof the DeutschedistorischesMuseum(DHM), in comparison,
reveab a situation where Pei, possessinga hybrid cultural identity exterral to the
Europearncontext found his placein contemporaryBerlin. Commissionedy the then
GermanChancellorHelmut Kohl in 1998 P e ipibjsect suggeststs significanceas a

governmentsponsoredschemewhich contributesto the urban image of the city.

Consideringhe modernistbackgroundf Pei,the DHM projectcanalsobeseerasP e i 6 s
responsédo Berlin, the hub of modernistmovemensince the earlytwentiethcentury In
this contextwherethe representatiorof nationalidentity hasbecomea priority, Pe i 6 s

projectandhis hybrididentityinvite consideratiorof theextentto whichit hasresponded
to the conceptionof national identity representedoy the DHM in historical and

contemporaryenses
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The existingstructureof the DHM containsa complexhistorythatconcernghe
changedoles of the building. The currentsite of the DHM is equallywell knownasthe
Zeughaug(1695 1730), initially constructedas the armoury of the Hohenzollernand
developednto anofficial representatiorof Prussiamilitarism (Figure21). As theoldest
survivingstructureon UnterdenLinden,the Zeughaugxperiencedsomemajorchanges
in its function andidentity, from Prussiararmouryto the former Museumftir Deutsche
GeschichtdMfDG), andwasfinally transformednto the permanenhouseof the DHM
after Germanreunification Particularly, sincethe 1950s,the building wasconnectedo
the competitionsbetweerEastandWestGermanyto represenainii a u t h emsibnofc 0
German history. In the complex architectural context of the DHM and Berlin, it
necessitatethe consideratiorof whetheror not Peihasreconciledthe tensionshetween
his structureand the architecturalsetting as regardsthe changedmeaningof national
identity, from the temporaity of the pastto the present.Furthermore,the plural
manifestatiorof P e ihybkd identity raises the concernof how the projecthasreflecied
P e isdfglentityin architecturabndculturalterms.

To addresghesequestionsthe chaptewill evalude P e iséhamadn light of the
changedemphasisof nationalismand nationalidentity within its architecturalsetting
Here,anexaminatiorof thehistoricalnarrativeis necessarin orderto fully considethis
relationshipbetweenhistory and P e imdern structure.Thus, the chapterwill firstly
identify the merit of P e idésiginasa contemporarstructureandconsiderthe extentto

which it corespondgo modernisthemesanda senseof history, in which processPei
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alsoexhibitshis modernistidentity. This contemporartatusof the schemas, however,
guestionedy how the structurehasrespondedo the past:of the extentto which Peihas
respondedo the history of the DHM, developedfrom an old armouryto a cultural
institution After examiningthe historical contextof the DHM, the chapterreturnsto
examine how Pei has managedto accommodatehimself in a context where the

representatiorof nationalidentity hasbeen socontentious.

2.1 Mies vs Pei: the trajectory of architectural modernism

Before steppinginto the readingof the schemejt is necessaryo identify how
Peis architecturaldentity is in effectdistantfrom a classicaimodernistdentity for both
culturalandhistoricalreasonsespeciallyin a settingin Berlin. This thusleadsto Pe s 0
different approachin his designfor the DHM. The resemblancef P e i Museumof
ChineseArt to the Museumfor a Small City discussedn the previouschapterbrings to
mind anotherprojectof Miesin Berlin, thearchitecturabontextof which alsosugyestsa
parallelto thatof P e iD&lMd project.In 1962, Mies was commissionedo designthe
NeueNationalgalerig1962 68) to housea twentiethcenturymodernart collection,asa
responseto the Nationalgalerieon Museum Island, which then housedcollections
representinghe traditional art greatly emphasisedn the GDR. The building reflected

how Mies employechis previousmodernisiprototypeto settlethe confrontatiorbetween
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historyandclassicamodernisnin thethencontextof Berlin.! In constructimg theproject,
Mies also declaredhis inherentbond with Germanarchitecturaland cultural history,
which wasin the endreconciledwith his Americanprofile in the modernistform of the
museurrstructure.

This homecomingdesign of Mies continued his unbuilt conceptionsof the
Bacardi office building in Cubain 1957 and the SchaefeMuseumprojectin 19602
Despitecriticism of thed e s i pyotofymeasan office building, which might not best
servethe purposeof amuseumthearchitecturgepresentethe ultimate practiceof Mies
in combining the conceptionof modern technology and the tectonic structure of
classicism® As Framptonsuggeststhe employmentof a modernistfashionedblack
spaceframe, which Mies developedin his American projects (the earlies casewas
ChicagoConventiorHall, 1953 54),is combinedwith thesteelplanarroof.* At thesame
time, this modernistconceptiorof the steelframeandthefloating spacewasjuxtaposed

with the useof hingedcolumnsthatresembledhe classicalorderof columns,supported

! Lambertstatesthatthe structuraltectonicsof the Museumof a Small City werediscontinuedn Mi e s 6 s
laterarchitecturehowever jt neverthelesprovideda primarysketchof architecturakpacethatanticipated
his many projectsin America.In contrast,in FranzeS ¢ h u Ireadin§af Mi e sndssumprojects,he
perceiveshe BacardiOffice projectcanindeedtracea visual referencebackto Mi e préviusideas,
originatingin the Museumfor a Small City asanunrealisecblan.Lambert,ii Mi lerame r A28d-ranzo
Schulze MiesVan Der Rohe:A Critical Biography ed. Archive Mies vander Rohe(Chicago:University
of ChicagoPressjn associatiorwith the MiesvanderRoheArchive of theMuseumof ModernArt, 1985),
300/ 11. Neue Nationalgalerie Berlin, ed. Neue Nationalgaérie (Berlin), Roland Marz, and Angela
Schneidertrans.JohnWilliam Gabriel(Munich: Prestel 1997),5.

2Lambert,i Mi lermme r SA74®8, 0

3 CarstenKrohn discusseshe criticism the designreceivedbecausdts previousconceptionas an office
building, asJuliusPoseneregardedhe designof the hall wasinappropriatefor its purposeasa museum
space.The spatialdesignalso createdshadowswhich caugd inconveniencenvhen displayingartworks.
CarsterKrohn, Mies Van Der Rohe:The Built Work (Basel:Birkh auser,2014),208 14. JuliusPosener,
A Abs Alrcthda t NelkeRumndschaB4,no0.1(1973).

4 Framptoni Mo d e ramdiTraditionin theWork of MiesVanDerR o h 62 3
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by thesymbolicandtectonicjoint of acapital® In termsof material theventilationshafts
upontheentrancéall, cladin GreekTinosmarbleandbronzegrills, furtherindicatethe
classicallanguageof architecturaimonumentality in contrastto the steelframe of the
structure®

The classicalmetaphorof the structurewas consistentwith the architectural
identity of Mies and the position of the building. Furthermorejt developeda visible
referencdo Schinkelasin manyof his otherprojects;Framptorpointsouthow Mieswas
after all trainedin traditional architecturalstylesinsteadof the modernistmanner. On
the other hand, since the architectureis part of the National Gallery, this classical
references celebratedy the museumasan embodimenbf the Prussiartradition that
cantraceits influenceto S ¢ h i ndkassicabosder mostly representedy the Altes
Museunt Thereferenceo classicisnpointedto theremotetradition of Germanhistory,
while his orientationof modernarchitecturalconceptiorrejectedthe recentmemoryof
the Third Reichandthe Holocaus®

This modernistrenderingnecessarilycontributedto the urbanlandscapeof the

Kulturforum. TheKulturforumwasamodernisurbancomplexin theformerWestBerlin

5 Ibid., 53.

& Krohn, MiesVanDer Rohe 209 19.

" Frampton,ii Mo d e randiTsadition in the Work of Mies Van Der R o h &5. Bxamplesof Mi e s 6 s
housingdesignsin Americathat embodiedthe referenceto Schinkel,seeSchulze Mies Van Der Rohe
2537.

8 NeueNationalgalerieBerlin, 4i 5.

%Here, it is moreaccurateto addresshe structureasa modernistconceptionratherthan simply modern
technology.For the intricate acceptancef moderntechnologyfrom the Weimar Republicto the Third
Reich, sedhomas Rohkramer,i Ant i mo dReactiohasytodernism and National Socialism.
TechnocraticTendenciesn Germany,1890'1 9 4 E€gntémporarEuropeanHistory 8, no. 1 (1999).



developedromthe 1950sasa counterparto Museumislandby River Spreein the East.
By the time of the fall of the Berlin Wall, the Kulturforum had alreadydevelopeda
comprehensivesystemof cultural institutions, equally renownedfor public buildings
suchasHansS ¢ h a r desigmfér she Berlin Philharmoni(1960Q 63), the Berlin State
Library (1967 76) and the Museum of Applied Arts (1978 85).1° The areafurther
expanded its infrastructural strength by including the current building of the
Gematlegalere (completedn 1998),indicating an effort to reshapets culturalidentity
sinceit lost its function andidentity in the SecondwWorld War.*! Its developmentsa
cultural zonecorrespondgo the museumboomin Berlin that succeededhec i taytd s
legacyandformedits urbanlandscapé?

The architectureconnectedo the local identity of the city throughits materials.
Viewed from inside to outside,the steelskeletonframe, to borrow PhylisL a mber t 6 s
words,fi f r ahemwalof thereborncity thathasbeengrowingaroundi twhiohwas
meanwhilecontrastedy the mirroring effect of the exterior,thatprovidedtheii s hi f t i n g

andsuperimposed e f | e oftthesurrotungidgareaon the glassmullion walls® The

10 For an analysisof Hans S ¢ h a r designéos the Berlin Philharmonicin the debatedstatus of
architecturalstylesin the postwar Germany,seeJamesChakraborty,GermanArchitecturefor a Mass
Audience95i 114.

L auraPaviafi T Kelturum, i MiesVanDerR o h blduaNationalgaleriein Berlin, ed.Mario Ferrari
andLauraPavia(Bari: Ilios Books,2013),31.

2 Alan Riding, fi B e r Bamkingon Its Museums:Seekinga New Identity, the City Shakesup Its Art

L e g a TheNewYorkTimes March12,2002.

BMi e snipbymentof glassasa materialfor reflectivity over transparencyvas alreadyvisible in his
proposalfor the GlassSkyscrapemodelof the 1920s As Mies statedn thedesignproposalfi tiscowered

by working with actualglassmodelsthattheimportantthingis the play of reflectionsandnot the effect of
light andshadowasin ordinaryb u i | dAskrgnsptoidperceivesMi e snipBymenbf glassdirected

to anewapproacho architecturaktructureentirelydifferentfrom traditionalconceptionsLambert,i Mi e s
I mme r #A99duatefrom Framptonfi Mo d e ramdiTraditionin theWork of MiesVanDerRo h e, 0
37.
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building wasraisedon a podium,coveringthe sunkengalleryinsidethe building, which
first of all suggestd asenseof architecturamonumentalityConstructedvith two flights
of stairs,the podiumwascladin granitefrom Strzegomwhich CarsterKrohn identifies
asthe samematerialused for the pedestriarpavemenin Berlin, thusindicatinga local
identity for thearchitecture'? In this way, the modernform andthe classicaimetaphoiwof
the NeueNationalgalerieverereconciledwith the local identity of Berlin, all of which
werenevethelessntrinsic to the historicalimageof thecity.®

Mies hasprovideda solutionfor incorporatingclassicalidealsinto the prototype
of modernspatialstructureashis approacho represenGermandentity. In comparison,
Peiwasconfrontedwith a differentandmoredifficult situationin the DHM to find his
placein Berlin. Onereasons thatthedepartureof P e idésignstrategyfrom his earliest
museumdesignoverthe yearsof architecturabpracticenecessarilyesultedin a way of
respondingo history and modernismdistinct from that of Mies. More importantly,the
architecturalcontext of the DHM incorporatesa multi-layeredhistory. This complex
historicalbackgroundeadsto amorecomplicatednteractionbetweerP e istfustureand
the historical contextof the building. As will be discussedater, eventhoughSchinkel
remaineda key referenceo Germanidentity andhistoryin P e is@hamethis reference

is presentedlifferently from how Mies employedthe form of classicalorder.

14 Krohn, MiesVan Der Rohe 209.

15 Thecommissioralsoreflectedtheidentity of Mies aspartof his origin. Krohnsuggestshearchitectural
sitewasalsodecidedbecausé wasoppositeo whereMies oncelived, onthebankof the LandwehrCanal.
Ibid.
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Furthermorein the urbanimageof contemporaryBerlin, wherethe discourseof
modernismhasbecomean intrinsic part of the troubledhistory of the city, DHM, asa
reconstructingproject requireda presentday perspectiveto tackle the relationships
between modernism and history.'® JamesChakraborty perceivesthe architectural
reconstructionn Berlin sincereunificationhashelpedform aneomodernisidentity that
functionsto recollectthei mo d e menm & dfyhécity. Thei mo d e memorg dn
the one hand,indicateshow neamodernistarchitectureembodieghe historical pastof
Berlin.}” On the other, it exceedghe ideaof history andrefersto the modernistlegacy
that correspondgo the senseof internationalmodernism® One examplediscusseds
DanielLibeskin d éxtensiorto theBerlin city museumnow the Jewishmuseumwhich
adoptecanunconventionadndabstracte@longatedtarshapdo formthebuilding,along
with the monolithic effect of concreteandzinc, to recall the Holocaustmemaoryof the
city, which thereforereversedhe position of early modernistssuchasMies, of being
antitheticatto therecenthistoryof thecity.'® As aprojectof extendingheexistingDHM,
P e imuseumalso reflectsthe complicatedsituationof architecturalreconstructia in

contemporaryBerlin.?° The architectural context of the DHM in the vicinity of

16 JamesChakrabortyji Be ytheWh | | . 0

71bid., 102 3.

18 JamesChakrabortysuggestshe useof termfi me moinstgalof i h i s tindhis way eschewinghe
paradoxicaproblemof the neamodernistinspirationfrom historicism.

Ibid., 1007 3.

91bid., 108 9.

201pbid., 103.

Examplesof the reconstructionof the urban areasin Berlin, see AnnegretBurg, Berlin Mitte: Die
Entstehungdeiner UrbanenArchitektur(Berlin; Boston:BirkhduseVerlag, 1995).
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Museuminse{Museumisland),partially reconstructedyy David Chipperfield,identifies
thekeynoteof P e iprjsctto serveasthe newurbanimageof UnterdenLinden?!
Lawrence Vale has described how governmenissponsored constructions,
especially in capitals can reflect the position of political regimes, conveying
representationf national identity and the senseof nationalism?? P e i pbogect,
sponsoredby the Christian DemocraticUnion of Germany(CDU), also servesthe
purposeof the governmentby employng a neomoderniststyle to incorporatethe
fracturedi mo d em enm o dopveyedby the principalbuilding of theDHM.?® Anders
Aman usesa triangular diagramto sugges that the pursuit of national form was a
persistenintentionin architecturapracticesfrom classicisnmo modernisn?? Likewise,
theway in which Peihassettledhis structurein the architecturatontextof the DHM is
concernedvith not only the relationship betweenmodernismand history, but alsothe
contentiousquestfor nationalidentity and nationalismreflectedin the history of the

principal building.

2l paulStangl,ii Re s t Be ri | tlger®en Linden: Ideology, World View, PlaceandS p a cleurnal
of Historical Geography32, no. 2 (2006).

22Vale, Architecture Power,and National ldentity.

2 Thoughthe readingof architectureandarchitecturaidentity is not necessarilydeterminedby political

intentions,the political intention of the projectis particularly visible from the fact that it was a direct
commissiorby Kohl. Anotherexamplds thattheinitial designfor theKanzeramtwasmodifiedaccording
to K o h lpdissnalrequestsunavoidablyreflectingK o h Vigios of the governmentaimage. Schultes
FrankArchitektenandStepharRedekerfi Pr oBe kk d e s k a nARCH20BAmt , 0

24 AndersAman, Architectureand Ideologyin EasternEuropeDuring the Stalin Era : An Aspectof Cold
War History (New York; CambridgeMA: ArchitecturalHistory Foundatiorny The MIT Press;1992),96.
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2.2 Present:The PeiBau as a neanodernist production

The Zeughaudunctionsas the principal building of the DHM and housesthe
permanentcollectionsof the museum.P e ibdailding was constructedfor displaying
specialexhibitions The project of extendingthe existing DHM reachedPei in 1998
throughtheinvitation of ChristophStdlzl, the foundingdirector of the museumandthe
collaborationwasshortlyconfirmedafterashortpublic debateon thedirectappointment
of Pei?® DubbedSchauhauer PeiBau(1996 2003),thestructurevascompletedn 2003
(Figure 22).2° The different forms of the two structuresmmediatelysuggest distance
betweera historicalbuilding anda modernextensionSituatedon UnterdenLinden,the
old armourypresentstself in a monumental and fortresslike manner.The orderand
proportionof the architectureclearly seenfrom its two story-structure as divided by

entablaturesThegroundfloor is veneeredvith smoothashlaimasonryblocks;andthere

25 As the chapterwill discussStolzl hasplayedanimportantrole of establishinghe imageof a German
historical museum,firstly developedas a Western German project. It thus underliesthe chapted s
consideratiorof the political representatiorof P e istbustue, not only for an image of contemporary
Berlin, but also for the legacyof the former GermanHistorical Museum.Furthermore the thesisalso
considergpublic debate®mn architecturaprojeds havecontributedo thelanguageof the projectasapiece
of architectureThepublicdebatds moremanifestedn P e iGéasdLouvre.PeiandBoehm,Conversations
with I. M. Pei, 94.

26 The namei S ¢ h a uitkedf oas lie found to indicate three different meanings:The West German
newspapeDbie Zeit, in 1952, referredto the original building of the Zeughausasii S ¢ h a ubbcagesf 0
its transformationfrom the Prussianarsenalto the i Mu s eoiGermanH i s t af thg GDR, which
thereforeampliespropagandandis anironic useof theterm.Howeverthefi S ¢ h a,udrfasutslwouse 0
is a more commonreferenceto the extensionhal by Pei, becauseof its function of housingtemporary
exhibitions. Thereis neverthelesanotherreferencethatthefi S ¢ h a uwasamanéderivedfrom Pei
andsuggests combinationof S ¢ h i nfikSecl hdasu s pand¢he fhBrauus hodhe aificial nameof the
building is Wechselausstellungsgebau¢exchangeExhibition Building). K.W. Berlin, i Mu s eFirm
Geschi cht dDieZditslanhawy3ilglo5@. ClaudiaSchwartz,fi D e u t HistdriseleesMuseum
Eroffnet Schauhau¥on Pei: Am SchnellstetWarDie S ¢ h n e NekieZiralerZeitung May 24, 2003.
i Sc h a u s pBaehhus-&chauhausSpatensticBeim ErweiterungsbaildesDeutscherHistorischen
Museumsn B e r | BauNetDAugust27. JodidioandStrong,l. M. Pei, 299.



arekeystoneslecoratedy helmetson the groundarches’’ The upperfloor of the piano
nobile is decoraed with Tuscan-orderedpilastersthat divide the facadeinto nineteen
bays,definedby windows.Abovethis, the friezeis decoratedy triglyphs andmetopes
depictingweaponsandwar trophiesthat symbolisethe function of the building. On top
of the balustrade the flat-roofed building is decoratedwith sculpturesof warriorsand
chariotsthat conveythe military symbolismof the architectureThe entrances defined
by the centralpedimentsupportedoy two setsof Tuscancolumns;the corniceis filled
with lavish ornamentatin, including a crownedtrophyin the centralniche,on top of a
portraitmedallionof Frederickl of Prussig1657 1713)? Theemphasi®n theentrance
thusmarksthe southside asthe main facadeof the building. Throughthe architec¢ural
form itself, the Zeughausuggestés functionandroyal symbolism.

On the contrary,P e iad@#ional structurereflectsan architecturalvocabulary
entirelyoppositeto the classicabrderof theZeughaugFigure2?2). Provdedwith anarea
behindthe Zeughausvhich wasnot very visible from the mainstred, UnterdenLinden,
Peiemployedanoverallasymmetricahndirregularcomplexto respondo therestricted

triangular site (Figure 23).2° The main structureof the PeiBauincludesan exhibiting

27 Forthe symbolismof the giantmasks see Isolde Dautel,AndreasSchl¥Ter Und DasZeughausn Berlin
(PetersbergM. Imhof., 2001).

28 HansOttomeyerfi T MMasksof Giantsin theBerlin Ar mo uim lyM. Bei: Der Ausstellungsbaéir
Das DeutscheHistorischeMuseunBerlin, ed. Ulrike Kretzschma(Munich; Berlin; London;New York:
Prestel 2003),72.

29 The constructingconditionwasin somewayssimilar to thatof P e iE&stWing of the NationalGallery
of Art, wherePeiwasalsoconfrontedwith atriangularsitefor theextensionastructureto themainbuilding
of theNGA. ThegeometriadesignPeiprovidedfor thenewEastWing was,howevernotall well received.
RobertSterncriticisedP e isadhemdoritsii we § € d me tlrrcongastphomasA b b eGodradSulzer
RegionalLibrary in Chicagopresentedca more conventionallanguageof (as Sterntermedit) i mo d e r n
tradit itocespohdi & im dodhie thiapgulararchitecturakite, throughprojectinga roundfacade
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galleryin theform of atriangularprism,an L-shapedvorkshopbuildingand,ontheside
facingtheZeughausa glasstowerandcurtainwall (upto the skylight) which signify this
to be the mainfagadeof the building.*° The principal entranceratherthanbeingplaced
at the centreof the architecturalfacade,is situatedto oneside, betweenthe glassfront
andthetriangular prism,almosthiddenfrom streetview. The circulartower,interacting
with the floor slabs,conveysan ambiguousmessageaegardingthe total floor levels.
Overall,thearchitecturacomplexpresentsa senseof asymmetryandirregularity.
Furthermore,the PeiBau suggestsan explicit employmentof modernismin

opposition to the languageof traditional classicism,visible from both the spatial
constructionof the entire structureandthe specificinstallationof the glasstower. The
circular glasstower, in a form that resemblesGr o p ifacterp model at the 1914
DeutscheWerkbundexhihition in Cologne boldly manifeststs steelstructurewith the
statemenof thecurtainwall. Theform of thetoweris furtherdefinedby thecarefulfinish
of a steelframe 3! The combinationof curtainwall andsteel structureis reminiscentof
earlymodernistworks suchasthe Bauhauguildingin DessauThelightweighteffectof

glassand the plain, smoothfinish of the limestonesurfacepresentan architectureof

to the very end of the corner,and manifestedhe facadedesignwith a portico anda clock tower. Robert
Stern,ModernClassicismLondon: Thames& Hudson,1988),188 91.

30 The constructingareawaspreviousy occupiedby the depositoryandworkshopbuildingsof the MfDG
in the 1950s,alsoplannedat the time to be usedasexhibiting spacedor the museumln the time of the
Prussianstate,the site was usedas the castingfactory of the Zeughausto producecannon.Ulrikein
Kretzschmarfi Ur Oleatred |. M.Pe iAlus st el |iulnvgRebTheExhitionsBuilding of the
German Historical MuseumBerlin, ed. Ulrikein Kretzschmar(Munich; Berlin; London; New York:
Prestel) 23/ 33.

31 ReynerBanhamcritically considerghe aestheticof Gr o p iWerkblirslPavilion especiallyin terms
of its referenceo classicismReynerBanham,Theoryand Designin the First MachineAge (Cambridge,
MA: TheMIT Press,1980),85i 7.



volume rather than mass,in comparisonto the ornamentallanguageand classical
structureof the Zeughaus

The planningof the architecturalspacan away correspondsvell to the senseof
architectural promenade as most famously demonstraté in Le Cor b u dillae r 6 s
Savoye®? In Villa Savoye Le Corbusierusesrampsto createa changeof arclitectural
spacen thebuilding. Similarly, Peistructuredhearchitecturaspacehroughthechangs
of proceedingroute that presentto the audiencefour different physical and visual
experiencesf visiting thebuilding.3® Uponenteringthe PeiBau thevisitor is confronted
by the stairsgoing up to thecentralmezzaninereawhichleadsto eitherthegallerieson
thefirst floor, or to the glassstairtower (Figure24; Figure27). Alternatively,thevisitor
canusetheescalatoat thefar cornerthatleadsto the basementvhich providesaway to
acces=itherthe balconyon the otherside of the building via escalatorpr walk to the
passagédinking to the Schltterhofof the ZeughaugFigure25; Figure26). The changed
routesin the building createdifferentrhythmsof horizontalandverticalspacesin terms
of architecturaform, the glassconnectghe sectionof the exhibition building with the
externalfoyer in a horizontalway that createsa connectiorbetweenthe insideandthe
outside.The glassalso coversthe spiral stairway,which spansthe threefloors of the
exhibition building, and thereforeextendsthe connectionbetweenthe inside and the

outsidevertically.

32 For ananalysisof the spatialexpeienceof the Villa Savoye seeFloraSamuelandPeterBlundell Jones,
fi T hviaking of ArchitecturalPromenadeVilla Savoyeand SchminkeH o u s/Agchitectural Research
Quarterly16,n0.2 (2012).

33 Referencdrom P e iinteiwiew note.Jodido andStrong,l. M. Pei, 300.
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Unlike the standardisedtructureof Gr o p ifacterpstaircaseframedby a
rectangularwindow-like glassbox, the glassframeof the PeiBaufollows the spiralform
of the steel structure. This spiral structure correspondgo the modernist notion of
functionalismtheform of the glassform in effectfollows thefunctionof the stair,which
encouragesisitorsto goupto thetop of thebuilding for acloseview of theold Zeughaus
Aswith Le C o r b u mmethe glassspiraltower canbe seenasboth purefunctional
andnonfunctional:functionalin the sensdhatthe glassform follows the movemenif
spacedefinedby the steelframe,andnon-functionalbecausehe structureis in effectnot
relatedto the actualpathsusedfor thevisitor to go up to the spaceasit is not ultimately
leadingto thegalleryd in theend,it is a structureon the exteriorof the building 3*

The architecturen some waysresembled® e idésgnfor the EastWing of the
National Gallery of Art, furtherindicatingP e ia@psoachof transnationamodernism.
The side of the triangularprism away from the Zeughaudeaturedan openinghalfway
thatcreatesa visual effectsimilar to the front facadeof the EastWing, composedf two
diamondshapedowers,thus conveyng a senseof thed e s i Wisnabmonumentality
(Figure28; Figure29). Thechoiceof materialseflectsa similar senseof materialitythat
continuesP e iatlemptto createhis versionof transationalmodernismThetriangular

prismis cladwith P e ip@ferredmarble the FrenchlimestoneMagnyle Louvre® The

34 Jan Kenneth Birksted, fi 6 B e ythe rClichés of the HandB o o kil &C:o r b u sAichétectiiral

P r o me nTaAedaurnaof Architecturell,no.1 (2006).

35 Previousto the DHM, Peiapplieda similar marble,Magny Doré, at the Louvre (1989 93), the Miho
Museumin Japan(1991 97), the Four SeasondHotel in New York (1989 93), and the Muséed 6 a r t
ModerneGrandDuc Jean(MUDAM)in Luxembourg(1995 2006).JodidioandStrong,l. M. Pei, 249,258,
268,288.Kretzschmari Ur Hdre a 8Gile, O
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stairsin theinteriorandthelintels supportinghe glassarefinishedin concretgcastfrom
Oregonpine, which presumablygives the concretea more distinctivetextureasP e i 0 s
signature)*® This is consistentwith the EastWing design,in which Pei decidedon an
architecturafinish with sandstonewhich provideda similar visual effect,andstaircases
andlintelsfinishedin concretgalsocastfrom Oregonpine) 3’ Thesimilarity is alsoseen
in theway thatP e idésgnconnectdo the principal building. In termsof the National
Gallery, P e iE&ssWing connectgo JohnRussellP o p eeddassicalWestBuilding
through an undergroud tunnel. Likewise, P e i e&tensionstandsas an indepenént
structurethat oppo®s the principal building of the Zeughaus Its connectionto the
Zeughauss realisedthroughan undergrouncdpathway,leadingto the courtyardof the
Zeughaugqthei S ¢ h | f; @awhichhsaonvertedto an openplazacoveredby a glass
roof 38

Thes t r u cvisualresetBlancéo the earlymodernistethosof glassandsteel
andtheideaof transnationamodernismin P e iprdjsctssuggesta modernisiayout,yet
this modernistvocabularywas connectedo, ratherthan juxtaposedwith, the idea of
historyandtradition.Peihasalsoemphasisediis architecturalnspirationfrom Schinkel,
which necessarilyconformsto the historical pastof the Zeughausand the historical

contextin Berlin. As Peistatesin aninterviewin 2008 the designhascombinedboth

36 Kretzschmarfi Ur @& e a BG leJpdidioandStrong,l. M. Pei, 300.

37 JodidioandStrong,l. M. Pei, 300.

38 In addition,thefloors of theexhibitionbuilding andinsidethe courtyard(or the Schliiterhofarecovered

with North AmericanMason, a kind of smoothgranite surface,so asto createa senseof consistency
betweenthe architecturalspacesof P e ieRtensionstructureand the ZeughausKretzschmarii Ur b a n
TheaBbile, 0



historical and modern considerationsgcoinciding with the reconstructingpurposeof

contemporarymeomodenist structure asdiscussedt the beginningof the chapter:

| keptth nking Schinkel éSchinkel éSchinkel. But
something that is Neoclassic. We live in the twefiist century. It has to be modern.

At the same time one has to be respectful of the past. By making the work transparent,

t h er e Gslsof styte. Ircthatway | pay respect to the past but at the same time as we

are of twentyfirst century.39

Peifurtheraddressethis link with historyandSchinkelin two ways First of all,
the mostessentiahndwell-claimedconnectiorbetweenthe modenist structureandthe
memory accommodatedn the Zeughausis realised through the characteristically
modernistmaterialof glass.The specificlocationof the constructionnextto the DHM
on Unter den Linden, provides a geographicconnectionbetweenSch n k é\keé s
MuseumandtheNeueWache As Peisuggests) Teverydifficult sitein closeproximity
to S ¢ h i nNeeeWachke,wasthe main featureof the project. Obviously,| madean
effort to connecthetwo, at the circular stair*® Walking up the spiral tower, visitors are
presentedvith the historicalfacadeof the Zeughaughroughthe visual transparencyf
the glass while alsoobtainng a distantview of the NeueWache.UIrike Kretzschmar,
the head of the exhibition departmentand architectural corsultant of the DHM,
acknowledgesucha strategyachievesanii ar ¢ h i d¢ ercrt aig @ betweaernpc aesot
andp r e steroughthe transparencyf the glasstower, from which i y aecessarily

becomeawareof the historicsetting “é

3% Requotedrom JodidioandStrong,l. M. Pei, 302.
4OKretzschmari Ur @dme a 2X e, O
4L bid.

you
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Furthermore,Pei suggest the architecturalconnectionto Schinkelfrom it h e
sensofp r o p o antfi noansdf geonyetry 4 This statemenalsojustifieshowP e i 6 s
architecturehas responed to both historical pastand modernistlegacy. In terms of
historical past, Schinkeb slesign of the Neue Wache especiallythe Altes Museum
providesanultimateparadignof neoclassicismt?® In termsof modernistegacy,Schinkel
himselfis anantecedermf modernismalthoughit is necessarto recognisehevariations
amongindividual modenists,suchasLe CorbusietandGropius?** Peihasestablishedn
architecturalconnectionto the historicismof the original DHM through Schinkel,and
specifically from the senseof geometry: igeometrp as the connection between
fiSchinkeb and modern archiecture, and fiSchinkeb representedas the fhistoryo
reflectedfrom the original architectue. In this way, P e icd@neseptionof geometryhas
becomeanintermediateelementconnectinghistoricalandcontemporargyemporality

P e i ekptanationseemedto hawe explainedhow geometryand transparency
functionasinstrumentgo connecthemodernistegacyandthehistoricalpast. However,

the way in which the PeiBausettledthe relationshipbetweenthe pastandthe present,

42 peiandBoehm,Conversationsvith I. M. Pei, 91.

43 Two exampleof readingthe Altes Museumin comparisorwith modernistreinterpretationareDouglas

Cr i nopitidism of JamesSt i r NeuaeSjaatsgaleri@asa postmoderrexample,andKlausHe r de g 6 s
criticism of the Bauhaudegacythrougha comparativaeadingof PhilipJ o h n sSbefd@nglemorial Art
Gallery with S ¢ h i nAtesIMaiseum. Douglas Crimp, On the Mu s e uRuidss(Cambridge,MA;
London:TheMIT Press;1993),282 325.Herdeg,TheDecoratedDiagram, 361 48.

“ForS c hi nikfleehcém modernarchitecturalpractices see,for instance Barry Bergdoll,fi 6 é t h e
Last Great, ComprehensivéseniusThat ArchitectureHasP r o d u Kad Hrieddich Schinkeland His
Pupilsin theEyesof theModernM o v e m éniikarl,Friedrich Schinkel LudwigPersiusFriedrich August
Stiler: Bautenin Berlin Und Potsdam(Stuttgart;London Edition Axel Menges,2013).Also seeJulius
PosenerFrom Schinkelto the Bauhaus:Five Lectureson the Growth of Modern GermanArchitecture
(London:Lund Humphries, 1972).
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betweenmodernismand history, aswell astheb u i | dremesgrdasionof German
identity, especiallyin historical terms, still remairs problematic.In termsof Pe i 6 s
referenceo Schinkel neitherhis claim of thereferenceo Schinkelthroughgeometrynor
the archiecturalconnectiorbetweenfi p aasdp r e speonidesa specificexplanation
ofthep r o j relatibnéo ¢he historicalidentity of the DHM. Consideringhe urbanrole
of P e inéosnodenist constructionin forming the contemporarymageof Berlin, the
troubledhistoryof theZeughaushusraiseghequestiorof theextentto whichthe PeiBau
intervenes with eachconflicting identity of the building in particular P e iredesenceo
Schinkelandgeometrywasalsoobscue regardingwhich part(s)Schinkelrelatedto the
historicd andnationalidentitiesof the Zeughaus

Theexistingform of the DHM asa reconstructedbuilding alreadycontainsthree
conflicting identities:a historicalarmoury,aformer EastGermarhistoricalmuseurmand,
later, the re-organisechistoricalmuseumafter Germanreunification i T tpast while
referringto thesethreeidentitiesof the Zeughausalsoimplicatesthe counterparof the
DHM as a West Germanproject. i T hper e s moimts to a reunified statusof the
architecturatomplex,containinggheZeughaus$uildingandP e iarinexstructurewhich
representsa contemporary version of national and architectural identity after
reunification. The developmentof the Zeughausinto the DHM reflects the political
collision and collaborationof Eastand West Germany,which in turn affected the

formationof P e isdhame.
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The changedidentities of the Zeughausreveal the b u i | ddomegtidus
representation of power and nationalism consistentwith their contemporarypolitical
positions® It is thereforenecesaryto considethow themodernisidentity of the PeiBau
is connectedo the historicalidentitiesof the DHM. This investigationalsohelpsfurther
understandhe relationshipbetweenSchinkelandgeometry fthep a sahdthe present,

personabndnational identity in the differentcontextsof Berlin andthe DHM.

2.3 Past: The Berliner Zeughausand a Prussian identity of

militarism

The first layer of the histoty of the DHM concernsthe original identity of the
ZeughaussthePrussiararmoury whichrefereedo Prussiarsovereigntyandcomprised
oneversionof the connectiorbetweerthe PeiBauandSchinkel.Thisis neverthelesthe
mostobviouslayer of the memorythatthe PeiBauacknowledgesconsideringhisto be
the fundamentaldentity that the classicalform of the Zeughaugelatedto, aswell as
S ¢ h i nsigmaficaitsole in confirming a royal identity of the Zeughausn the urban
contextof the centreof Berlin.

The original building, the Berliner Zeughauspresentsa classicalarchitectural
form thatrepresered the statusof the Hohenzollernaswell asthe ambitionto expand
their imperial power and demonstratat throughthe urban landscapeThe Zeughaus

(1695 1730, meaningthe housefor armour was built by Elector of Brandenburg

45Vale, Architecture Power,and National Identity.



116

Frederick 11l. The proposalto build the Zeughausemergedas early as 1667, underhis
father,the GreatElector FrederickWilliam, soasto proclaimthe political and military
authorityof theHohenzollerrafterthe Thirty Y e a War. &s the successoof the Great
Elector, latertheit K i inRr u sFedeaiakl from 1701,Fredericklll devotedhimself
to architecturalprojectsasa way to reaffirm the stateof BrandenburgPrussiaandan
ambitiontowardsthe representatiorof Prussi&® He commissionedhe Frenchcourtand
municipalarchitectFrancoisBlondel to makepreliminarydesignsof the Zeughausbut
not until May 1695did Fredericklay thefoundationstoneof theconstructionBl ond el 6 s
drawingsfor the Zeughausstrictly followed the classicaimodelsof Vitruvius. However,
the drawingswere not realiseddueto lack of funds#’ The locationof the building was
selectedin 1691, consideringboth the fortification function of the armoury, and its
potentialrole in theurbanplanningof Berlin, to beatthebeginningof UnterdenLinden
andlinkedto thearchitecturatomplexof the Hohenzollermpalace®®

The developmentof the design schemefollowed the emphasison the royal
metaphorof the building. The architectinitially responsiblefor the commissionwas

JohannArnold Nering, who was also responsiblefor the commissionof Schloss

46 EdgarJosephFeuchtwangerPrussa: Myth and Reality; the Role of Prussiain GermanHistory, ed.
provenancésoethelnstitute (London:OswaldEolef Publishers1970),31i 51.

47 Althoughthe EastGermarpublicationsundertheauthoritiesof the GDR unavoidablyrewrotethehistory

of the Zeughausfrom a Marxist perspectivethe book neverthelesprovidesone of the easiesiand most
comprehensivdocumentationsf the constructionahistoryof the ZeughausReginaMiiller, DasBerliner

Zewghaus Die BaugeschichtéBerlin: Brandenburgischegerlgshaus1994),19i 24.

48 HansJoachimKuke, fi T MBerlin Armoury in the Conpetitionof EuropearBaroqueAr c hi t mct ur e, 0
The Berlin Armoury: From the Arsenal to the German Hisotrical Museum ed. Ulrike Kretzschmar

(Munich; Berlin; London;New York: Prestel2006),17i 8.



Charlottenburgthe summerpalacebuilt for SophieCharlottein 1695 N e r i initgld s
drawingsof the Zeughauspresentedhe facadeto formally correspondwith Schloss
Charlottenburg(Figure 30).°° After Ne r i degtbis 1695, Martin Griinbergand
AndreasSchluterwereresponsibldor thearchitecturdrom 1696to 1698.Griinbergwas
the leading architect, while Schliter worked on the sculpturesof the buildings.
Grinke r grévisionsto the architecturaldesign were mostly practical solutions to
Ne r i strgcturs>! Fromthe autumnof 1699,Jeande Bodt took overthe project,and
contributedmostlyto thefinal form of thebuilding. He finishedthe constructiorin 173Q
during the reign of FrederickWilhelm 1.5 Jeande Bodt was largely influenced by
classicalarchitecturalforms as a way to demonstratéhe esteemof the patron,as for
instancepractigdby Sir ChristopheWren >3 Bodt designedhearmouryasa four-wing
palatial structurefollowing the courtdesignof the Louvre and Palaceof Versailles,the
architecturaform thusemphasisg theroyal representatiorof the Zeughaus* Themain
facadeof the building was constructedargely in referenceto the Eastfacad of the
Louvre.lIt follows asimilarform of two-storyconstructionwith aflat roof hiddenbehind

the balustrades.The window design of the architecturalfacade suggestsa visible

4% The extension of the Berliner StadtschlosgBerlin City Palace)was the most renownedproject.
Meanwhile,the developmenbf art andculturalinstitutionsandemphasion religion (especiallyPietism)
werealsoprominentduringthereignof Friedrich.

50 Muller, DasBerliner Zeugtaus 26i 38.

1bid., 40i 41.

52 HansJoachimKuke notedthat of the planning and constructionof the Zeughausijt wasthe planning
stagethatpresentednostof thepotentialandvalueof thearchitectureAfter thecompletionof thebuilding,
its military functionbecameatherimplicit.

Kuke,i T BerlinAr mo ul7y , 0

53 Muller, DasBerliner Zeughaus53i 66.

54 1bid.
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referenceto that of the CharlottenburgePalacewhich once againimplied the royal
connection®f thebuilding >® Theentrancavasdefinedby a centralpedimentwith Latin
inscriptionsto suggesthe purposeof the Zeughausasanarmourythatservedhepeople
and had beenorderedby Frederickl, the i K i of §russia °6 The pink finish of the
exterior, alreadyvisible in Jeande B o d segt®ndrawingin 1699 (Figure 31), was
reminiscenf the pink Languedoanarblevereerof the GrandTrianonof Versailles,a
palacealsoconstructecisatwo-storystructure,with the sametechniqueof flat roof and
hidden balustradesin this way, the court structure,with the sculpturalelementsas
decoration®f thebuilding, aestheticallylemphasisetherole of the building asa symbol
of the military succesf the Hohenzollernand a parallel to the royal statusof Louis
XIV.>" The armoury,built in an obviousreferenceto Louis X | V €tasmdardof palatial
architectureneverthelessdicatedthe ceremoniabnddisplayfunctionsof the building.
The Zeughausvascongructedbothasanactualarsenaandasa museunthatdisplayed

historicalweaponsandtrophies>®

%5 1bid., 81.

56 Kuke, fi T hBerlin Ar mo u ¥4i23. Olrike Kretzschmarii F r anmrsenalto aMu s e uimThe
Berlin Armoury: From the Arsenalto the GermanHisotrical Museum ed. Ulrike KretzschmarMunich;
Berlin; London;New York: Prestel 2006).

S"Kuke,i T BerlinAr mo uldigl. o

58 The groundfloor displayed cannonsmortarsandhowitzersaccordingto their origins, andthefirst floor
was usedto collect weaponsand gunsfrom infantry and cavalry. As early asthe 1820s,the Zeughaus
housedFrenchtrophiesfrom the Wars of Liberation, and later, in the 1880s and 1870s,following the
unification of Imperial Germanymilitary trophiesfrom Austria, Denmarkand Francewereintroducedto
thearmourycollection.in Hi sdftheCyo | | e dilitaria /DeudschedistorischesMuseum,accessed
August 22, 2016, http://www.dhm.de/collectionsesearch/sammlungen00/militaria/histarfythe-
collection.html.

TheZeughausadbeenopento the public since1831.Kretzschmarfi F r andrsenaltoaMu s e Wb, 0



Following a reshapingof the area surroundingthe Berlin City Palace,the
Zeughausestablishedts role asthe military symbolin the urbanplanningof the central
areaof Berlin, especiallyin the contextof Unter den Linden?>® The constructionof the
royal building complex signifyingthatthe centreof Berlin hadestablishedts final form,
took place during the reign of Friedrich Wilhelm 1l (1797 1840). Karl Friedrich
Schnkel, with his promotionto GeheimerOberbaurat playeda significantrole in the
restructuringof anurbanlandscapehatreinforcedthe craft of the Prussiaridentity and
authority througharchitectureand urbanimage®® S ¢ h i ncehngibutios to the urban
statusof the Zeughauswould presumablyhave been familiar to Pei when he was
consideringhe historicalandregionalcontextof the building. Schinkeltransformedhe
Lustgartenpr the Royal Garden from a privategardenof the Schlssto a public space,
determiningit asthe symboliccentreof the royal architecturakcomplexof the Prussian
state®! The Stadtschlos$n the southrepresentedhe power of the Hohenzollernsthe
BerlinerDom in the east,renovatedy Schinkel,wasthe imperial churchsubjectto the
denominationof the PrussianUnion; the Zeughausn the west was the royal arsenal
signifying military power. Schinkel also designedthe Altes Museum (named the

KoniglichesMuseumuntil 1845)asa royal museumopento the public.? Furthermore,

%9 From 1740, Friedrichll, known asFrederickthe Great,further continuedthe building of royal palaces
andinstitutionsfor theurbanlandscap®f Berlin,amongwhichthe mod renownedrojectwasthebuilding
complexof ForumFridericianum.

0 Barry Bergdoll, Karl Friedrich Schinkel: An Architecturefor Prussia ed. Erich Lessing(New York:
Rizzoli, 1994),46i 87.

61 Jamesl. SheehanGermanHistory, 1770 1866 (Oxford: Oxford University Press;1989),526( 530.

52 Brian Ladd, The Ghostsof Berlin: Confronting GermanHistory in the Urban Landscape(Chicago;
London:University of ChicagoPress1997),49i 51.
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S c h i nrénevatidref the Schlossbriickenabledan expansiornof the areafrom the
Royal Gardento Unter den Linden. The visitor, while reachingthe end of Unter den
Linden,attheZeughauswouldthenhaveaglimpseof theBerlinerDomatthefar corner,
the location of which was precisely calculatedby Schinkel®® The renovationand
constructionof the architecturein this context suggesteda further emphasison the
symbolismof the Prussianstatefrom an urbanplanningperspectivefor instance the
NeueWacheis in the vicinity of the Zeughausthe location and role of the building
implied a continuationof Prussiammilitary representationThe architecturerecognised
by Schinkelasoneof thetwo buildingsin Berlin thatii ¢ o stdndin comparisorwith
internationalstandards(the otheronebeingtheSt a d t s ceprésentea@animageof
Prussiarsovereigntynotonly becaiseof its classicaform, but alsoits technicafunction
of showcasingdhe collectionof thearmoury®*

This essential relationship between Schinkel and the urban identity of the
Zeughaugprovidesa hint asto P e irebesenceo Schinkeb Brussiaridentity of the old

Zeughausand its military symbolism.In P e i e@pdanationof the architecture,he

JamesSheeharidentifies thatthe i p u b dtatusofoculturalinstitutionsis twofold: firstly becausef the
sponsorshipf the state in otherwords,public funds;andsecondlybecaus®f thefact thattheinstitutions
areopento all membersf the society.SheehanGermanHistory, 525 26.

63 Bergdoll,Karl Friedrich Schinke| 72.

64 The Zeughausvas seriouslydamagediuring the Frenchoccupationafter 1806.In 1816 17, Schinkel
wascommissionedo restorethearchitectureandaddedhegazingeffectfor thewindowsonthesouthside
of thebuilding. Kretzschmarfi V o AmsenalzumMu s e u48i440Kuke, i T BerlinAr mo ulby , 0
However theideaconveyedhrougharchitectureconcerningnilitary powerwasnotnecessarilgonnected
to notions of patriotism or nationalism,becausePrussianwas not a national concept. Alma Wittlin
discussedsimilar problemsconcerningthe representatiorof nationalismand historic museumsin the
historyof museuntonstructionsseeAlma S. Wittlin, Museumstn Searchof a UsableFuture (Cambridge,
MA: TheMIT Press1970).
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emphasiseavisual connectiorto therearfacadeof theZeughaushroughtheglassspiral
tower. Thetop floor of the spiral tower functionsasa pure ornamentatioro the actual
structureof the PeiBay exceptits spatialconnectionto S ¢ h i nakclitectureasonly
at thetoplevelonecanhaveaglimpseof theNeueWachethroughtheglass.Thestructure
thus highlights attentionto the military symbolismof both the Zeughausandthe Neue
Wache.The geographicconnectionto S ¢ h i nAdtes IMéssum,althoughmuch less
obviousin the structure neverthelesgnpliesthe urbancontextof the UnterdenLinden
which Schinkelrealised.In this sensethereferenceso i t p @ sstigQesits first layer
of Prussianidentity, and more importantly links with the urban significarce of the
Zeughausn UnterdenLindenasa symbolof Prussiamilitarism.

The Prussianidentity of the Zeughauswvas reinforcedby a changeof its function
from an arsenalto a cultural museum.The previousrepresentatiorof a Brandenburg
Prussiaridentity transitionednto oneof Imperial Germanyfollowing the unification of
Germanyin 1870s.Between1877 and 1880, Kaiser Wilhelm | commissionedGeorg
FriedrichHitzig (181181) to reconstructhe Zeughaustransformingthe building from
anarmourymuseumnmto a military museumanda memorialbuilding, namedthe i H aof
Fame of the BrandenburegPrussianAr myDie A R u h me sldr lardandleeburgisch
preulRischermee),which consistef a constructionof the domedhall in the middle
of the northwing at the cente, ther u | leall s éeleft andtheg e n e had dnhé

right.8> The constructionof the Ruhmeshallavas amongthe mostexpensivememorial

5 Muller, DasBerliner Zeughaus174 84.



building projectssincel870,amonetaryinvesmentwhichalsoindicatedthesignificance
of the Zeughausas a representationof Prussianmilitarism.®® With the display of
numeroushistorical paintingsof city landscapesand portraits of the royal family in
Gemany, the Ruhmeshallestronglyindicatedits architecturafunction of representing
Prussiamationalidentity, whereaghecollectionof weaponsand gunsandmilitary gears
representethe military identity of the museun®’ Until the endof the First World War,
the Zeughausfunctioned as an institution for educationabout the armouriesof the
Hohenzollernwith anemplasison the presentatiof Prussiandentity. Fromthe 1870s
to the end of the SecondWorld War, the Zeughausdevelopedinto one of the best
establishednilitary museumsn Europe 8 Until this point, the original architecturehad
already occupiedboth the identities of a historical arsenaland the museumof an
educationalinstitution, both of which pointedto the symbolismof nationalismand
militarism.

The representatiorof Prussiarnidentity graduallydiminishedduring the time of
the Weimar Repullic. After the First World War, the developmenibf the institution
becamecontroversialbecauseof its representationof Prussianmilitarism. After the
discussiorof therole of newmuseuntonstructionsn 1916 (onequestioninvolvedwas
whetherthefuturerole of thenewmuseunshouldbeto presenthehistoryof thePrussian

or Germanempires) priority wasgivento the constructionof animperial war museum

66 Kretzschmar,ii F r anrsenaltoaMu s e w4B, 0O

67 StaatlicheMuseerzu Berlin andZeughausDasKdNigliche ZeughausFuHrer Durch Die Ruhmeshalle
Und Die Sammlungerttc (Berlin: JuliusBard,1914).

68 Kretzschmarfi F r anArsenaltoaMu s e usth, 0
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(Reichskriegsmuseum®) During the Third Reich,the Zeughausvas preservedy the
NationalSocialstsasa sitefor war propagandaueto its Prussiarandmilitary identity,
althoughtherewas also an initiative to completelydestroythe building.’® During the
yearsbeween1933and1945,the Zeughausvastransformednto a museunto display
temporaryexhibitions depictingwar imagesand collectiors of weapons! The military
and royal symbolism of the Hoherrollern was thus deployedfor different purpose

despitethe continuingform of the building.

2.4 Past: The Museum fur Deutsche Geschichte (¥DG) and

a national identity for East Germany

Thelaterdevelopmenof the Zeughausvitnessedichangen its functionto being
a museumof East Germanideologies,and consequentlytransferredthe identity of
Prussiamilitary andurbansymbolismto a representatiorof EastGerman nationalism.
It wasalsoat this stagethat the interactionbetweenthe PeiBauandthe history of the
DHM becomesincertainandconcealedin 1944 45,thebuildingwasseverelydamaged.
At the beginningof thewar, the essentiatollectionshad beentransportedandscattered

elsewhereThe sculptureson the facade of the building were degroyed to different

89 Muiller, DasBerliner Zeughaus216 20.

O Kretzschmarfi F r anrsenaltoaMu s e usgh, 0

> Muller, DasBerliner Zeughaus227 38.

In a broadersensethe museunideologiesduring the Nazi periodemphasisethe notion of patriotism,as
mostly representeddy the HeimatmuseumAs Germain Bazin noted, patriotism becamean idea of

fi p e r snorality équallyinspiredby thelandandits p e o pdnaéafi @ a t i nmuseanifudctionedfi t o
fostera deepemunderstandingf the country,its people,andits e ¢ 0 n o GeymaidBazin, TheMuseum
Age trans.JanevanNuis Cahill (BrusselsDesoerS.A. Publishers1967),269.
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extentstheupperfloor wasmoreseriouslyruined, thestructureof which hardlyremained
(Figure32).”? Immedidely afterthewar, discussionstartedwithin the GDR concerning
its future functionandthe possibility of restordion. The discussionastedfrom 1945to
1947,andthe building itself was securedrom beingdemolisheddueto the capacityof
its architedural space”® In general the decisionsand processesroundrestoringthe
Zeughausandthetransformatiorof thebuilding from a Prussiarmilitary museunto the
Museumof GermanHistory from a Marxist-Leninist perspectivereflectedthe general
interestof the SovietUnionin usingarchitectureasa strategyof self-representatiorf*
Theii p e a ¢ @fc wIn s tledbycthe Savietsthangedhe original Prussian
characteristiof thebuildingto thefi p r o g rnatisnal v & d i of HastGesnany”®
Initially the Zeughausvas kept by the Soviet Military Administration(SMAD) for its
spatialcapacity whichled to smallreconstructionsf the structureln October1945,the
Allied ControlCouncilordereatheliquidationof the military andPrussiarcollectionsof

the Zeughausandtransformedhe building into i @ymbolof peacefur e const ructi on, 0

to usethespacefor exhibitionsof Sovietinterestsandpurpose<® Alongsidethe effort of

2Muller, DasBerliner Zeughaus246i 8.

Kretzschmarfi F r andrsenaltoaMu s e U5, 0

3 Essentialpersonneincludedthe SovietMilitary Administration(SMAD), the thenfiDeputy Mayor of
Berlin Ferdinandrriedensburg (later a foundingmemberof CDU), fiDr.KatzoftheMa g i s Plan@ng 6 s
DepartmentandProfessotudwig JustiromtheMa g i s Officadf theStateMuseumg previouslythe

fi Mector of the NationalGallery of Berlin.0 Quotefrom Stangl,i Re s t Bea ri Itlger®enL i nden, 0
363 4.

74 H. Glenn Penny,i T hMuseumfor DeutscheGeschichteand GermanNational | d e n tCentral , o
EuropeanHistory 28,n0.3 (1995):352 376.

S 1bid., 365.

¢ 1bid., 364.

Fortherole of theartworksin EastGermanyfrom 1947to 1952asaway to representhe Socialistrealism
that againstthe Westerncapitalistideologies,see BabaraMcCloskey,fi D i a | aéea Standstill: East
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the Berlin planning and historic preservationstaff to emphasisethe significance of
restoringthe museum funds for restorationwere gradually collectedduring 1946 and
1947. Meanwhile, the decisioamaking processon the transferand restorationof the
Zeughausieverthelessevealedhepolitical tensiondbetweerEastandWestGermany.’
The ongoinguseof the building asan exhibition spacegeneratedhe possbility
to restorethe building. Restoratiorwascarriedout from 1948to 1965and,althoughthe
function andrestrucuring plan of the building changednanytimes,the ideato restore
the building following the establishedorm of the Zeughausemaineda convention’® In
this way, the reconstructiorof the Zeughaugesultedin the changeof the architectural
representationof the building. The armoury was firstly transfamed into a city art
museumasorderedoy the SovietMilitary Administration’® Theinitial planin 1948was
to transformthe Zeughausinto a i Ho U@ &ermanC u | t (Haueder deutschen
Kultur) asorderedby the Auftrag der DeutscherVerwaltungfir Volksbildung(German
CentralAdministrationfor PublicEducation) ThearchitectresponsibleWernerHarting
(1904 87), providedarenovationplanthatfocusedon the structureof theinterior, while
maintainingthe exteriorin its historicalform. The supporing structurefor the interior
waschangedo a steelskeletondueto the ageing of the original stonesyet the outside

wasconserved®

GermanSocialistRealismin the StalinEra, t Art of Two GermanysCold War Cultures ed. Stephanie
BarronandSabineEckmann(New York: Abrams,2009).

7Stangl,i Re s t Beri lhiger®enl i n d 364 5. Miller, DasBerliner Zeughaus259 84.
8Stangl,i Re s tBet i W@desDenL i n d366., 0

®Kretzschmarii F r anArsenaltoaMu s e USHi3. 0

80 Muller, DasBerliner Zeughaus262 7.
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Following this, the Ministry of Public Educationof the GDR plannedto opena
i Mu s efiCaituralH i s t (KultyrhistorischesMuseum)in the Zeughauswhich led
to arevisionof the projectby the SozialistischeeinheitsparteDeutschland$SED). The
SED decidedto developa i Mu s eofi @erman History (Museumsfir deutsche
Ge s ¢ h i which wea¥ fouddedin September19508! The commissionto designa
i Mu s eouGarmanH i s t semviggd t badtle for the nationalunity of Ger many o
appointedOtto Haeslen(1880 1962)andKarl Volker (1889 1962),both of whomwere
connectedo the modernmovementgespeciallyHaseler who had contributedmostly to
theNeuesBauenhousingdevelopmen®? In thereconstructingvork, HaeslerandVolker
proposedisinga1920sstylefor theinterior. However becausef thearchitecturaldebate
in the GDR on moderniststyles suchasthe Bauhausthe plan wasturneddownin favour
of one that could representa stronge senseof i n a t iraditioa, | @assimilatingthe
architecturalfeaturesof classicism,as opposedto modernism which was then often
connectedo the conceptof Americanisatiorf® The recorstructingprocessequiredthe
use of modernmaterialsand structuresfor the maintenanceof the historical facade,

which, however,conformedto the political representatiorof the GDR ratherthanthe

811bid., 272.

82bid., 276.Kretzschmarfi F m anArsenaltoaMu s e U5, 0

83 As Wolfgang Thonerdiscussesthe Bauhausvasanfi a | hostitep h e n o mia theearfy stageof
the GDR, betweenl951and1955.While the Bauhausvaswelcomedin WestGermanyasa democratic
architectureit wasalienin EastGermanybecausé wasconnectedo theideaof i T HnéernationalSt y | e 0
of Americanorigin, andthus seenasa political and architecturalvocabularyof capitalism.In the urban
landscapef the GDR, the SED returnedto the classicalstyle, with an emphasi®n traditionalandlocal
architecturalfeatures,so asto developa new architecturalanguageof in at t o a d loftthe GDRO
Thoner,i OtheBauhaudReceptionn EastGer many . 0

Forthereceptiorandcontinuatiorof theBauhaudn the GDR, alsoseeChristianSchadlichfi T Bauhaus
andthe Continuationof Its Traditionin the G d r Jpudnal of Popular Culture 18, no. 3 (1984).



original military and Prussianimage:the restorationindicatedsomeideasof military
strengthput notin termsof military representatiorf*

Themainpartof thereconstructiomvascompletedn May 1952.Thearchitectural
facadewasrestoredasaccuratelyas possibleto the appearancef the Zeughausn the
eighteentlcentury;the interior wasconstructedollowing thefi n at i o a d bftthe o n 0
GDR,whichwasinfluenced by SovietRealism resultingin anamalgamatetbrm of nec
classicalarchitecturé® Therestof the reconstructior{the north hall of the groundfloor)
andthe installationof the public facilities of a cinemaanda library, aswell asthe north
hall of the ground floor, were finished in 19678 Florian Urban points out that the
i n antai let@mentswere inspired by the Germanarchitectureof the eighteenthand
nineteenthcenturies typically representedby the classicalworks of Schinkeland Carl

von Gontard®’ In this way, the reconstructedtructureforms a visual correspondence®

84 As Virag Molnar pointsout, in the contextof the postwar constructdn of SovietUnion (soonfollowed
by its developmenbf the Soviet Realism),the conceptof building i b e ¢ acarepellingmetaphorfor
reconstructingnotonly for cities,butidentities,communitiesandsociali n s t i tandinithecontexta¥
the Cold War, the different developmenbf architecturaktylesconsequenthsymbolisedthe competition
of political systemshetweenthe US and the Soviet Union. The architecturalreconstructionin Berlin
followed this conceptof SovietRealismagainstthe Internaional Style, functioningasa representationf
the G D R &iesw senseof nationalidentity. Virag Molnar, Building the State: Architecture,Politics, and
StateFormationin PostwarCentral Europe(New York: Routledge2013),31.

85 Aman providesa brief documentatiorof the new architecturaldevelopmentn the GDR, from the
campaignagainstformalismin 195QThefirst two buildingsthat markedthe new nationalform, realised
ontheStalinallee(now the Karl-Marx-Allee), werethe DeutscheSporthalleedesignedy RichardPaulick,
andthe HochhausWeberwiesedesignedoy HermannHenselman®iman, Architectureand Ideologyin
Eastern Europe During the Stalin Era, 119 24. Seealso FrancescaRogier, i T hMonumentality of
Rhetoric:TheWill to Rebuildin PostwaB e r |in AmxioasModernismed.SarahGoldhagerandRéjean
Legault(CambridgeMA; Montréal: TheMIT PressaandCentreCanadierd 6 Ar ¢ h i2008)ct ur e,
8 Kretzschmarii F r anArsenaltoaMu s e U5Bi6. O

87 Florian Urban,Neo-Historical EastBerlin: Architectureand Urban Designin the GermanDemocatic
Republic,1970 1990(FarnhamEngland,andBurlington, Vt:: Ashgate2009).
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the Prussianimage of the original Zeughausand an architectual connectionback to
Schinkel®®

Followingthereconstructiomndtransformatiorof theZeughausthegovernment
of theGDR openedheMuseumof GermarHistory,or Museumfir Deutsch&seschichte
(MfDG) in the Zeughausin 19528 In the political contextof the GDR, the MfDG
becamea projectto actively promotea new Germanhistory from a Marxist perspective
asa counterpointo the museumninstitutionsin WestGermanyseenasled by American
ideologies.The MfDG, especiallyin the 1970s,represented GDR-oriented national
identity %

Moreover,the renovationof the architecturealso suggestshe assertionof the
military authority of East Germany.The Neue Wachewas used by the GDR as a
memorialsite, with two soldiersin front of the building. The remainsof the Zeughaus
followed this emphasison the military symbolismof the GDR ! From that time, the

Zeughaudecamean old structurethathouseda new identity of Germanyfashione by

8 |n his discussion,Urban used the term i N ehistorical ar ¢ h i t te déscribearchitectural
conservationand developmentin East Germanybetween1970 and 1990, which was composedof
architecturakenovationreconstructiorandnew constructionsT he manifestatiorof nechistoricalforms,
Urbanarguesgdid notnecessarilgreatea materialauthenticity but mostimportantlyrecalledthehistorical
andtraditionalfeaturefromthefi s t a gfihistagiéalarchitecturaforms, whichthereforecontributedto
theestablishmenf a nationalauthority.FlorianUrban,ii D e s i thelPasin gastBerlin beforeandafter
theGermarRe u ni f iPcogréssindPlanniag68,no.1(2007).

89 For a GDR versionof the documentatiorof the history of the ZeughausseeWinfried Léschburgand
HorstButtner,Das Museunur DeutscheGeschichtgBerlin: Berlin-WerburgBerolina,1960).

Miiller, DasBerliner Zeughaus287i 92.

% Penny,fi T WMeseumfor DeutscheG e s ¢ h i343h72.e , O

For a discussiorof the nationalidentity of the GDR, alsoseeJoannaVickay, The Official Conceptof the
Nationin the FormerGdr: Theory,Pragmatismandthe Searchfor Legitimacy(Aldershot:Ashgate 1998).
91 For the memorialfunctionof the NeueWachein the GDR contextseeHenryW. Pickford,i Co n &nld i c t
CommemorationTwo Berlin Memorials Blodernism/modernityl2, no. 1 (2005).



EastGermanhistory, andfunctionedasa centralexampleof museuminstitutionsin the
GDR %2 As Pennyfurther explainedthe history of the Zeughausalreadyrepresentedhe
achievemendf i p r o g rfarcess degnbothin the transformationof the institution
from a Prussiararmouryof conquesthatcollectedwar trophiesto a military museum in
the eighteenthcentury, to its final occupdion by the peoplefrom the 1950s% The
transformationof the Zeughausinto the MfDG thus witnessedthe recastingof the
nationalistidentity andmilitary profile of thearchitectureln thecontect of the GDR, the
historic facadeof the Zeughausalthoughrepresenting new nationaltradition of East
Germany,neverthelesgunctionedto recall the historical symbolismof the Prussian
armoury. In the reading of the history of the Zeughaus the East Germanidentity
contributecto anothedayeroftheb u i | diipragda s

The questionto considemow is the extentto which the EastGermanhistory of
thebuildingis acknowledgedn P e isédhameaspartof the nationalidentity revealedoy
theform of theZeughausFromtheperspectivef structureandform, thePeiBaun many
waysdisplays a modernistconceptof spatialconstructionwhich in the end challengs

the notionsof thei n at t o a d | of thedGDR ia the 1950s.This meansthat the

92 penny,i T Meseumfor DeutscheGe s ¢ h i360nlt e, 0

9 pennyusedthe exampleof the presentatiorof the history between1815and 1847that emphasisethe
1844Silesianw e a v @pris;igagainsthe Prussiammilitary state.Thehistoricalnarrativeonthe Prussian
statesvasnecessarilemployedby the GDR asaccountf feudalistand military forces.

As Otto Kurz discussedn his review of the statusof Berlin museumspy the year1956,the architectural
complexin themuseurnislandhadbeernrestoredstepby stepundertheleadershipf theauthoritiesof East
Germany. The restorationof the Nationalgalerie,the PergamorMuseum and the KaiserFriederich
Museum(now the Bode Museum)hadbeencompletedthe NeuesMuseumwasirreparableyestoratiorof
the Altes Museumwasplannedin the nearfuture. In this caseijt is reasonabl¢hatthe Zeughaudollowed
the restorationprocesdy the SED. Ibid., 350/ 6; Otto Kurz, i T HPeesentStateof theBerlinMu s e u ms , 0
TheBurlingtonMagazined8,no. 640(1956).
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PeiBauimplies adistancdrom the EastGermarnideologyof the MfDG. Monika Wagner
considerghis architecturalrepresentatiorof nationalidentity from the planningof the
Stalinalleethefirst andmostrepresentativerbanexperimenbfthein at it nadi t i on o
of the GDR % Wagnerperceivesthe significanceof employing classicalarchitectural
forms, which, while beinga directand mostobviousinfluencefrom the SovietUnion,
alsoaccommodatethe contextof EastGermanyto emphasiseraft andlabour,asan
antithesis of the modern technique and materials developed since the Weimar
Republic® The applicationof classicalornamentatioror materialsof stonemasonry,
realisedoy unitingtheeffortsof thecommunity representethesurvivalof thetraditional
ideal of artisanshipandlabourthat couldbe developedn the newsocietalsystemof the
GDR, in contrasto the machineaestheticshathadbeenin voguesincethe 1920s% The
statemenbf the glasstowerin P e idésgnsuggestshe embracementf the machine
aesthetic®of glassand steelthat clearly counterpartshis traditional materiality of craft
and labour. The plain and smoothfinish of the marble surfaceof the PeiBaufurther
indicateshedistancefrom the classicalrtisanshigpromotedn GDR culture

This debateon the architecturaktylesreturnsthe discussiorto P e irefesenceo
Schinkel. The form and structureof the PeiBauin effect suggestan emphasison the

constructing technique through his use of geometry which correspondsmore to

9 Monika Wagner,ii B e rUtbanSpacesas Social SurfacesMachineAestheticsandSurfaceT e x t ur e, 0
Representation$02,no.1 (2008).

9 For a readingof the glassculture of modernarchitectureor the role of the glasssurfacein the Weimar

Republic, see Janet Ward, Weimar Surfaces:Urban Visual Culture in 1920s Germany (Berkeley:
University of CaliforniaPress2001),62i 74,191 240.

% Wagner,i B e iUthan8pacessSocialSu r f 262 @3s , 0
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Schinkeb @eaof architecturaltechniqueshanto a formal similarity of classicisn?’
P e imbdernistscheme with suchan emphasison Schinke] is not dissimilarto how
PeterBehrensandlater,Mies vanderRohe,practied modernisidesignswith inspiration
from Schinkel®® P e irelesenceo Schinkelcanperhapse explainedoy what Stanford
Andersondescribesin the examinationof PeterB e h r eanckitéctureconcerning
Sc hi nikflednée£® Anderson considersthe referencesof geometry from the
perspectivesf proportion,order and characterisatioh”® P e i désgnmost apparently
revealsthe orderof architecturehroughthe repetitionof geometricforms. Pei usesthe
form of atriangleasthemostessentiaklemenin thearchitecturaplan(Figure26; Figure
27). In termsof architecturaforms,thedesignof thearchitecturakpaceat differentfloor
levelsis unfoldedby thearrangemendf thetrianglesat variouspossibldocationswithin
the building, making it the form of the architecturdtself, but alsothe forms within the
architectureaswell asthe form that drivesthe spatialsequencef the design.In other

words,P e idésiginrevealsthetriangleasthe very elementof the proportion,orderand

9 PoseneconsidesthatduringS ¢ h i nvisietd Eagiandin 1826,Schinkelregardeduilding techniques
as the sharedelementsof architectureand construction,which were more essentialthan specific
architecturaforms, materialsandcompositionsPosenerfFrom Schinkelko the Bauhaus11.

% For instance a discussionof modernistandtraditionalelementsof Mi e pa¥ilson housingstylesthat
reflectedsuchaninspirationof classicismand Schinkel,seeFrampton,ii Mo d e randiTraditionin the
Work of MiesVanDerRo he . 0

9 StanfordAnderson Peter Behrensand a NewArchitecturefor the TwentiethCentury(Cambridge MA;
London:TheMIT Press2000),170.

Two of PeterB e h r wank8, the Berolinahausaandthe Alexanderhausarerelevantto the discussiorof
the chapter.The two buildings were congructed as an iconic twin structureof reinforcedconcreteat
Alexanderplatan 1929 1932,whenthe areawasalreadya developediurbanarea,beforeits newposition
in Berlin as the new capital of the GDR. The discussionon the developmentof the urban staus of
AlexanderplatzseeGisaWeszkalnysBerlin, AlexanderplatzTransformingPlacein a United Germany
(New York; Oxford: BerghahrBooks,2010).

100 AndersonPeterBehrens170.



characterisatiorf the architectureHowever,a triangleis at the sametime a form that
rarelyexistsin modernistarchitecturapracticesywhichmeanghatthetriangularordered
architecturas fundamentallya (positive)rebellionagainsimodernarchitecture,whichis

basedon a cubic structureoriginatedfrom planetarysquaresNeverthelessthe ordered
form of trianglesdoesnot necessarilyneanit is symmetricalwhich is thereforeagainst
thelanguageof classicismP e idécisionto usetriangles suggestsa watershedetween
his neomodernistdesignand Mi e seferenceto the classicalorigin of Schinkel,an

antecedento modernarchitecture.

Therefore P e idésgnindicatesa distancefrom the memoryof the debaten
architecturalstyles,partidly representedby the identity the MfDG. Throughthe useof
the modernmaterialof glassand an emphasison its pure transparencyP e iséheme
establishea visualconnectiorto the old facadeof the Zeughausby which hesuggested
an acknowledgemenbf the Prussianidentity of the building as the Zeughaust®!
However,the useof glassitself was contradictoryto the emphasison the pastideology
of labourandcraft of the GDR in the 1950s!°? The significanceof modernmaterialsin
P e istfustureaswell asthechoiceof industrialtechniqus overlabourandarchitectural
ornamentsgeclareadistancdrom thebuildingastheMfDG of anEastGermaridentity.
The constructionstyle of the PeiBaualso indicatesa distinction betweenthe double

identitiesof the Zeughaudrom the Prussiararmouryto the MfDG.

101 This idea of transparencywill be further discussedn the next chapteron the Louvre. Here, Ward
considerghe effectof reflectivity andtransparencyf glassin the architecturacommissiorof the 1920s.
Ward, WeimarSurfaces62i 9.

102\Wagneri B e WUtbanBpacessSodalSur f aces . 0
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2.5 Past: The Deutsches Historsches Museum as a West

German museum

Apart from the historicalidentity of the building asthe Zeughausanotherayer
of memoryin the building concerngthe identity of the DHM as a cultural institution,
which originatedfrom Aldo R 0 s Prmjéctsn 1989,andsettledinto its final form atthe
ZeughausThis historyof the DHM revealsanotherversionof nationalidentity involved
in the i p a eftthi existing Zeughaus'®® To corfront the cultural legacy of East
GermanythethenFederaRepublicof GermanyunderChancellorHelmutKohl initiated
theestablishmendf a Germanhistoricalmuseumasa WestGermarresponseo the East
Germanbasedhistory establishedhroughthe MfDG.1%* As BeatriceHeusersugges,
the proposé for the museumreflected both an aspirationto respondto the museum
developmentin East Germany, and also an ambition to presenta comprehensive
knowledgeof thehistoryof Germanygcentredonthedividedstatusof Berlin. 1% In terms

of regionalplanning,the museunmwasalsoinitiated to complementhe constructionof

103 For a brief discussiorof the historyof the DHM, seeRosmarieBeierdeHaan,i D e u t Kistohisehes
Museum:RethinkingGermanHistory againsthe Backgroundf a BurdenedPastandNew Challengesor
the21lstC e n t EUNAMUIReportNo.9, Linkdping University ElectronicPressBrussels2012
04penny,i T Meseumfor DeutscheGe s ¢ h i367M68.e , 0O

105 RequotedromH e u s @ticléathec o0 mmi s statemenfvorthe propcsal of the DHM:

fi T hmeiseumthus standsbetweenthe magneticpolesof consciousnesasa stateand a culture [which
presupposea [nationatstatelontheoneh a n daéda particularnationalhistory on the other.Without a
consciouzomingto-termswith theideaandthehistoryof the Germamationstate a historyof the Federal
Republic of Germanywill remainu n r ethd u Ddiscdssionpresentedthe debatedand uncertain
definition of the identity of the DHM which already existed during the time of the proposalof the
architecture BeatriceHeuser,ii Mu s e ldemtity,and Warring Historiansi Observationson History in
G e r maTgHijstorical Journal33,n0.2 (1990).DeuschedistorischesMuseum Ideen Kontroversen,
PerspektiveriBerlin: Propyken; FrankfurtamMain: Ullstein, 1988).
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the Hausder Geschichten Bonnl% The constructionof the DHM was decidedat the
thirty-fifth GermanHistorical Congres®erlin in October19842°7 In October1987,the
museunwasinauguratedn the Reichstagntheoccasiorof the 750thanniversaryf the
foundingof Berlin.

The initial site proposedfor the DHM was the undevelopedareaoppositethe
Reichstagat the bendof the River Spreet® Following an internationalcompetitionfor
designproposalsAldo Rossiwasawardedhecommissiorin May 1989.R o s svinning
designpresentea postnodernstyle, with a historicallook to the facade corresponding
to the function and meaningof the museummeanwtie, it intendedto presentGerman
history and culture,andreflecti t Heenocratieliberal spirit of Enlightenmentabouta
commonh i s tirarGgrimanandevenEuropearcontexti®® During the planningstage
for R o s sbuildisg, Christoph Stdlzl spoke highly of the potential construction,
regardingit as a piecethat could recall the history of Berlin while also presenhg a

Europeararchitecturalvocabulary which wasclearly consistentvith the purposeof the

106 Kretzschmarii Ur @dm a 2Ir e, O

107 Although Western historians would counterpartthe museum activities of the GDR, they had
acknowledgedhe EastGermamationalhistory since1950s.

Penny,i T Maseumfor DeutscheGe s ¢ h i367h68.e , 0

Seealso AndreasDorpalen, GermanHistory in Marxist Perspective(London: I.B. Taurus& Co Ltd
Publishers1985).

108 The current site is occupiedby the BundeskanzleramtThe architectureof the German Federal
Chancellerysuggests strongemphasi®n the political significanceof the building area.Thearchitectural
site wasthenunoccupiedor threepossiblereasonsThe first wasthe proximity of the Berlin wall, in the
vicinity of the Reichstagbuilding, that made large-scale constructionsdifficult. The secondwas its
closenesso the bombdamagedareaof the Reichstagwhich neededo bereconstructedThethird reason
wasthatthe areahadlargelybeenemptiedin the preparationgor Albert S p r elandexiVolkshalle.

109 Christoph Stolzl, A F u n k t i Und &chdnheit It M. Pei Schaihausfor DeutscheHistorische
Mu s e uMusedmsjournab, no.1 (1999):23.
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museumt® Although there were neverthelesgriticisms of the foreign identity of the
architect, the building schematself conformedto the intentionof the committeeto put
Germanhistoryin aninternationalcontextconcenedwith the globalisationin evayday
life andeconomicandpolitical trends!*!

R 0 s spostmedernstructurewas concernedwith the symbolismof German
nationalismasheexplainedInterestingly similar to Pei,Rossiwasneverthelesgivena
restrictedtriangularareato plan his structure but he respondedo the constructiorsite
with amoreconventionalvay of utilising thearchitecturabpacgFigure33). Thedesign
wascomposedasin R o s ghiedbysto be a collectionof A f r a g rfasapposedo a
synthesis)Furthermoretheii Ge r spa mwiastoberepresentetly the maerialsused
for the structure Theseincludedf t briek of old Berlin with blue andyellow majolica
s t r i ppobddy,rederringto thenineteentkcenturyidentity of thecity; i t Wwhéte stone
of the colonnadesby Schinkel which symbolisesthe entire classcal era of German
culture imdicatingthesymbolismof Germanmperialisn® especiallyasrepresentedy

theimageofafi S ¢ h i Beklie |laddgastofall, i t iseof glassasadividing element,

arisingfrom MiesvanderR o h énfuion and his contemplationson the tradition of

110 Christoph Stélzl, i F o r w im rAldo, Rdbssi, DeutscheHistorischesMuseum,1989 (Berlin: Aedes,
1989),5.

111 pietmarOssesandKatarzynaNogueirajfi Re p r e s efimmagtatiomamdEmigrationinGe r many 0 s
HistoricMu s e u imMigration, Memory,andDiversity: Germanyfrom 1945to the Presen, ed.Cornelia
Wilhelm (Oxford: BerghahrBooks,2016).

WernerOechslini ( Or i @Jinn a It ith gldib Rgssh,DeutschedistorischesMuseum,1989 (Berlin:
Aedes,1989),9.
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Germanclassicism which wasboth a modernistinspirationof the architecturaform,
andareflectionof modernB e r |idemtity 2

Constructeadvith thesemainmaterialstheentirebuilding complexwascomposed
of threeparts.Firstof all, therewasarotundaatthecentre Jocatedat theaxisof thegreat
transversahvenueasthe entranceof the museum:The structure ultimately linked with
the Pantheoncorrespondedo S ¢ h i nrktentladtsictureat the Altes Museum?*3
Enteringtherotundaonewasenvisagedo enterthegableroofedGreatExhibition Room
in glassthatconnectedo theconcepbf representedhodernismontheleft of whichwas
the collectionof historicalmaterialsthatevokeda historicaldialectof the museumThe
intersectionof the glasscoveredgallery and the structureof the historic sectionsis
reminiscentof the gothic structureof a basiica, which, as WernerOechslinsuggests
resemblesa i 6t e ngmd éalhedral Gof 6 Gr eand ® Gotchhthe i Bwi n
c 0 n ¢ ecprtaislyéfamiliar in Germanculture 6* The symmetricalstructureof the
threegalleriesis alsoreminiscenbf the classicalanguageof Schinkel**®

Theschematself wasstronglyassociatedvith Ross dheoryof focusng onthe

representationof the historical tradition of a city, especiallythrough classicaland

12 Aldo Rossi,fi T hDesignfor the GermanHistory Mu s e uimAldbd Rossi,DeutscheHistorisches
Museum1989(Berlin: Aedes,1989),15.

Due to the obviousreferenceto Schinkel,R o s saiclitecturewould fit evenbetterthan P e ilades
realisationin the currentsite of the DHM at UnterdenLindenregardingthe representatioof the cultural
and nationalidentity of the museumln away, Pe i design,which he claimscounterpartghe historical
languageof Schinkel,alsochallengeshe postmodernistenderingof Rossi.

130echslini ( Or i winmakdwd) , o

114 1bid.

15Aldo Rossi,i DaMe t t b e we r InDeutsleefHistrisheshuseumBerlin: Aldo RossiEntwurf
Im GefligeDer Kulturforen ed.Alberto Ferlenga(Stuttgart:DeutscheVerlagsanstalt] 990).



medievalforms!'®R o s swbrks & generalechowith the architecturalinterestin the
1960sn postmoderriormsinsteadof moderrist styles to reflecthistoryandanemphasis
on historicism!*” Alan Colquhounviews R 0 s sappiachas a model of architectural
typology and more specifically, Rossi employs classicaland medievalforms as the
essentiabndjuxtaposingcollectionsof typologicalandurbantraditionsto representhe
memory of a city. '*® Inspired by Rossb swvork, Stirling used a central dome and
symmetricalstructureto presentinideaof ultimategeometryin his NeueStaatsgadrie.**®
Placedhextto theold Staatsgaleriethebuilding providesa similar referenceao Schinke|
reminiscenbf R 0 s strat@ge®f usingformsto symbolisetheurbanelementasaway
to representsermanidentity. Furthermorethe designintentionseemedo comply with
what JamesChakrabortydescribedas the constructionphilosophywhich respondedo
VenturiandScottB r o wprefesencdor fform-andfunctioncomposed r c h'i tirect ur
the late 1960s generally defined by them as fi t hlexoratedshedo*?° Especially
consideringhe connectiornof modernismwith the political andsocialintentionsbehind

thecommissionsR 0 s appachemphasisethe aestheticelementsandarchitectural

116 Aldo Rossi,ed. The Architectureof the City, sixth ed., OppositionBooks(Cambridge MA: The MIT

Press1991).

117 peterEisenmanfi T Heusesof Memory:The Textsof A n a | dngTheArchitectureof the City, ed.
Aldo Rossi,OppositionBooks(CambridgeMA: TheMIT Press1991).

118 Alan Colguhounperceivesthe approachof Rossias correspondingo the normativeand synchronic
readingof architectureandhistory (in contrastto the fidiachroni® andfi t r-tasto $ i mterprétationof

history), in which architecturepresentdnvariableand stableforms asthe essentiaklementsjimited as
theyare,theseformsfunction asauthenticsymbolsservingthe continudion of historyandtradition. Alan

Colqguhoun,Essaysn Architectural Criticism: Modern Architectureand Historical Change(Cambridge,
MA: The MIT Press,1985).AnthonyVidler, A T iTeird Ty p o | i 4rghjtestureTheorysince1968

ed. MichaelHays(Cambridge MA: The MIT Press1998).Seungkoalo,ii A | Rossi:Architedure and
Me mo rJgurnalof AsianArchitectureand Building Engineering2, no.1 (2003).

119 JamesChakrabortyGermanArchitecturefor a MassAudience 112 14.

1201bid., 1107 11.
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forms of buildings that provide meaningsand representsymbolic functions beyond
practicalfunctions!?! In this concernwhile Ro s spiosin®derrstrategyof usingforms

to correspondo the senseof the historicismof the city washighly supportecoyK o h | 6 s
governmentsa responsdo the EastGermaninterpretationof a historicalmuseumhis
architecturaschemeavasneverthelessontradictoryto the political andsocialcontextof

a potentialhistoricalmuseunof WestGermany.

The use of materialsis further perceivedfrom the spatial arrangemenif the
structurgFigure34). As Rossifurthersuggestedynthesidefacingthecity whichvisitors
cangetaccesgo, thelow housingstructureqgof the maingallery) with pitchedroofsand
built in redbricksresembledhearchitecturef themedievaperiod,presumablyeferring
to theresidentialbuildingsin the Nicolai quarter,which wasreconstructedby the GDR
as a nechistoric area, reflecting the historical awarenessof the East German
leadership?2 The building blocks were paralleledby the colonnadeswhich, as Rossi
pointedout, adoptedwhite stoneto referto Sc h i n klasdicallanguagen the Altes
Museum.The materialusedfor the frameof the colonnadeseemedo be anotherkind of

redbrick which, however differedfrom theredbricksof thei me d i structudesT his

121 |nterestingly, JamesChakrabortyfurther points out that R 0 s sarchitacturalstrategydeclaredhis

political compliancewith the CommunistParty.As consistentharguedoy ManfredoTafuri, the modernist
movementsn the end failed to achievetheir proletarianutopiasdue to the dominatingconstraintsof

captalism in society. R 0 s sapposchesneverthelessreflected the impossibility of applying his

aestheticallybasedapproactto the urbanimageof a city with a capitalistbackgroundlibid.

The casestudyof the Nikolaivierte asa nechistoric projectof the GDR during 1970 1990s,seeUrban,
NeoHistorical EastBerlin.

FredricJamesorviewsthatthe capitalistsocietyhasformedthe developmenbf postmalernarchitecture.
Fredric JamesonPostmodernisnor the Cultural Logic of Late Capitalism (Durham: Duke University

Press;1991).

122 JamesChakrabortyGermanArchitecturefor a MassAudience111.



red brick is identicalwith the main body of the rotunda,connectingo the neighbouring
building blocks (functioningasthe historical gallery of the museum)hat suggestedhe
integrity of the architecturewhile emphasisinghe image of classicalarchitecturé
which, in the architectural contextof Berlin in the early nineteenthcentury,would be
equivalento S ¢ h i nirkagdof®erlin, mostpossiblyrepresatedby the RotesRathaus
(1861 69). The A Go t rhappeadanceof the architectural complex as Oechslin
commented,can be most particularly seenfrom the tower structure,as well as the
intersectedstructureof the glassgallery and the pitch-roofed blocks, which usedthe
materialsof A O IBa@ r Ibricks,glassandsteel thatmixedthevocabularyof modernist
andmedievalBerlin. The Gothicreferenceandinvolvementwith the modernistelement
of glasscanneverthelesbeseemsacorrespondend® S ¢ h i nFkegrichdvgedersche
Churchand Bauakademiewhich suggested tendencytowardsdesigninga modernist
facade especiallyin termsof the similar kind of redbrick usedin S ¢ h i nbkildihg$. s
Thematerialsusedn R 0 s slasigninctionastheagencyto reflectthediscourse
of the architecturaldevelopmenbf Berlin (especiallythroughthe threadof Schinkel,
whichwas,however,amoredirectreferencedo Schinkelthantheuseof materids). Rather
than relying on architecturalforms, Rossi more obviously used materialsto refer to
different architecturalfeatureslocatedin Berlin: white stoneto Schinkel;old bricks to
medeval Berlin; glassto Mies. Also, Rossienvisionedraisingthe flag of thethenWest
Germanyfrom thetower,the structureto be enteredbefare the foyer andadministrative

parts of the museum,which clearly declaredan ambitionto representhefin atd o n al
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identity, in contraryto the authorityof the EastGermany(Figure35). The designof the
toweris to someextentreminiscenpf BrunoTautandFranzH o f f m &onondestdes
Eisenswhich JamesChakrabortywiewsasmassarchited¢ure,provokinganaspiratiorfor
ashareccommunity'?3 TheDHM proposedy Rossithereforepresentec versionof the
nationalidentity gatheredfrom the typological traditions of Berlin, which resultedin
formsandmateials of architectureorresponuhg to theurbanidentity of thecity. It stood
againstthe nechistoric depiction of East Germany by including the architectural
materialsof Berlin as an integratedurban concept in contrastto the emphasison
architecturaform in the GDR to representheir newii n a t iradithoasb

PeiandR o s sahdmesverebothformedas antitheseso theidentitythatMfDG
representedR o s slesigmevasdistancedrom howthe GDR reconstructedhe national
identity of theMfDG throughtherestoratiorof thebuilding. In P e icasescorresponding
to what Rossireferredto Mies via the useof glass,the distinctive featuresof the glass
foyer andthe glassstaircaseof the PeiBauneverthet¢ssindicatethe modernidentity of
the building. As discussedefore,by emphaising the materiality of glas® not only
regardingthe glassas a material, but also its functionality in the architecturé Pe i 6 s
schemeseemgdo haverevertedo the architecturahotionsof the 1920sthatopposedhe
constructingnotionsof the GDR. The French limestoneMagny le Louvre usedin the
main body of the exhibition building intentionally providesthe visual effect of bricks,

seerfromthefactthatthestoneis cutinto relativelythin slateqFigure36). Carefullycut

123|pid., 46i 50.
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and layered,the slatesfundamentallydemonstratedhe precisecalculationof machine
constructionjn contraryto the languageof craft andlabourrepresentedyy the MfDG.
However,comparedto R 0 s sschéns which suggestsstraightfoward and specific
referencedo thememoryin Berlin, from theclassicalSchinkelto themodernMies,P e i 6 s
design becomesmore a reinterpretationof modernistelements,combinedwith his
contemporarynventionof materialsto reflectthe memoryof thecity.
Furthermoreunlike how Rossiusedmaterialsto explicitly link with historyand
the urbanidentity of a city, Pei usesmaterialsmore to contributeto the creationof
architectwal space While the triangularformed marblestructureis the main exhibiting
areafor galleries the glassfoyer with the staircasecoversthe spaceof the entrancehall,
and providesan additionalpathwayfor visitors to go up the building. The useof glass
allows a transformatiorof the architecturalspacefrom the outsideto the inside,or the
integrationof the inside with the outside as an architecturalunity. This strategyof
mergingthe boundariedbetweerthe insideandoutsideof the building canalsobe seen
from Schinkeb planfor the Altes Museum astherotundawassetright behindthe open
colonnadeat the entrancecreatinga connectionbetweenthe insideandthe outside.In
otherwords, glassis reinterpretedy Peito facilitate the senseof space helpng bring
forth the experienceof the historical pastas part of the buildingd snemay. Therefore,
R 0 s sschénwitself evokesthe historical identities of the city throughits form and
materials,while P e i stiugtureconnectsto the senseof memory only through the

transparencyf the glass.However both RossiandP e irefesenceso Mies anduseof
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glassconveyanideaof communityand massarchitecture Regardingthe architectural
designtheuseof aglassfacadestandgor thedemocraticsenseof political transparency
advocatedn the contextof the Kohl government?*

Although Pei emphasisethe urbancontextof the building at Unter denLinden
and makesa visual connectionspecifically with S ¢ h i nbuildihgs, she designis
ultimately a demonstrationof modernist characteristicsthat makes the historical
referencesessobvious.If the architecturas distancedrom the Zeughausthis senseof
historicalawareneswasimmediatelydismissedin contrastR 0 s sdhdmavasamore
explicit way to claim an architecturaidentity connectingto history andurbanfeatures.
Perhapghis explainsthe designpurposeof the PeiBau,that the understandingf the
architecturarepresentings indispensablérom the settingof the DHM, bothin termsof
the physicallocation of the building and the historical referencesf the institution?®
Giventhatthe Zeughausasalreadypresentednemoriesthat incorporatethe classical
and GDR identitiesof the city, a modernistschemeis necessaryo recall the modern
identityof Berlin, thuscontributingto a representatiomf thehistoryof Germanyin terms

of its statusasa nationanda culture,especiallyafterreunification.

24 Thereare casesstudiesof the Kohl projectsthat necessarilyreflectsa political intention behindthe

virtual transparencyf glass.

Seefor instance GeorgVrachliotis,i Tr a n s psaPadliticatPys y ¢ h o p h ar ARCH®Q4.i cal , 0
125 Stolzl andBeier, DeutschesHistorischesMuseum Ideen,KontroversenPerspektiven
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2.6 Present: The PeiBau in the reunified context of Berlin

In the end,the neemodernistversionthe PeiBaufunctionsto reconcilethe two
conflictingrepresentatiosof nationalidentitiesandthelayeredmemoriesf thebuilding
in the reunified contextof Germany,by implying and drawing on the classicaland
modernistreferencesof the city. Interestingly,while the proposalfrom Haeslerand
Volkerd the two figures who to some extent representedhe trend of the modern
movemend to reconstructhe interior of the Zeughausn the mannerof the 1920swas
seenasinappropriatan the contextof the MfDG, following whichR o s astinedern
schemewvasselectedo represenainideaof the nationalidentity of WestGermanyP e i 0 s
eclecticdesignwasnow embracedsa correspondenceetweerfi p asdpresent Asa
studentof Walter Gropius, P e iefiost also to someextent correspondgdo how the
Bauhausvasembracedn both EastandWestGemanyin the 1960s!2°

P e ipfeferencefor a triangularform also indicatesa distancefrom classical
Modernism While the architectureemphasisethe form of a trianglewhich formedthe
orderof theentirestructurejt is animplicit formalandspatialexperienceunfoldedto the
visitor only whenonevisits the building (becaus®neexperiencsthe limited cornersof
trianglesdifferenty from cubicalspaces)However from the outsideof the building, the

view of it is dominatedy the glasstowerandthe unornamentedarblesurfaceln other

126 Thoner,i OtheBauhausReceptiorin EastGe r mal2§ 30.0
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words, the triangularform, despitebeing persistentlyemphasisedis disquised by the
seeminglyexplicit modernistfeatureon the outside.

Thisimplicit triangularorderpresumablyustifieshow this designcanbe seenas
asolutionafterthe complicatedransitionsof the Zeughaugshatrejectsa singlecategoy
of architecturalstyles and its correspondingmemories The conventionalmodernist
languageds, ontheonehand,advertisedhroughthe statemenbf the glass towerandthe
erasureof ornamentatioron the architecturafacade.The steetframedglasstower itself
emphasisesiow the modernistlegacyis continuedin the presenturbanimage?’ The
transparencyf theglassreasonablguggestasensef political opennessnddemocracy
that serve for the political and national identity of the presentBerlin.*?8 Its visual
connectiornto the historic facadeof the Zeughauslsorecallsthe history of the building
asamemoryincorporatedn theentirebuildingcomplex.Ontheotherhand P e ispedal
invention of the triangularform seemso indicatethat the classicalModernistfeatures
have indeedbemme memoriesthemselvesin contemporarycontextof Berlin, Pe i 6 s
schemebecomesan architecturaresponsdo the new identity of the city. A readingof
the multi-layeredimplications of the neaemodernistform of the PeiBauhelpsfurther
understand e iownsstatementbouthis architecturaproposalof searchingor a style

connectedo Schinkelin contemporaryrbanenvironment!2°

127 JamesChakrabortyfi B e y thel\h | 100/ 8.

128 Another comparablecaseis the rebuilt Reichstag.Norman Foster reconstructedthe dome that
intentionallycreateda senseof political democracythe domeis designedor the publicto look downupon
theparliamentfrom theoutsideto theinsideof the building. JamesChakrabortyGermanArchitecturefor
a MassAudience 120 26.

129 JodidioandStrong,l. M. Pei, 302.
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In addition,P e ifoéegnidentity contributego thecurrentversionof thenational
identity of the city. As JamesChakrabortyrecognisesin the air of neemodernismin
Berlin,i o u t s domtributesincreasinglyto the building of the nationalidentity of the
city to an extraordinarydegreein modernEurope,amongwhichis DanielL i b e s ki n d €
JewishMuseum!®® The PeiBaupresentsanideaof internationalisatiorin termsof both
the architectureitself and P e i sélfsdentity. Another exampleto recall hereis the
bourgeoningeconstructiorof the PotsdamePlatzsinceGermanunification,wherenew
buildingsfrom HelmutJ a h 8odyLCentreto RenzoP i a rDaimlsr complexpresent

how foreignarchitectshavecontributel to a newimageof the cente of Berlin.*3!

27 Pei 6s personal il dentity: ano

present

The readingof the internatioral identity of the PeiBauand Pei himselfleadsto
the possibleconsideratiorof the architecturan anothertemporalityof pastandpresent,
morerelevantto P e ipérsonaimemory.As Peiexplains,the intentionaldesignof the
circleform betweerthetwo floor levelsof thePeiBaureminiscenof thecircularopening
on thewall of the GrandLouvre,wasultimately aninspirationfrom the Moon gatein his

family gardenin Suzhouwherehe spenthis childhood,andwhich Peialsousedin the

130 JamesChakrabortyji B e y thelMh | 105.0
131 Rolf J. Goebel,ii B e r lAichita®taral Citations: Recorstruction, Simulation, and the Problem of
HistoricalAu t h e n PNILA 118,1y0,5¢2003).
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designof the Miho Museumin Japan'®? Peirecognisedhe circle asii t mestperfect
geometridorm. 8° Thecircle,whichshouldneverthelesbespecfied asthecircle of the
Moon gatein Suzhou,revealshis memoriesof the past***However,this pastis only
partially presentedsincethecircle in the PeiBauis divided betweerthefloor levelsand
thusonecannotwalk throughit asthrougharealMoongate.In otherwords,theform of
thecircle alsobecomes conceptiorof legacythatis reinventedn thetemporalityof the
present,rather than directly copied from the past. This is in parallel with how the
modernistelementsarereinventednto a circularglasstower andtriangularordersin the
PeiBau.The visual connectionto the Zeughaughroughthe glassfront of the PeiBau
recallsthe pastandhistoricalidentitiesof theold armoury,while thecircle in the PeiBau
mirrorsthe pastexperiencesf Pei: Peileft Chinato studyarchitecturen Americain the
1930sandsettledin theUS, partially becausef the effects of the SecondVorld Warand
the Civil Warin China.Thewars andshifting powersin Chinawereneverthelessimilar
to the change®f nationalidentity in thehistoryof GermanyTheneaModernistpresence
of the PeiBauthusalsoincludesthe internationalpresenindPed memoriesof the past
Returningto the ¢ h a p muestiénsf how Pei has reconciledthe tensions
betweenhimself andthe architectiral contextin Berlin, betweenhis new structureand

the historical contextof the DHM, the answerseemsto lie in contemporarybuilding

132 JodidioandStrong,l. M. Peij, 302.

133 Requotedrom ibid.

134 This practice however to sonme extentcorresponds$o Le C o r b u appreachidf applyinga historical
form so asto provide a new symbolic meaningto the form in a moderncontext Colquhoun,Essaysin
ArchitecturalCriticism.



environmenbf thecity. It embraces differentway to interpretSchinkelandmodernist
ethos,ratherthan the searchfor classicalvocabularyor the manifestationof national
identity. Thecircle canthusbeseenasP e ia@psoactto respondo the newspirit of the
city. Ratherthanbeinga symbolof theMoon gate it alsoallowsadifferentinterpretation
as a geometic form (or even, one composedof two semicircles), that bridgesthe

boundariebetwea P e ihybid identity andcontemporarpuilding contextof Berlin.



Part Two: architecture and language



Chapter 3  The Grand Louvre: the languageof

architectural criticism

P esiefgagemenin the architecturalreconstructionof the DHM was greatly
indebtedto his previouscommissionfor the GrandLouvre. Begwun in 1983 the Grand
Louvrewasa directcommissiorto Peifrom PresidenMitterrandin early 1982without
a national or internationalcompetition(Figure 37).! The commissionbelongedto the
governmentakchemeof Grands Projets that includedthe constructionof a seriesof
modernmonumentghatshiftedthe urbanlandscapef Pais at the endof the twentieth
century. The main purposeof the project was to modernisethe Louvre Palaceto
correspondo theurbanimageof thecity.? TheGrandLouvrealsoreflectsP e iagpsach
of interactingwith apolitical concepof nationalidentity, realisedhrough the placement
of themodernistschemen connectiorto history. Developedrom theki n gdlageto a
nationalmuseumthe Louvre standgfor the royal authorityandhistoricalidentity of the

country.2 JeanPierreBabelonconsidergheii g r eoyalstyl eobthe Louvre Museum

L Prior to this, Peihadannouncedis refusalto enterany architecturakcompetition.This waspurportedly
becausef hislossof La Défensewhich waswon by the DanisharchitectlohanrOtto von Spreckelsemt
the lastminute.La Défensewasalsoa key monumentn les GrandsProjets As AnnetteFierro suggests,
the specialattributeof La Défensds thatit is notamonumento befi | o ocugog ddutfi s etleaugh 0
AnnetteFierro, The Glass State: The Technologyof the SpectacleParis, 1981 1998 (Cambridge MA:
TheMIT Press2003).

2 Phasel of the Grand Louvre (Planning: 1983 September;Completion: 1989 March) involves the
constructionof the GlassPyramid and NapoleonHall. Leading designersinclude I. M. Pei, Leonard
JacobsonYannWeymouthandC. C.Pei i Gr d.oude Phasd ,Pibjects PeiCobbFreed& Partners,
accesseduly 26, 2015, http://www.pctp.com/a/p/8315/s.html.

3 Fierro, TheGlassState 159 61.
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to berepresentativef Napoleonl | Bkréhgecturalision, which becamean ahistorical
symbolto thepublic, until thepointof P e itr@nsformatiorof thesite andtheinstallation
of the GlassPyramid* The GlassPyramid, similar to the glasstower of the DHM,

functionsto createa visual connectionto the facadeof the Louvre which visitors see
through, so as to acknowledgeits historical identity.®> Alongside the approachof
conneding to historythroughthevisualtransparencgf theglass,t canalsobeseerhow
Peiassertedhis architecturakignatureby employingsimilar geometic formsto thosehe
usedfor the DHM, suchasthe insertion of a circular openingbetweendifferent floor

levelsto resemblagheform of agatein a Chinesegarden.

TheMuseumfor ChineseArt andthe DHM projectdisplayhow the perceptiorof
the architecturalrepresentationof national identity can be affected by the plural
manifestation®f P e icuteralandarchitecturaidentity. Furthermorewhile the DHM
projectdisplayedhow P e istéusturefunctionsasa museunbuilding that contributeso
a governmenssponsoredurban image of the city, the Grand Louvre reflects from a
different perspectivehow the museum functions as a building type, which has
incorporatedanguagethe realisedbuilding schemeaswell asarchitecturaimage® To
evaluatetherole andeffectof P e iinfemationalidentity in his museunmprojects, will

focusontheP e iLdureprojectin thesecondartof thethesisandparticularlyconsider

4 JeanPierreBabelonfi T h.auvre:RoyalResidenceandTempleof theA r t iis Realmsof Memory:The
Constructionof the French Past ed. Pierre. Nora and LawrenceD. Kritzman (New York: Columbia
University Press;1996),291i 2.

5Rustow,ii T tEgpansioroftheLouvr e. 0

8 Forty, WordsandBuildings 13i 4.
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the role of the languagesystemin the understandingf the meaningof the museum
architectureChapter3 and4 examinehow bothaspect®f thelanguagéraveaffectedthe

meaningof the GrandLouvreasa museunproject.

3.1 Architecture and language

As discussedn Introduction,Forty considerghe systemof architectures more
completedhanthe fashionsystemof materialproduct imageandcritical languagé€. As
for architecturalimage,therearethe imagesof architecturaldrawingand architectural
photography,the former of which constitutesindependentdivision of architectual
languagé® Forty thenconsidershow critical languagewithin the architecturakystemis
composedy boththe languagdrom the architectthroughtheir drawingor talking, and
commentdrom architecturalcritics ? FurthermorelanguageasForty haspresentedh in
Words and Buildings, developsmore as a phenomenonespecially along with the
developmenbf modernismwhile it refersto comprisego the languageof architecture
as of the languagein the fashion system,it also refersto the vocabularyusedin
architectureand, more importantly, languagemetaphorthat extendsto a systemof
archtecturelanguageanalogythatopensup alinguistic approachof readingthe meaning

of architecture!® Returning to the discussion of museum architecture and the

" Ibid., 13.

8 Ibid., 14.

® Ibid.

101bid., 63i 85.
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representationf identities,a queryinto therole of languagehelpsrevealtherole of the
museumandits architecturatepresentation®articularlyin the GrandLouvre,language
hasbecomea primary factor in interpretingthe projectand evaluatingits architectural
representations.

The associationbetweenarchitectureand languageinvolves a complex and
developingprocessof how the languagemetaphoror eventhe whole linguistic system
can affect the approachto understandingarchitecture!! To addressthis language
metaphor, Forty firstly distinguishesseveral different references in this linguistic
analogywhichincludefi a r ¢ h iiglike alt aurr gelardy a itectbreisal anguage, 0O
or thegenerakreferenceso eitherii | a n garfalg ie © e anaohgwhich tbe;structural
conformity to a languagealso varieson different occasionsForty also considersthe
distinction betweenindividual divisions of analogies,jn termsof thefi s e maantd i ¢ 0
fi s y n t atribuitesod alanguager? ThenFortyidentifiessix differentcategorie®f the
analogyof architecturdo languagen six differentcategorieswhichincludethesematic

and syntacticanalogyof architectureto language as well as a generalcomparisonof

11 Whentalking aboutlanguagethelinguistic studiesarealwaysfocusedon languageasa systemSee for
instanceD e r r distesficsof Sausswe Gagalysisof signs,which Derridareferredto asfi t &ystenof

| angulgeederrida,i Di f f ®in 8peeclandd@henomenaand Other EssaysonHu s s er | 8's
Theoryof Signs(EvanstonNorthwesterrniversity Press1973),140/41.

2 Forty, Wordsand Buildings 64.
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architectureto languageas a generalphenomenort? The diversity of the linguistic
analogysuggestsiow languagdunctionsto expandthe meaningof architecture-?
Altogether thesecategorieslenoteatrendfor asemantia@analysisof architecture,
which significantly developed following the discourse from Structuralism to
PoststructuralismOneexampleis UmbertoE ¢ oview of architectureasa directsystem
of communication,which conveysits meaningand function through denotativeand
connotativesignson the basisof technical syntacticandsemanticarchitecturacodes:®
As Ecoputit,thefi ar ¢ hi It &rcgd usdi @authentidinguistic systemobeyingthe
samerulesthatgovernthearticulationof natuall a n g u'a@neimportantaspecthat
Eco pointed out to distinguisha r ¢ h i t fumrction asdéadgsageis its ability to
communicatessigns,besideghe simpleusesof architecturafunctions.As Eco stated
i O nokthe first questiondor semioti to face,then,if it aimsto providekeysto the
culturalphenomenin thisfield, is whetherit is possibleto interpretfunctionsashaving
somethingto do with communication 6 The semioticand structuralistanalysisfurther

stimulateda syntacticapgdicationto architectureparticularlyrepresenteby Ei s e n ma n 6 s

13 Moreover,Forty alsodiscussesheii | a n g of magerrismwhich refersto the structuralcomparison
asa moregeneralphenomenorf literature,that considerfundamentaterms,definitions and debatesas
thei k e y w ofimdderoarchitecturelbid., 18/ 28, 63i 85.

14 Regardlessf the specificcategorythelinguistic analogyneverthelestasa certainsenseof limitation.
As FrenchhistorianJacquesGuillerme considersthe manifestation®f languagemetaphorall belongto
individual i a r ¢ h i-languagesyrmtagm avhich thus revealstheir ineffectivenessto some extent.
JacquesGuillerme,fi T hdeaof ArchitecturalLanguage:A Critical | n g u Dpp@sitians10, no. Fall
(1977):25. Forty, Wordsand Buildings 25.

1S UmbertoEco,i F u n ardSigniTheSemioticoof Ar ¢ h i t im RethinkingArchitecture:A Reader
in Cultural Theory ed.Neil Leach(New York: Routledge 1997).

8 UmbertoEco,i L i n g uAechjtetto 0 i dndizidnario Enciclopedicdi ArchitetturaE Urbanistica,
ed.PaoloPortoghes{lstituto EditorialeRomano,1969).

"Eco,i Fu n ands b g 182.0
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readingof the syntacticaspectof architecturalforms, as Forty pinpointsin the sixth
caegory of the languagemetaphor!® This is the aspectin which the reading of
architecturablrawing® aform of architecturalanguagé is conformingto thesemantic
approacho interpretthe meaningof architecturewhich | will furtheraddressn Chapter
4.

| considerthe GrandLouvreis a projectthat hasincludedthe key factorsof the
readingof the languagemetaphor,which thusin returninspiresme to look into the
representatiomf identitiesfrom a perceptiveof architecturalanguageor architecture
andlanguage Onceagain,returningto F o r taryalysssof the architecturalsystem it
consistsof four partsi the materialbuilding product,architecturalphotographyas an
architecturalmage,architecturatirawingwhichis notonly image butmoreimportantly,
aform of languageandarchitecturalanguagecomposedy bothexternallanguageby
architecturalcriticsanda r ¢ h i otvretatkingodwriting.'® The GrandLouvre haswell
correspondedo this examinationof the systemof architecturesinceit consistsof the
actualbuilding, architecturaimageof drawingandphotographyaswell asarchtectural
languageAs | will discussn Chapter4, architecturadrawingg, asa significantform of
architecturallanguage,can denotealternativeinterpretationsof the project that help
enrichthemeaningof the GrandLouvreasanimportantexampleof museumarchitecture.
Furthermorel considerthe architecturalanguageof the projecthasbeena mainfeature

for the GrandLouvre, which are particularlyimportantfor revealingthe complexity of

18 Forty, Wordsand Buildings 80i 5.
¥1bid., 13i 4.
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identitiesrepresentednd developedhroughoutthe schemeMy readingof the Grand
Louvre in relation to languageattemptsto considerhow the various readingsof the
schemecontributeto the meaningof the architectureasa developingentity.

The architectural languagesnvolved in the GrandLouvre includedthe talking
from Peiandhis collaborator,asa representationf thea r ¢ h i owrelanguéage The
externallanguageo be discussedn the GrandLouvre mainly comprise<criticism from
architecturahistoriansandthe public. Oneoccasiorthatmanifestedheinfluenceof the
public and professionakriticism was fla Bataille de la pyramideo a term usedby the
Frenchmediato refer to the architectural political and social criticism of the scheme,
which beganat an early stageof P e ia@psintmentaroundearly 1983 andlasteduntil
the constructiorbeganin 1985,by which time the public hadfinally acceptedhe mock-
up of the GlassPyramid?° The criticism coveredthe entire project,from reconstructing
the Louvre at all, to the proposalto install a glasspyramid in the centreof the Cour
Napoléor?* Amongstthe criticism, therewasfierce discussiorof P e icutsralidentity
as a ChineseAmerican architect?? The Bataille demonstratedhot only the extentto
which architecturaandpublic criticism cancollide, butalsohowii t p e b landmeilia
have played a significant role in forming the languageof museumarchitecture.An
analysisof the Bataille will denonstratethat P e i séheme especiallyas regardsthe

installation of the Louvre Pyramid,producedreadngs of the architecturehat exceeded

20 MichaelT Cannell,l. M. Pei: Mandarinof Modernism(New York: CarolSoutherrBooks,1995),1i 31.
21 JeanPaulMorel, i Mi cGueg Il Ne FautPasTraiterLLe Louvre CommeUn A e r o pLe Mdrtin de
Paris, 1985.

22 Fierro, TheGlassState 17 41.
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its functionality, but were more importantly readingsof the form and materialsof the
architecturan termsof whatmessagethe designcommunicateso its audience.

Oneof themostrepresentativeaseof thearchitecturalcritic in the Bataillewas
Charles] e n cditeignstowardsPeiandhis design.Thecritiquewasalsoa practiceof
the semidic readingof the GrandLouvre which further implies the importanceof the
linguistic analogyin affecting the interpreation of the project. Jencksdevelopedhis
readingof the meaningsn architecturdollowing thetradition of semiology statingthat
fi h oawchitecturecommunicatesneaningproceedsn accordancevith pasttraditions
andlanguage % By employinga semioticanalysisof architecture,Jencksevaluatedhe
designof the GlassPyramid from an ant-Modernistview (asa leadingpostmodernist),
andthusprovidedhis analysisof thearchitecturatepresentationf identity andpowerin
relationto the stylistic debde. He alsoconsideredhe criticism the projectreceivedirom
the public as a direct consequencef P e i nfodernistpractice?* J e n ¢ &rigdes
presentedne versionof the languageof the Grand Louvre as an architecturewhich
developedts meaningin architectural,social and political terms.However, it is also
necessaryo notethe limitation of onespecificapplicationof the linguistic metaphoito

reading architecture.As Guillerme perceived this i g r atnahanalysis @lthough

23 Jencksalso proposesa fi s e r o It a g iadoagliggestthe interrelationsbetweenfit h o (thgg h t
signified) B sy mthesli gniapdi e f @er ent . 0

Anotherimportantexampleof the semioticanalysisof architecturés madeby ChristianNorbergSchulz,
ashecdlsforafi s y mrhioll ialengvith theexistingfi p h y mi £ mrdtheconstructiorof buildings

in meaningfulforms.Charleslencksii Se mi & Ap g ki t i ®daningie Arahitecture ed.Charles
JencksandGeorgeBaird (London: Barrie & Jenkins,1969),15i 17. ChristianNorbergSchulz,Intentions

in Architecture(London:UniversitetsforlagetAllen & Unwin, 1963).

24 Charleslencksfi Sy mb amhdBlasphems i Art &Designl, no.8 (1985).



developedy architectsinto i aniversalcritical instrumenof architecture wasin itself
afi o +wayc o mmu n i pramnotedoymrghitectsratherthanlinguistics;it wasthusa
way for architecturakritics to imposeextrameaningandvalueon architecturevhich is
however realisedthrough materialisticeffects or social receptiong® Evenin termsof
J e n cekuditeuseof thesemioticanalogyproblemsarepresentGeorgeBairdcriticises
the parallel betweenlinguistic and architecturallanguagesthat Jencksproposedas
fi h o p e bverwoskedypndintellectuallyexhausted?® Thus,my readingof thesystem
of theGrandLouvreaimsto presentinoverallpictureof thearchitecturalanguage$rom
botharchitecturaktritics, the pubicandfrom Pei.

Thewordii | a n g mag loeenarespecificallydefinedby usingWi t t genst ei
termof alanguagegame Wi t t g e i $ & @ igguadnsieanry,with an emphasion
the attribute of fi g a,onderivesfrom his game analogyto languageof 1932. The
languagegame suggestsa similarity betweenlanguageand game,and arguesfor the
formation of languageaccordingto specificii r u lthat gowernthe systemof its use?’
Wittgenstein expandsthe conceptof languagegame as i t hwkole, consisting of

languageandtheactionsinto it is woven thatcoversthe systemsf forming languages,

25 Guillermealsocritically perceiveghe theoreticalvalue of this analogyto languagen two aspectsOn
the onehand,the analogydoesnot necessarilyoring in the enrichmenif the theoreticaldevelopmenbf
linguistics. On the otherhand,thelinguistic theorydoesnot necessarilyprovidea morelegitimateground
for the study of architecturewhich thus suggestsa lack of theoreticalmodelfor the linguistic analogy.
Guillerme quotesfrom G. Morpurgo Tagliabueto further emphasisdi w h thig pretendedarchitectural
languagdacksin orderfor it to bealanguages preciselythe primaryfactorof semiosisthe heterogeneity
betweerthessignifierandthes i g n i Guilleeret,ii & Hdeaof ArchitecturaLanguage . 0
%Jencksii Semi &lhoghni t &7ct ure, O

27 HansJohanrGlock, A WittgensteirDictionary (MA; Oxford: Blackwell Reference1996),193i 98.
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to the everydayuseof languagesto fi grimitive | a n g utselj.?2 The definition of

languagendlanguagegamebecomesnunfixed,developingphenomenonlhemultiple

possibilities of forming orders and language therefore suggeststhe unfixity of the

definition of languageand languagegame,linking languagegamewith the everyday

practiceof speakingalanguageandfinally with fi form of life. 2 Becaus@f theunfixed

way of framingfi w o r ahdfics y m,b thdstsuctureandformof i s e nt betcane s 0

undeterminedwhich allows the productionof A n etypes of | a n g uaadyiience w

languagegy a m easdihpreforesuggestshefi mu | t i ¢f languagetndthiegames™
Following the autonomyandmultiplicity of languagegameswith the specificity

of rulesfor eachlanguageandlanguagegame,it is possibleto employWi t t genst ei no6 s

theoryto considethespecificreadingof architecturaslanguagegamesThislanguage

gameof architecturehereforegoesbeyondthe generalcategoryof architectureand/as

languagepecausat includesbothfi a r ¢ h iaslangubage Buehasemployedby the

semioticreadingof architectureandthe examinatiorof architecturbelementswith their

specifici r u toeeadandinterpret architectureandalsoii ar ¢ h iahdd @athigrue g e 0

describingnot only architectonicvocabulariesrom the designand constructiorstages,

28 Ludwig Wittgenstein, Philosophical Investigations: The German Text, with a Revised English
Translation trans.G.E.M. Anscombe Third ed.(Malden,MA; Oxford: Blackwell Publishing,2001),Part
I, Para1,2,7,11,12.

29 |bid., Para.19,23. NanaLast, Wittgers t e Houged anguage,Spaceand Architecture(New York:

FordhamUniversity Press2008),18i 9.

Forthemultiplicity of languagegameanddefinitionsof mini-languagesseeAnthonyKenny, Wittgenstein
(LondonThePenguinPress1973),159 77.

30 wittgenstein PhilosophicallnvestigationsPara.23, 24. SusarBrill, Wittgensteirand Critical Theory:
BeyondPostmodernCriticism and toward Descriptive Investigatios (Athens: Ohio University Press,
1995),1i 32.



but also the architecturalcriticism that emergeswhen architecturalconstructionis

completed.Moreover, it contans the discussionand practicesof architecturebefore
Afar chil &mrd uamdghé eéffectsof examiningii a r ¢ h i aslanguage rdbe

whole process consistingof the architectureitself and all the architecturalassociated
activities,formstheconceptof i a r ¢ h i-ganees Tthearckatecturegameis ultimately

an analogyof architectureto language andthento game.This is to say, fithe whole

pr oc eltmtely forms i a r ¢ h i,0t peesehtingarehitecture (with its related
practices)asfi dorm of life.0 P e iL@usre projectreasonablypresentghe intricacy of

architectureasa developinganguagegame.

This multifacetedreadingof architecturehroughthe lensof languagenetaphor
inspiresthefollowing two chapterdo look into P e iGéasdLouvrefrom two aspectsin
orderto considehowarchitectureanfunctionasalanguagehatallowscommunications
to the audience.To approachthe languagesof the scheme my readingfollows the
sequencdrom identifying the externallanguagegproducedby architecturalcritics as
regardsts receptionto exploringthe moreinternalandimplicit languagesuggestedby
architecturablrawingsbeforetheinventionof thedesign.

Chapter3 considersparticulary how the schemefunctions as part of and a
paradoxcal text, in which the public and architecturalcriticism revealed multiple
meaning®f thearchitecture&concerningts socialrepresentatiosandstylistic debatesin
this way, the chapterconsidershow the public and professionakrchitecturalkcriticism,

producedduringandafterthe commissiorof the project,hasenrichedhemeaningof the
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building as architecture.In Chapter4, my analysisfocuseson how the architectual
drawingspresenthe projectasa systemof communicationwhich conveysits internal
meaningas an autonomousdanguagethrough two-dimensionalcompositionson the
tracingpaper Thetwo chaptersaim to explorethe possiblemeaningsvhichP e iGéasl
Louvre hasconveyedand considerthe possiblerelationshipsbetweenthe archite¢ure

andits building context.

3.2 The architectural criticism and the production of

identities

In her discussionof the useof glassasthe major architecturalmaterial of the
GrandsProjets AnnetteFierroreadsheeffectof theglassjdentifyinghowits reflection,
but moreimportantly,its transparenchascontributedsignificantlyto the newurbanism
of Paris,whatshetermsto befi @aradoxicakubnarrativea conflicted6 t e ¥ Thigis 0
manifestedpn the onehand,throughthe modernimageof the city, following the steps
of Ha u s s nraconfigurmtionof Paris.OntheotherhandMi t t e it armth&par ent o
monumentspresenteda new version of national identity, filled with the ideas of
surveillance,rationalisationand politics.3? Besidesthe repgresentatin of political and
urbanmodernity,Fierroneverthelespointsout thesignificanceof transparencgsasign

in the modernarchitecturaimovementcelebratedy Colin RoweandRobertS| ut zky ds

31 Fierro, TheGlassState 10.
32 1bid., 25i 38.
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readingof literal andphenomenairansparency® Transparencyevealsthe complexities
of thearchitectiral andsocialimplicationsof the GrandsProjets.

Fi e rreferanseto the functioning of thesefi t r a n s PoaUMeNisas@
s ubna ofthaft d ovrefd ti ecof RadHNamely,languageis areflectionof the
blurredboundarie®f the linguistic analogyof architectureHer readingof the multiple
meaningf transparencysa cultural, political andarchitecturaphenomenomaddresses
one aspectof how architecturecommunicags its meaningsto the audierce. This
comparisorresemblesow Henri Lefebvrevieweda city asalanguageandabook,ashe

stated

The city was and remairsbjecté | t s o0 b jfeochji eyoirmight rathaybe
closer to that of the language which individuals and groups relsefeee modifying it,
or of language (a particular language, the work of a particular society, spoken by

particulargroupgs. One coul d al s o tothainglaculteraltedlitys fAobj ect
such as thevritten boolé Mor eover , at Hdutesdsulsystameasabi ty consti
whol eéNow, analysis can achieve this context

whole is not immediately present in this written text, the city. There are other levels of
reality which do not beconteansparenty definition.The city writes and assigns, that

is, it signifies, ordersstipulates. What? That is to be discovered by reflection. This text
has passdthrough ideologies, as italgor e f t & e #hg 0

The readingof the city astext, while revealingthe complexityof the readingof
its meaningsreflects the nontransparencyf the messageshe city really intendsto
convey.The Louvre,asafi smdr r aotPansasaf t g altorevealsthe senseof
nortrtransparencyn termsof the meaningsof the schemeandits relationshipswith the

city. In this chapter | will addresghereadingof the projectasa text firstly throughthe

%3 1bid., 38i 41.
34 Henri Lefebvre, Writings on Cities, trans.EleonoreKofman and ElizabethLebas(Oxford: Blackwell
Publishers1996),102.
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architecturalcontextof the Grand Louvre andits relationto the urbanplanningin the
city, which providesthe mostessentiaharrativeof the projectasatextin Paris.Then,l
will look into the architectureand its symbolism so as to considerthe complex
representation of the schemeas an architectural,political and cultural project that
conveysdifferentsubnarrativeselatingto the urbancontextof Paris.More specifically,
to addresghesesubnarratives, will look into theseagectsfollowing the discussiorof
the statemenfrom Pei that proclaimsa modernistidentity of the scremeand Stephen
Ru s t msistesceonthei n e uttyoddhke scheman termsof its architecturalstyle
and urbanrole; the critique of CharlesJencksthat identifies the problematicsof the
modernistschemdn termsof its political representationandlastly, the public criticism
from the Bataillethatindicatesthefar greatercomplexitiesof consideringheidentity of
the schemeand Pei3® All theseaspectsconstitutethe readingof the architectureas a
complextext, which communicatewvariousversionsof identity of Pei andthe Grand
Louvre to its audience.In the architecturalsystem,these subnarrativesare different
versionsof architecturalanguagesTogethertheysuggest contradictiorbetweerP e i
constructedrersionof his identity andthat of the architecturakritic or the public. This
processalso revealshow the image of the architect has becomea product of the
architecturakystem,of how the GrandLouvre canaffectthe interpretationof theP e i

identity.

(@)
(2]

(@)
(0)]

35 StepherRustowhasparticipatedin the designprocessof the GrandLouvre for P e ite@rmasai | e a d

planner, programmerand seniord e s i gStephenRastow,i Gr aLaugre (19831 9 9 5Pyojedts
museoplanaccessedugust08, 2017, http://www.museoplan.com/project/gratalivre/.
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The cultural and historical significanceof the Louvre itself has first of all,
indicatedthe difficulty andimportanceof the GrandLouvre. The Louvre wasoriginally
built asthefortified chateawof PhilippeAugustusin 1190 andgraduallydevelopednto
the royal residencef the king sincethe fourteenthcentury®® The Louvre Pdacestands
for theroyal authorityandhistoricalidentity of France®” Thelaterhistoryof thebuilding
withessedthe expansionof the structure, along with a refinement of style and
ornamentationfrom the grandroyal style of the Louvre of the Valois to the ambitious
connectionof the Louvre and Tuileries Palace’® Meanwhile,since1793the Louvre has
beenopen to the public asa public museumwhosecollectionemphasisethe symbolism
of the Louvre asthe palaceof Napoleonlll. 3 JeanPierre Babelonperceivesthat the
history of the Louvre, before P e iindesvention,containedthe changedhistory from
privilege andmonarchyto equalityandfreedomof Paris;the architectureof the Louvre
establishes postion asthe eternalpalacein the calective memay of the country°

TheGrandLouvre,begunin 1983,wasa partof the GrandsProjetsto modernise

the Louvre Palace!! Thefirst phaseof the schemenvolvedthe constructiorof the Glass

36 Thehistoryof the Louvre Museumandthe GrandLouvre,seefor instance CatherineChaineandVerdet
JeanPierre,Le Grand Louvre:Du DonjonA La Pyramide(Paris:Hatier, 1989).

JeanJacques évéque TheLouvre: A Palace,a Mussum(Paris:PocheCouleur,1999).

%7 Fierro, TheGlassState 179.

%8 Babelonfi T e u v 258 730

39 NikolausPevsnerA History of Building Types(PrincetonN.J.: PrincetonUniversity Press1976),120
21.

40Babelon,fi T HLe u v 278 880Conseildesmusgsnationaux(France),La RevueDu Louvre Et Des
MuseEsDe France(Paris:Conseildesmusggsnationaux,1961).

41 Phasd of the GrandLouvre: Planning:1983 SeptemberCompletion:1989 March. Leadingdesigners
includel. M. Pei,LeonardlJacobsonYannWeymouthandC. C.Pei.fi Gr doude Phasd . 0

fi Gr doudre Phasd | Reports Pei CobbFreed& Partnersaccesseduly 26, 2015, http://www.pcf
p.com/a/p/8401/s.html.

Wiseman]. M. Peij, 229 62.
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Pyramid in the Cour Napoléon the creationof NapoleonHall, accessd throughthe
pyramidfrom aboveto beneathltheground,andthetransformatiorof theRichelieuwing,
previously occupiedby the Ministry of Finance?? As a Grand Projet, one essential
purposeof the Grand Louvre wasto intervenein the modernurbanplanning of Paris?3
Themodernised.ouvrerespondgo thedestroyedsite of the TuileriesPalaceandtheaxe
historigue andextendgshec i t mpdemeastwestaxisfrom theLouvreto La Défense.
The presenceof the modern axis also involves the fidesaxementfrom the Arc de
Triompheto the Louvre. However,Fierro suggestshe terminationof the axehistorique
atthe Arc de Triomphewas anintentionalactionon the partof André Le Notre,andin
any case a demonstratiorof the ultimate significanceof the Louvre Palacen the urban
axis of Paris* Within the areasof the Louvre-Tuileries,the schemealsohelpsopenup
five crossaxesthat expandthe urban connectionto Placedes Victories and Musée
d 6 Orasdaonvertthegroundof the CourNapoléoninto a pedestian area®®
Thepyramidis the centralelementof the CourNapoléonthatstandsasa modern
monumenbf the Louvre.21.6 metresin height,the pyramidis constructedf glassand
supportedy a steetgrid framework.The structureis composedf 675 diamondshaped

and 118 triangular glasspanes.The glass specifically orderedby Pei from the glass

42 The moveof the Ministry of Financeto the Louvre wasinitially alsoa decisionof Mitterrand, madein
1981.Despitethereluctanceof the Ministry of FinanceandEconomyto moveoutthe Richelieuwing, and

the generaloppositionsfrom the public throughoutthe whole processthe commissionprogressedo its
completionwith persistensupportfrom PresidentMitterrand. Shiro Matsushimafi T lGeandL ou v r e, 0
HarvardDesignSchool,2003.

43 Rustow,ii T lExpansioroftheLouvr e. 0

4 1bid.

Fierro, TheGlassState 161.

45 Rustow,ii T lExpansioroftheLouvr e. 0



16¢

manufactureSaintGobain containsa smallportionof iron oxide andthereforepresents
athintint of green Thesteelgirderssupportingheglasswereproducedy the American
manufacturemMNavtec due to the lack of any Europeansource?® As Pei and his team
suggestnotonly the pyramidalform, butalsothe 51-degreeslopeof the pyramidfacade
arederivedfrom the Egyptianpyramid.However,as Peifurther suggess, althoughthe
pyramid presentsa formal resemblancéo the Egyptianpyramid,it doesnot shareany
functional purposewith the latter, nor imply any referenceto Napoleo n &gyptian
campaign?’ However, one paradoxicalfact about the pyramid is the condiion of
transparencyusingthe glasstechniqueof the RFR, P e iséhemesuggetsanambition
to build anall-transparenpyramidfor visitorsto seethrough,anfi i isillemo nu me nt 0
asdescribedby Vidler.*® The actualpyramidis yet to be all-transparentand hasbeen
entirely visible as a crystal statementhallengingthe historical contextof the Louvre
Palace®

The significanceof the Louvre in termsof the architectureasroyal andnational

(@)}
(0]

symbolism,as well as its urban centrality inevitably led to the debatesaboutP e i
scheme, representedby the Bataille of the Louvre. The Bataille of the Louvre
concentrateahot only on the despn itself, but alsoon P e ifobegyn identity, criticising
the cultural and political representatios with which the desgn was concerned The

Batailleto someextentrecallsF o u ¢ aconipariéosof thepresentatiof variousforms

46 Matsushimafi T IGeandL o u v 1361,Gr doudei Phasd . 0

4T FrédéricCompain,i L BatailleDelLaP y r a m(ParigMudéedu Louvre,1999).
48 Vidler, TheArchitecturalUncanny 219.

4% Fierro, TheGlassState 192.
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of polemicsto a theatre® Among the threetypesof polemicsFoucaultrecognisedthe
political polemic was the most powerful manifestation,in which the problems of
alliances partisansinterestsaandconcernf a partywere representediVhile perceiving
the role of polemics, Fouault viewed the presentationas simply different ways of
speakingwhich, however forestalledthe advancenentto the truth or newideas.Thus,
rather than presentingmere representations of problems,it is necessaryto critically
considerhow different solutionsto specificforms of problematisatiorareformed,soas
to finally produceii avork of thought °6

In the ca of the GrandLouvre, the severalversionsof interpretingthe scheme
preseredadevelopingendencyowardsthe problematisatiomf thearchitectureOneof
the mostrepresentativease of criticism in the BataillewasJ e n creaslifgsf P e i
Louvreproject publishedn Septembet985,atatime whenthedebatesurroundinghe
projectwereat their height>2 Jencksdwelledspecificallyon the symbolicinterpretation
of the pyramid. He based his criticism on the debate between modernism and
postmoderism, and pointedout P e ipdlitical representationespeciallyin the context
of the Louvrecommissionln the Bataille the public alsoexpressdviewsontheproject
and variousfacetsof the identity of fil. M. Pei ¢enerallyrejectingthe proposaland
castingaspersionsnP e igualfficationsfor thecommissionin parallelto theseareP e i

responseof the modernistidertity of the design,andR u s t ctaté@reniof how the

50 Michel FoucaultandPaulRabinow,i P o | eRuliticsandP r o b | e ma tintewiewtcanduotedn 0
May 1984,Lydia Davistrans.in i Et hdf it E s aMortksofé-lo u ¢ aal.1l, ThéNew Press1997.

51 Ibid.

52Jencksfi Sy mb @hdB bk ens p h e4Bfidds i s, 0

(@)
(2]



architecturatselfii s p e af ksé @ e u t asadirectcgminunicatiorto theaudience.
These derivations of reading the architecture,although suggeshg a contradiction
betweerP e icangructedil. M. P e andtheperceptiorof thepublic,helpfurtherreveal
the meaningof the GrandLouvre as a significantmuseumarchitectue in cultural and

socialterms,andtheimageof Peiconcerninghis architecturaidentity.>®

33 Pei 6s narrative: a | anguage

design

Thereadingof the schemestartedwith Pei.In oneof hisinterviewsin 2000,later
published as his biography Conversationswith 1. M. Pei, Pei narratedhis design
intentionsandtheentireconstructiorprocesf theproject>* Peibegarby describinghis
accepanceof the commissionafter threeprivatevisits to the Louvre,andexpresedthe
difficulty of carryingout his projectbecaus®f the public criticism. He thenrecalledthe
processof transformingthe RichelieuWing, and presentechis reasonableanalysisof
opering up the undergroundf the Cour Carréeandthe Cour Napoléonto enhancehe
infrastructureandprovidefor technicalnecessitiesWhile discussg his thoughtsonthe
Louvre Pyramid,Peiclaimedhis motivationwasto simply establisra prominentsymbol

asthe mainentranceto the Louvre,which couldfunctionasfi t teatralpoint of arrival

53 Their interpretationof the architectureandthe identitiesof fil. M. P e amalsodistantfrom eitherthe

fi n ar rPei(asrahdiromP e ibibgsaphy),or P e iinfeipretatiorof thearchitecturdasreadfromP e i 6 s
otherinterviews).

54 peiandBoehm,Conversationsvith |. M. Pei, 77 95.
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of thegenerapublic. °®While consideringhereasorfor choosingheveryspecificform
of apyramid,Peisimply answeredhatthepyramidis i t imaststructurallystabef or mo
among the experimentswith all different forms; it not only correponds with the
transparentnateriality of the glass,but also servesfor the architecturalcontextof the
Louvreandits contemporaraudienceof thepublicin i t imastc o mp a wayP The 0
constructionof the glassandsteel structureil s i g raibreak with the architectural
traditionsof thepast makingit i avork of ourtime. %5

P e ireadingof the architecturocusedmore on the architectonidssuesof the
constructionand the functional readingof the form of the pyramid. In this way, Pei
presengd his imagemoreasan independenarchitectcommissionedy Mitterrandand
distantfrom the political representatiorandurbanfunction of the GrandLouvre. In this
sensetherole of Peiandhis schemebecamanorei n e u in hiscbnamissionfor the
Louvre, especiallyconsideringthe symbolismof the GlassPyramid asthe new national
monumentFurthermoreP e istatesmenalsoavoidedanystylistic or historicalreference
in theform of the pyramid.By emphasisinghe materialsusedto congruct the pyramid,
Pei indicated his modernistidentity distinguishedfrom the notions of the past. The
pyramid suggests a contemporary vocabulary of architectural monumentality,

emphasisinghe ahistoricalform of thedesign,disconnectedrom traditionandhistory.

%5 |bid., 82.
%6 |bid., 84i 85.
57 Ibid.



This modernistpositionon architecturamonumentalityreturnsto Hitchcockand
Gr o p idefitiorsof postwar modernmonumenandmonumentalityasdiscussedn
thefirst chapterof thethesis Hitchcockconsideredeverabasicconceptof monuments,
includingdurability, i | a r giresnate stite visual effect of solidity andimmovability,
the rhythm of the designandii c o n ¢c e mn n i # fiendentionedin Chapte 1,
Goldhagermpointsouthow this modernisperspectiventhemonumeneludeseferences
to history and tradition which would contradictHi t ¢ h odefinitio® af modern
architecture® Gr o p iconsidemtionof modernmonumentality,on the other hand,
relatesto fi digherform of civicl i faneli aewform of collectivee f f thattemves
for i t tommunityandthea d mi ni s r ati on. o

P e i gyramid design evidently respondsto these definitions of modern
monumentality. The glass and steel constuction of the pyramid conformsto this
modernisttoncepthathasfirst andforemostavoidedthe useof preciousmaterialsin the
structure.The geometricalform of the pyramid reasonablyenhanceghe solidity of
appearancewhile the steel and glass constructionalso makes the structurevisually
lightweight Theform of thepyramidclearlyemtodieslargenessin termsof scale while
thethreesmall pyramidssurroundinghe centralpyramidcreatea senseof rhythmin the
design. The symbolism of the Louvre for the public community at present as Pei

suggestsandmoreimportantly,its role asthe newnational monumenbf the Mitterrand

%8 paulssoretal., i | SearclofaNewMo nu me n t128125. t vy, 0
% Goldhagenfi Mo n u me in thePictortalg t i 89.1 , o
8 paulssoretal., i | SearclofaNewMo nume ntl2vl i t y, 0O
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govanment,also correspondwith Gr o p icaenseptisnof how a modernmonument

serveghepurposs of communityandtheadministration.

34 Rustowds narrative: neutrality L

postmodernism

UnlikeP e i 0 s osward eaingohthefmodernist identity of the design, Rustow
brings in a consideration of postmodernism as his response to the crafdisen

project:

The Grand Louvre questions the role of the historical fragment in architectural

composition;intermsfo t he archi tectural debates of the 1980s,
as a reaction to the entire discourse of postmodernism and its underlying assumption

that the figures or garments of past stylistic movement can be appropriated wholesale

or imitated diretly in the design of contemporary buildings. Read in this way, the

Grand Louvre constitutes a polemical response in the solutions it proposes, even as

Pei 6s presentation of ¢dfigolemicswith thevusesofa o empty t he de
i n e u georaetriodgic and a landscagemsed formalisnt

Ru s t osed architecturatermsrevealsa paradoxicareadingof Peiandthe
ar c hi t identityuwhedhe designrejectsthe label of postmodernisnas widely
debatedin the 1980s, Rustow neverthelessconsicers this work to have indicated
referenceso the historicalstyle of the Louvre Palace Nor doesRustowprovidea direct
claim of P e imbdernistidentity, but ratherconsiderghe designto presenafineut r al 0
languagenf geometryandformalism,a conclwsionwhich alsodistancedhe designfrom

P e iotbesarchitecturaprojecs. Fierroconsiderghe neutralityof thedesignto lie in the

61 Rustow,ii T lExpansioroftheLouvr e. 0
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senseof universalgeometrythat a basicform of a pyramidrepresentswhich conforms
to Sigfried Gi e d icampdigsfor the nine points on architecturalmonumentalityin
1944, in which he suggestghe symbolsof architecturalmonumentsonly existin the
contextof i anifying consciousnesandunifying culture ®After all, althoughRustow
interpretsP e istbategyasone thatworksto i e m ptheystylistic debate the plan had
contradictorily triggered nationalistand political polemicsin 1983 1985. In a way,

Rustowsuggestghe role of P e idésgnwasdistancedrom the realmsof modernism

andpostmodernisniThepyrani  d rolsasarepresentatiorof Pei$ architecturaldentity,

thereforebecomes paradoxichreadfromR u s t cespoénse.

35 Jenckso0s narrative: the p
architecture

In termsof the stylistic debaten architectureP e iséhamecoincideswith the
prominenceof postmodernarchitectureand the subsequenstylistic debatebetween
modernismand postmodernisnsince the late 1970s® Jencksparticularly identified
Postmodernismasa asanarchitecturabtylethat begarto thrive around1976and, which

forms a clear anttmodernistposition, particularly againstthe box-like designsof the

52 Fierro, TheGlassState 176.

J.L Sert,F. Léger,andSigfriedGiedion,ii N i Roiatson Monumentality,1 9 4 #h ArodhitectureYouand
Me: The Diary of a Developmented. Sigfried Giedion (Cambridge Mass.: Harvard University Press,
1958).

83 Tafuri, Theoriesand History of Architecture 11i 77.

Ost
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InternationalStyle* i P eMsotlernarchitecture @sJencksiefinesit, is characterisetly
itsii d waold imeanidgsndspecificallyactsii aaganguage 0 Besidests connection
toi h i s tmemaryandlocal contex{ postmodernarchitecturealsofi t a &pesgtive
approachtowardsmetaphoricabuildings,the vernacularanda new,ambiguousind of
s p a ¥ gencksdevelopshis readingof architecturethrough an analogyto language,
identifying architectire as heavily codedand conveyingits symbolic and functional
meaningsthroughii ar ¢ hi ¢ wcdt,@Eharl dse n@nd& He ma nwhicilc s 6, 0
modernism has failed to deal with.®” J e n ¢ knguéstic amalogy and reading of
architecturasemioticsproducethe basicideasfor his criticism of P e isdhame.

J e n cekanhatiorof thedesignin 1985posesareadingof thearchitectureand
P e iidénsityasbeingfundamentallyagainsthefi n e u t of theé Grandg.auvre % This
readingunfoldstheidentity of Peiandthe GrandLouvrethatconveysmorecomplicated
representationaof political andnationalsymbolism conflictingwith R u s t ceadihgof
the neutralityof thearchitecturen threeaspectslJen& s @&gumenbf P e iinfestionof
selfassertionrelating to the Egyptian symbolism, neverthelessorresponddo David

S u mme pecdptorof thea r t intentiahandhis emphasion the historicalcontext

64 CharlesJencks TheLanguageof PostModernArchitecture(London: AcademyEditions,1978),6.

8 Jencksalsoconsiderghedifferencebetweernfi p o s t mandfiepr ensotd e in @harleslencksWhat
Is PostModernism?4th ed. (ChichesterAcademyEditions,1996),48.

JencksTheLanguageof PostModernArchitecture 6.

66 Jencks TheLanguageof PostModernArchitecture 6.

57 1bid., 39.

58\VvonB o e h Imékasacollectiveinterviewof Peiwaspublishedn 2000 thereforetheinterviewswould
havebeenconductedtarlierbeforethen.
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for the a r t ifabricabes subject®® Jencksaddressedhe intention of Pei from the
historical contextof the Egyptian pyramidto be a symbolismof power; however,to
comparethis assumptiorwith thatof P e i itassstjll necessaryo discussP e icléimed
intentionandits historicalcontext.

The main aspectthat Jencks was concernedwith was the vocabulary of
modernismwhich evidentlyrelatedto the stylistic debatef the 1980s.Following his
semioticreadingof the architecture Jencksfirst andforemast consideredhe necessary
meaningof Peb schemeasa modernistinvention. Consistenwith examplesncluding
HannesMe y e soéiaist constructionof the Leagueof Nations and the capitalist
implicationof NormanF o s t HSBGbsildingin HongKong, P e imddernistscheme
inevitably connectedo political symbolism®In J e n c realidgsarchiecturewas a
languagéantentionallyusedby the architectto communicateaheir ideasto its audience.

This also suggestedhis oppositionto P e i abckitectoniclanguagefrom the very
beginning.

The typicd senseof modernismconveyedby the schemeand the consequen
conflict with postmodernisnareseenfrom J e n crkaslidgsf the projectby the useof
his neologismsfor three i ar ¢ h i neumsesudlladausedby the isymbol i ¢
uncon sad thearclsigct:fi mal apr dplricamesmmé b h as p.he mesi

ThewordA ma | a p r is pmimssentsfd ma | a p raodsuggestdhe useof a

% David Summers,fi fi F @ rNimeteenthCentury Metaphysics,and the Problem of Art Historical
De s c r i Qritical ;auiryd5,no.2 (1989).

Jencksii Sy mb @mhdB bk sns p hedbhesi s, 0

" bid.
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wrongword insteadof theright word of a similar sound Jeadingto illogical expressns
and amusingeffects/2 i Achiamenesi@ literally expressig amnesiain architecture,
indicateshemo d e r rejecsianag hastory.i B a s p h éasdepckexplainedjsthe
inappropriateuseof a symbolfi s t offora thepast’ To considerit semanticallythe
wordisacombnationofii b | a s pahdé my e andthereforendicatesaninsulid
whetherdeliberateor unconscioud to thereligiousnes®f personor things.
Thesemodernisti n e u r asdeackssuggestd, wereall reflectedin P e irafes
as a modernarchitectand in his designof the Glass Pyramid, which resemblesan
Egyptianpyramid.JenckslaimsthatPe dnggalomaniavasseenn his proposato add
a new entrancefor the Louvre.”* Conflicting with P e i statementon the functional
purposeof the design,Jencksconsideredthe inappropriatenessf the pyramidform
entrancepecausehe entrancevould first disturbthe architecturalentity of the Louvre.
A somewhathasty decisionby i | A M@ a name intentionally used by Jencksto

emphasis® e ifdne g a | @ noaesanladedhe form of the pyramidalsoignoredthe

21n the text, Jencksalso referredto severalof P e ic@namissiongprior to the Louvre as examplesof

i mal a p with theomseéxceptionof the FragrantHill Hotel, which Jencksegardedasii s y mb ol i s[ i ng]
a new Chinesea r ¢ h i t €histdiffereat tréatmentof P e i wirks suggestsonceagainJ enc ks 6 s
preoccupationwith being antrmodernismand pro-postmodernismMore generally speakingof Pe i 6 s
designs,Jencksalso recogniseda stronginfluenceof Le Corbusier,suchasin P e iCristianScience
ChurchCentre.This canneverthelesbe linked with the conceptof thei ma ¢ haf theendderniststhe

i s y mumlciom saswebasthedollowing problemof egoin J e n ctéxslidics CharleslencksThe
NewParadigmin Architecture:TheLanguageof PostModernArchitecture(NewHaven:Yale University
Press2002),16.

73 CharlesJencks,The Architectureof the JumpingUniverse: A Polemic: How ComplexitySciencels
ChangingArchitectureand Culture (AcademyEditions,1997),33.

74 Jenckswas concernedwith thisfi me g a | oimralationavith political domination,as he referredto

Hitler and Speer,and then Mitterrand and P e i céoperationon the Louvre. Jencks,i Sy mb ocahdi s m
Bl asphethesi s, 0
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pyramidionof a pyramid which wasyet a failed attemptto refer to historicalforms.®

Meanwhile thisuseof fil. A M @canalsobeseenasanexpressn from aforeignspealer,

who would usethe phraseto introducethemselvego a strangerReadingfromJ e nc k s 6 s

criticism, this senseof foreignnessalludedto not only the literal Frenchlanguage put

also the architecturallanguageof the Louvre and Paris (architectureand language)®

P e ifaddeggnnessaccomparedby hisii ma | a p r oeputtedirshis§ii nappr opr i

decisionto adda newentrancegspeciallyonein pyramidform.InJ e n cview,#® i 0 s

ignoranceof the historical symbolismalsoindicatedhisfi f o r e i @ architestigad

languageat largeasatypical modernistmistake( far c hi amiéblea $ plbe me s i
Thesecondaspectliscisseds P e ifodegnidentitythatarousegolemicswhich

Jenckssuggestedo be a consequencef the modernistdesgn. The megalomaniaf Pei

led to anotherii a r ectiral symptom avhichwasii bl as ptheme siblhid i t i s

referredto the Bataille especiallydebatesfrom political statesmersurroundingthe

designand P e i faresgn architectural,national and cultural identity: i Ri gdunab,

platitudesareboundto flow from the mouthor drawingpen,followed by suchpuffery

" 1bid., 43.

However thoughJencksspecuatedtheGlassP y r a rmiplicdiensasanEgyptianpyramid,thefactthat
P e ipygraamid did not have a Pyramidion(as Jenckshimself noticed) was, in the end, a denial of this
connectiorto Egyptiansymbolism.WhatJenckdid notincludein thearticlewasP e ic@mpetitionentry
for theTétedela Défensen 1971 whichcanbeconsideredhefirst schemenMi t t e rGramadsPdojets
Cannellspokeof theprojectwinner,DanisharchitectJlohanrOttovon Spreckelserasii &rencharchitect 0
whichalsoindicatedC a n n edulbita@osindculturalidentity regardingthe entries.This suggestshatafter
the Louvre debate,P e icdltsral identity had becomea factor in the evaluationof his other proposals,
whichwould leadto different perception®f therole his culturalandnationalidentity playedin them.

¢ 1bid., 42.
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from thejaw asPeiwasheardto emit: 6 Nforeignarchitecthaseverleft his markonthe
Louvfebd. o

Another perception that concurrently existed was the strang political
representatiorof the MitterrandgovernmentJenckselatedto the Westernclassicisnmof
ChairmanM a o masisoleunon the axisof the ForbiddenCity, anotherexampleof i 0 n e
tak[ing] a potent historicalf o r ragd misus[ing]it in anotherpotentcontext ‘@ He
arguedthatP e ipyasnidindicatessimilari mi s c¢ o asttiaiof thedao mausoleum,
andthatboth the projectsfunction aspersonamonumentsf political intentions’® The
symbolism of the Glass Pyramid, along with the three small pyramids that Jencks
symbolicallyinterpretsasfi C h e €hefsonandMycerinus pDeverthelessontradicted
the i s a ¢ erwitbdment of the Louvre 8° This comparisonto Chairman Mao
neverthelesalludedto the problematicsof P e i Chiseseidentity. The readingof the
architectureandits represenations was thusinevitably connectedo the perceptionof
P e i ofvrs identity, which becamenot simply the consequencef the architectural

criticism, but alsopattially a causefor the debateoverthe schemeHowever,aswill be

" 1bid.

8 Ibid. In his criticism, Jencksusesthe historical form of the Christiancrossto parallel the Egyptian
pyramid,while the airportcontroltowerimpliesthe high-tech,modernform of the structureis like thatof
the receptionhall area.Besidesthis criticism by Jencksthe receptionhall was criticised as fi @ airport
loungeorad r u g sduedoritssertremelyfunctionallook. Cannell,l. M. Peij, 16.

® Theinterruptionof the axis structure, mentionedn J e n c tkxg asbeenoneof the key criticisms of
theLouvreproject.StepherRustowjustifiesP e iplanasanextensiorof theaxis:fi... if theessencef Le
N1 t rads®Eystemis an uninterruptedextensionto infinity andthe orderthat sucha view imposeson
nature,the pyramid subvertsLe N1 t rsehénseby makingitself the focusandterminusof alla x e s . 0
StepherRustow,ii 6 T r a n Gopteadice 0 hPsediPWamideattheL o u v in EheAnnualMeetingof
the Societyof ArchitecturalHistorians(Boston1990).

80Jencksii Sy mb @mhdBk sns p hedthesi s, 0



discussedater,thereadirg of P e ifodeggnidentity wasone of the maintriggersin the
Bataille

The nextaspectlencksconsiderds the condition of transparencyWhile Fierro
considergglasswas usedas an essentiamaterialin the GrandsProjetsto represent
senseof openaccessto democracyrepresentinga new relationshipbetweenthe public
and Mitte r r a lefdsbé government, Jencks saw the opposite representation of

opaguenesand authority8! In termsof the mateials usedin the pyramid, its modern,

1]

h i-tech © g | atmiduoscontradictghef s a c corgedtaf theLouvrethatsignified

me a aridmstpry. 8 Theglassstructureof the pyramid,in J e n cView, dvasnotat

1]

all transg@rent,but ratheropaqué asit would block the view of the original Louvre
structure®® Jencksfurther definedthis opaquenesasfi w h i t, eanypicalseatureof
modern architecturereminiscentof the white architecturefrom the DessauTl 6rten
HousingEstatein Dessau(19251928)to Le Co r b u VillaeSavoys(1928 1931)%
Theoppositionto the designof the pyramidreturnsto the postmodernistefusalof white

architecture.

81 Onerepresentativeaseof the conditionof transparencis the BibliothéqueNationale Althoughthevast
amountof glassusedfor the facadeof the library hasbeencriticised becauseahe booksshouldnot bein
directsunlight,Mitterrandconsiderghe useof glassprovidesa culturalsymbolismof the public accesgo
knowledge Vidler, TheArchitecturalUncanny 220.

Fierro, TheGlassState 21 7.

82Jencksfi Sy mb @mhdB bk sns p hedhesi s, 0

83 |bid.

84 Thisrejectionof theid wh i t efthe agchit@cturds reminiscenof Gr o p iacksowlsdgmenof the
i b ar eoftbeClhineseGardenwall asanabhistoricalelemento representhed e t eéhabitsafp e op | e 6 .
This neverthelessuggestedencksstrongantagonismo modernism.
i Mu s douChineseA r t52.0
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In the end,Jencksreaddressd the inconsistencypetweenrnthe form andfunction
of the pyramidasthe new entranceto the museun. As the real entranceto the Louvre
was i druncatedpyramidalvoid twelve feeth i g Jencksconsideredi t hemaining
twenty-eightfeetareall s y mb oof fii PcatidMi t t e $° Thés sedmedo beanother
contradiction between the modernist design and the presumed credentials of
functionalsm. In this way, Jencksregardedhe structureas ornamentationnsteadof a
structureof functionality. Combining his referenceto architectual semantics Jencks
transformedhe meaningof the designfrom simply a modernstructue to onethatalso
contansafi wr oposingoderrsymbolism.Thisemphasi®nthesymbolicinterpretation
of the architecture, neverthelesservedfor J e n ¢ &osctusionof the article that
architecturacriticism shoud considerboth historicalandcontemporarygontexts®

Jenck® postmodernreadingto someextentcorrespondd to the structuralist
studiesonthesemioticsof architecturedevelopingsincethe1960s OneexampldsE ¢ 0 6 s
discussiorof how the basic,primaryfunction of architecturevasfixed, while the more
complex secondaryfunction of architectureas communicationand denotationled to
different interpretationsof architecturalmeaningand its roles in history8”J enc k s 6 s
readingsuggestetiisinterpretatiorof theseconary architecturafunction,leadingto the
Egyptiansymbolism.JustasRolandBarthesstated the signifiedfi iosly to beakind of

witnessto a specificstateof the distributionof significationé elementsareunderstood

8 Jencksii Sy mb @mhdB bk sns p hedbhesi s, 0
86 |bid., 44.
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as signifying ratherby their own correlativepositionthanby their contens0J enc k s 6 s
readirg of the modernistschemeoffered anoher perspectiveto considerpolitical and
cultural representatioa beyond simply the stylistic debatesbetweenmodernismand
postmodernisni®

J e n cdemidtisreadingof architecturalsignsand symiolism, to some extent
effectivelyprovidedadirectionto understanérchitectureasa systenof communication,
allowing usto recognisemeaningfulsymbolsin relationto the project.Anthony Alofsin
suggestshereadingof semiologyandsymbolismformsaconventionahndeffectiveway
to understandarchitecturalanguage For instance the readingof symbolshasspecific
conventiosii d e t e ythea e thmu rusingtien® Jenckgrovideda readingof
the historical symbolismreflectedin the architectue, followed by a discussionof the
effectof the pyramid, specifially, the criticism of the designandP e iid@rgity in the
Bataille His interpretatiorpresents readingof architecturameaningandfunctionin its
form andeffects,ratherthanfrom Pa &tatementegardingthe priority of archtectonic
functionandstructure.

Thereare,howeversomdimitationsonJ e n ciltespéetationywhichwouldalso
fix thereadingof Peiandthe Louvre.In termsof thereadingof architecturakigns, Jencks

readsthe meaningof the architecturgrimarily throughits form. However,while Jencks

8 RolandBarthesfi S e mi arldthedJy b aimRethinkingArchitecture:A Reade in Cultural Theory
ed.Neil Leach(New York: Routledge1997),169.

89 Anthony Alofsin, WhenBuildings Speak:Architectureas Languagein the HabsburgEmpire and Its
Aftermath,1867 1933(Chicago;London: The University of ChicagoPress2006),268.

However,it is necessaryo considerthe exceptionwhen artistsinvent new meaningsfor their symbols.
P e ipyanidcanbe seenasa caseof this exception.
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was so carefully addressinghe symbolismof the architecturaforms, he alsodenieda
completeview of thearchitecturaformitself, separatinghe Pyramidabovegroundfrom
the structue of the undergroundNapoleonHall. This approacheverthelesmited the
interpretationof architecturafunctions.If viewedfrom architecturaforms,the Louvre
Pyramidwaslinked with the undergroundgquarestructurethatwould be fundametally
differentfrom the abovegroundstructureof the Egyptianpyramids In J e n crkaslifigs
he deniedthe function of the pyramiditself, andarguedfor a contradictionbetweenits
modernistrepresentationand the seeminglyornamentalupper part of the structure.
Besidesa brief mentionof the airportloungeappearancef the NapoleonHall, Jencks
chosenotto addresshe structure functionanddesignof the undergroundeceptiorhall,
or thearchtecturalrelationbetweerthe pyramid (its role asthe entranceo thereception
hall) and the transformedundergroundareaof Cour Carréeand Cour Napoléam. In
comparison, these connectionswere discussedin Ru s t ofimeGtab and Pei 6 s
i mo d e istatémeritsty

J e n creéadngaf theEgyptiansymbolismneverthelestocusednthesemiotics
existingin the Louvre Pyranmd itself. However,it dismissecdh connectiorbetweerP e i 6 s
commissionsat large. The senseof personaimonumentcanbelinkedto P e ipi@\sous
worksasaninventionof hisarchitecturakignature Forinstancethe EastBuilding of the

NationalGalleryof Art (1979)andJohnFitzgeraldKkennedyLibrary (1979)demonstrate

% Rustow,ii T lExpansioroftheLouvr e. 0
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someearly attemps by Peito inventhis pyramidforms®'J e n cficasorsthe Louvre
Pyramid also precludeda broaderreading of the architecturalsemioticsof the entire
projectconsideringts urbanplanninginfluenceat large?

Moreover,althoughJ e n s ealiGgprovided a postmodernistealing of the
materialityof the pyramid (its steelstructurein responséo the pursuit of capitalism;the
opaguenesandwhitenesof glassthatblockedthe view of the Louvrewhile conveyng
a typical modernistideology that emphasiseshis contradictionbetweenits modernist
designandthe historical settingof the Louvre), his analysis to someextentdeniedthe
transparentmateriality of the pyramid, thereforedwelling little on the indication of
political transparencyeflectedin the project, which was also a key representatiorof
Mitterrandd politics. It is necessaryo considerthe wider criticism, which formsanother
layer of the architectureas a fisubnarrative in the city, suggestinghow architectural
constructionand urban planningbecomea factor of the socialand political debatesn

France.

91 However, some critics recognisedthe universality of P e i désign, such as Paul Goldberger,who
suggested e inéufraland geometricalabstractiorin a debateon the formal indication of the Louvre,
publishedn the ArchitectureMagazinein May/Junel984.This meanghatthe naturalnessf the pyramid
was discernible during the proposaland constructionof the project, yet in other deconstructionist
interpretationghis senseof naturalnessvasnot consideredisaninherentelement.

Wolf Von EckardtandHarrietWelty, ii P e Ryi@amsidPerplexes® a r Tirse Februay 27,1984,

92 Thestudyof theprojectfrom anurbanplanningperspectivés seenfrom SteverR u s t essafRustow,
i T HErpansiomftheLouvr e. 0
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3.6 The narrative of the public: nationalism and the

reception of identity beyond architecture

In J e n c realidgsthe modernistidentity of Pei and his designfor the glass
pyramids are the reasos for public criticism, andtermedfi b | a s p aribiltis. i0s
However,a closerreadingof the public criticism suggestgonsideringhe two factorsin
reverseorder.P e iidéngity alsoconstituteonereasorfor therejectionof his modernist
position. Furthermore two factors togetherproducethe consequencef the Batalille.
Fierro believesthis xenophobicatitude towardsP e iid@rgity not only forestalledthe
receptiorof thedesign putalsomadetheresponséom the Mitterrandgovernmat more
complicatedn executingthe project.®®

The discussionof the polemicshastwo parts. The first is a rejection by the
CommissionSupérieurdesMonumentsHistoriques(CSMH) thatis typicalof thefi e | d e r
st at ememimedn J e n c dssayhatemphasisefi nforeign architecthasever
left hismarkonthelL o u v theséconds public antagonisnrepresentedby newspaper
publications’* Both thesepolemicspertainto the debateabouthis foreign identity that
makethe readingof architecturetself marginal.By sayingfi t public, 6referto the
general public and other cultural authoritiesrepresergd by French magazinesand

newspapersSince an early stageof the proposal,P esiiéf o r édengty iad been

9 Fierro, TheGlassState 162.
%4 Jencksii Sy mb @mhdB bk sns p hedbhesi s, 0
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strongly rejectedby the Frenchpublic and political statesmef® The subnarrativeis
concerneavith thetensionsdetweeraconceptiorof nationalidentityandP e ifd ©® r e i g n C
identity.

P e ipjsectpresentationo CSMH on 23 Januaryl984hasbeenconsideredas
oneof the key pointsof the Bataille®® It wasthe first occasionfor Peito introducehis
projectformally to membersf the CSMH andthepress’’ BeforethepresentationP e i 6 s
proposal from the constructionof the GlassPyramid to the excavationof the Cour
Napoléon hadreceivedthe unofficial approvalof the president(andthe government),
but the projectneverthelesseceivedfierce criticism. Reasonablystrongdisagreement
would havebeenmore or lesstriggeredby the fact that the nominationof Peiandthe
approvalof his proposalwasa monopolisticdecisionby the governmentandcriticism
of the projectwould havebeenexpectedHowever, moreimportantly, the targetof the
criticism, perceivedfrom the presentationwas not only the architecturalform itself.

Rather,t alsogreatlyconcerned e ietbrscChinesddentity.

9 The prodem of P e iid&rgity canbe seenfrom Dr ShiroMa t s u s bBxamirmtisof the specific
interestof differentpartiesin the casestudyof the GrandLouvre.As Dr Matsushimagointedout, boththe
Frenchpublic andpolitical critics werein favour of Frerch cultureandhostileto fi a | sulestance while
otherpartieswereconsideringnoretechnicalor fi n e u issuesslichastheprojectfundingor thevalidity
of thedesignitself. However,a point shouldbe madethattheseperception®ftheé a | i ealReieveres, 6
in theend,anegation/interpretatioaf hisii f o r &entfyn o

Matsushimafi T HGeandL o u v 2122. 0

% Thediscussiorderivesfrom La Batailledela Pyramide(1999),adocumentarypublishedontheoccasion
of thetwentiethanniversaryf thereconstructiorof the Louvre.

Compainfi L BatailleDeLaPyr ami de. 0

97 CSMH, now replacedby La Commissionnationaledes monumentshistoriques,was a committee
constitutel of Frencharchitectsandarchitectural culturalandhistoricalconsultantsoncerninghistorical
conservatiomprojects.
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Voicesfrom both sidesof the projectbroughta relatively objective overviewto
C S MH ériscism. JeanPierre Weiss,the then Director of Heritageat the Ministry of
Culture,providedanopeningstatementfi T lCemmitteefirst listenedto Peipresentis
project. Theyaskedhim whatright he thoughthe hadto dareinterferewith the majesty
of thesiteé thatwasactuallyacarp a r Thisveasfollowed by therecollectionof Yann
Weymouth,the Chief of Designin P e iLéusre Project:i S o spekethroughouthis
presentation,othes laughed at inappropriatemo me n Mishel dMacary, the then
associatérencharchitectontheproject,recalled:i lwasdark,asit wasaslideshowand
commentsverea n 0 N 'y mo ugsysao el h is Ddildas,youk n o adeadlebrat,
thethenheadof the Public Authority of the GrandLouvre, continuedto pointout: i Mr
Peiw a s préparedor suchahit-andruna t t a cwasedlledaChinesedhis-or-t h &t .

ThesevariousrecollectionssuggesthatP e iidérgity hadalreadybeenrejected
prior to any consideratiorof his proposal Peiwasseenasan intruderto the sitein the
first place,andhis proposalwas consequentlyonsideredasan intrusion.On the other
hand, one withessesa separationand negationof P e i nat®nal and architectural
identities.Peiwasspecifially identifiedasfia C h i ndevehieldmeantthathis original
nationalidentity becamea probdem thatshouldbe criticised,while his Americanidentity

sincel954 thirty yearsbeforethedebateaswell ashis architecturaldentity asatypical

% Compain,i L BataileDeLaPyr ami de. o
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modernistwhichwassupposedo bethemainfactorto considelin thepolemic werenot
considerecdasmuchashis Chinesddentityin this debate®®

Theopinionsof the elderstatesmeisuggesthattheidentity problembecamehe
primaryissue amoreessentiabnethantheformalist/symbolic debateonthearchitecture
itself. Thisis becausein thesecasedeingdiscussedihefocushasneverthelesbeenon
P e ifdresgn i n at i identity| while the problematic reading of symbolism and
semiotics asdefinedby Jencksrarelyexistdin therefusalof the project. Furthermore,
P es fdreignnesshas beenconsideredin two circumstancesbeing either a Chinese
architectpractisng in America(asexemplifiedby the criticism referringto P e iDéllas
City Hall inthe CSMH presentation)prafi C h i raehstectvorking for the politics of
Mitterrand Following this critique of CSMH, criticism of the projectand Pei beganto
appea widely on news publications,inevitably involving increasingpolitical debates,
andthis rejectionof P e iiderdity continued.As seenfrom the frequentoccurrenceof

wordssuchasfi N cate P y r a mm Fdeaobnewspaperfrom 1983to 1985,therewas

% Thereferenceo Dallasmayhavesuggested partialrecognitionof P e iAdesicanidentity. Thisreferred
to the constructionof the City Hall in 1977, where Pei producedan inverted pyramid-like designin
concrete.However,what hasto be pointed out is the Dallas City Hall was different from the Louvre
Pyramid,in termsof the structure matrial andthe formationof the pyramid, aswell asthe purposeof the
constructionsTheonly similarity betweerthetwo wastheuseof geometriqandpyramidlike) forms.This
suggestshatthe negationof the Louvre proposabwith the allusionto Dallaswasmorebecaus@f theform
of thedesign while otherfactorsrelatingto thearchitectureverenot consideredOtherequivalentmuseum
commissionssuchasthe mostly celebratedeastWing of the NationalGalleryof Art at Washingtonwere
not evenmentionedin this architecturalcomparisorof P e idésigrs. This arbitrary claim by opponents
suggeststhat, althoughthe proposalwould have beenaddessedfrom the perspectiveof i mu s e u mo
architecturepthernonarchitecturafactswould haveled to therejectionof the project. Amongtheseone
possibleelemeant andapparenmanifestatiorof the criticismsconcernedhe foreignidentity of Pei, rather
thanthe appropriatenessf the architecture.
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a strongsenseof repulsionthat wasnot in effectall political or architectural but also
culturalandnational'®

The oppositiongenerallycamefrom two groups.The first was professionabnd
cultural conservativesiepresentethy CSMH, asa powerful, yet nondecisionmaking
advisorybody. The secondvasthe Parisianpublic, the Frenchpeople the largestandin
effect the mosteffectivegroupin the Bataille. Unavoidably the voice of the public was
representedbut alsomisrepresentetly the Frenchmedia,including major newspapers,
magazinesjournals and even TV reports,and meanwhileled and misled by more
poweful groupssuch as political partiesand the CSMH. The objectionsfrom the
powerful group and the public, were thereforeintegrally reflectedand representedyy
mediareportage.

A typicalexampleof theme d irggrésentatiorbut alsomisrepresentatiorof the
Paisian public was a survey by L @stitut Francaisde RecherchesEconomiques
(I.LF.R.E.S),carriedout for Le Quotidiende Paris on 25i 28 Januaryl985,immediately
afterthepresentatioifFigure38).1%* Thesurveywasconductecimong? 10Parisianver

18yearsold. Thearticleincludedfour surveyquestions:

Do you go to museums?
Have you been to the Louvre?

Are you aware of the project of constructing a glass pyramid in the courtyard of the
Louvre?

A priori, are you for or agast the construction of the project?

100 pominiqgueJametfi L @arisiendDisentN o nLe Quotidiende Paris, January31, 1985.
101 1bid.



Amongtheresmndents,75% were awareof the pyramid projectat the Court of
theLouvreand23%wereunawareof it; 53% wereagainstheconstructiorandonly 21%
respondentsupportedt. Themainreasorfor their oppositionwastheinappropriateness
of the pyramid form in front of the Louvre 2 Up to this point, the antagonisntoP e i 0 s
proposalhad still focusedon the projectitself, that is, the architecturalform of the
pyramidfor theLouvre.However,areviewapperedin Le Figaro thenextdayproviding
anothersurveyquestionthatwasnotincludedin Le Quotidien i C o n seasousla Cour
Nap ol ®athisquestions3%of therespondentprovideda negativeanswert®®

This additionalquestionfrom Le Figaro suggets that the original claim by Le
Quotidienwasto alarge extentimplausible Basedon thefirst versionof the survey,Le
Quotidiengavethe conclusionthat the majority of Parisiansrepresentedy the 53%
respondentamong7 10 Parisiansyereagainsthe project.However the secondversion
by Le Figaro indicatedthat a larger proportionof respondentsvere not familiar with
Cour Napoléon the architecturabackgroundwhereP e ip@mosedoyramid was to be
located,yet neverthelessuggeste objectionsconcerninghei i nap pr o pftheat e n e
pyramid. This oppositionfrom the majority of the audiencavasthereforenot madeonly
dueto anarchitecturatonsideratiorof the project,astherejectiondid not fully concern
the architecturalbackgrounditself. Therefore,other reasonsrelating to cultural and

political debatesvould havebeeninvolved in this senseof antagonismnthat were not

1021 addition,48% hadbeento the Louvre and40%hadneverbeento a museumilbid.
103 The questionis literally translatedas Do you know the Cour Napoléoni L éParisiensEn Majorité
ContreLaP y r a mlie&igarod-ebruaryl, 1985.
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necessarilyspecifiedin thesenewsreports.While it might be impossibleto addressall

thosemuted debateshroughthe lens of the survey,it canbe seenthatthepr oj ect 6 s

architecturabspectsverenotcarefullyaddressedandPeiS architecturaldentitywasnot

yet adequatelgonsideredy his audiencen reviewinghis proposal.
Ontheotherhand,newspapereportsalso provideevidenceof the suspicionsiot

only of the project itself, but also aroundP e i coltaral identity, in a sensethat is

fundamentallynot so different from that of the CSMH. P e iidergtity asi Chi nes e 0

becamea necessarypoint to addresswhen discussingthe project (Figure 39). For

instance,an article appearedn Le Parisien Libéré in December1983 which, while

envisagingthe light and spacethat P e itransformationwould provide, nevertheless

labelledthe projectasfia work by a Chinese 8*In anarticle by SudOuestin February

1985,Pei,fi t fatherof the pyramided wasregardedasanifi Ar ¢ h netwgorkaise 0

who broughtthe Pyramid Monumentto Parislike i | mgenieursde Concorde and

establishedthe connectionto Le Notred dandscapein mappingout the Louvr e 6 s

pedestriarsite 1°° The perceptionof P e ipyrasnid, either praisingor criticising, could

not exclude a discussionof the archie c tiderdity, who was eitheri Ch i no s e 0

i A me r.d Thiseitherblackor-white labelling of Peiexistedin mostof the criticism

of the project. The dangerof this labelling is that the rejectionagainsthis architectural

proposalwould be more or less conrected with, or becauseof, his i Chi nog s e 0

104 MauriceCazauxfi L @randLouvre:Unei u v PeeC h i n aeParisiénLibéré Decemben9, 1983.
05 guisLanne,i L o u haP® 1 e miSqdDuest H985.



i A me r identty)andwastheninevitablyinvolved with the acceptane or rejection
of the project.

CMSH and the (political, cultural, or general)p u b | rejeciios suggestsa
nationalistantagonisnioP e iNd © r e i @his seasswtantagonisntanbeexplained
by S mi tréadng of the conflicts betweeni @ r e n n natidnalisnanal modernist
nationalism.The former suggestdi goliticised ethneculturalc o mmu rof its gwi
population, while the latter is fi aerritorialised political c 0 mmu nthat isyngainly
fi c 0 mmu n-baseal t9% o the case of the Grand Louvre, the Frenchipu bl i ¢ 0
representegerennialistnationalism,and Pei was representinga modernistsenseof
natioralism. Therejectionof modernistationalismis reflectedin threeaspects.

Firstly, therejectionof P e iChirseseAmericanidentity canbe summarisedsa
generalantagonisntowardsforeignarchitects A comparableaseis the constructiorof
the CentrePompidouas GeorgesP o mp i dransfainsatiorprojectof the Beaubourg
district of Paris,realisedby RenzoPiano,RichardRogersandPeterRice 1%’ Despitethe
fact that Pianoand Rogerswon the projectamong681 competitionentries,the public
fiercely opposedheb u i | dighateridasd alienlike mechanicaform beng realised
in Beaubourg!®® Among the sharpestcriticisms is JeanB a u d r i éssagpfr Tdhoes

Beauboureeffect @n which Baudrillard definesthe Pompidouas i anonumentof

106 Anthony. Smith, Nationalismand Modernism:A Critical Surveyof RecentTheoriesof Nationsand
Nationalism ed.Inc ebrary(London;New York: Routledge 1998),22i 3.

107 Fierro alsohasa studyof the political representationf the Cente Pompidouin the book. Fierro, The
GlassState 44i 93.

108 hid., 77.
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cultural deterrence anddisparagedheb u i | dviolengebetweena modernexterior
andaninterior of i o vatles 8’ However,bothB a u d r i critique and tbegeneral
public debae atthetime concentratedn the architecturaform andrepresentationtself,
while attackson the foreignnessof the architectshardly existed.In otherwords, the
architecturabndculturalidentitiesof thearchitectsverenot challengedn thecriticisms.
Yet in the caseof P e i Léusre Pyramid, when C o mp a ietrogpsctivefiim was
documentinghe controversie®n the Louvre projectcommissionednearlytwo decades
before, the main problem recollectedby the interviewerswas neverthelesghe anti
foreign attitudeof the Parisianmediaandthe CSMH, ratherthanthe criticisms of the
pyramidform itself. Onereasorfor the differentattackson thetwo projectswould have
bee thatthe formerwas the winning designin aninternationalcompetition,dedded by
aninternationapanel,while thelatterwasa directcommissiorgivento Peiby President
Mitterrand without an international competition. This reason neverthelessyas not
adequatéo explain the significantantagonisnio P e iChirseseAmericanidentity.

This anti-foreignnesswasalsoa consequencef a morespecificphenomenorf
how EastAsianarchitecthavebecomecultural statesmemwf the FrenchgovernmentAn
equivalentcaseto examire is the objectiontowardsJapanesarchitectkenzoTang e 6 s
reconstructiorof thePlaced 6 | tAawith R e icd@msnissiorfor the Louvre, Tangewas
directly appointedby the mayor, Jacque<Chirag for the urbanreconstructiorof Paris,

with the transforméion of the Placed 6 | tinaNovember1984° The project was

109 JearBaudrillard,ii T BeaubourgEffect: ImplosionandD e t e r rOetober20,(1682).
119KenzoTange,fi Gr Eeran(PlaceD 6 i t Bdris,Feajice 1984 1 9 9 $0OTokyqg no.372(1995):88.
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neverthelesgriticised becauseof the appointmentof anfi i nt e r raehitécofinaa | 0
numberof critics feel that Pariscan no longer supportthe work of greatinternational
architectural talerts and have called the project denatured,hobbled, cheap and
s t u n't'Bhis summaryby Architectured 6 A u j o oonweéy@danessentiatause
andeffectmessagethe causevastheforeignidentity of thearchitectandtheeffectwas
therejectionof thedesignnot necessarilyor architecturateasonsMichel Delaportethe
presidentof L Bnion nationaledessyndicatsd 6 ar ¢ h{ £ & O N) &lfoaxpresed
this senseof anti-foreignnesstargetingcommissionsoy foreign architectsfrom Centre
Pompidouto thePlaced 6 | tfAaN oimepouvonsacceptequel abchitecturede France
dedemainsoit enmajeurepartieconstruiteet décidéepardes®t r anger s . 0
The architectural commissions were inevitably related to their political
representatioabeyondbeingsimply anarchitecturabr urbanproject.As journalistYves
Hervauxputit in 1985:A Mi t t lashis@hindsé® Mr. |. M. Peiin theLouvre,Chirac

will havehis J a p a namdchimedthat Frencha r ¢ h i opportubitesivere given

111 Francois Lamarre, fi U n ¥ille, Un Architecte, Tango, Urbain, Place D6 i t aAlrchitectuce
dbéauj or03adhp elgsued Paris,al 6 oedbBaronHa u s s (1®8vnl6i 17.

112| jterally translatedas:ii Weannotacceptthatthe architectureof Franceof tomorrowis for the most
partconstructecanddecidedby f o r e i dearPaubVorél,i De r o GHedA . @@o r b u Bebraary, 0
12,1985.

This criticism on the foreign identity of (Asian) architectsrecall S a i driticismonthe Westernwor | d 6 s
fixed imageof the Orient, which thusleadsto a gapwhenidentifyingfi t & a sfiom i t We s Theo
commissiondby Asian architectsin the Frenchcontext,havein a way chdlengedthis fixed ideaof the
Orient More interestingly,consideringhow Said suggestshe Europearconceptof the Middle Eastwas
largely framedfollowing Said suggestshe Europearconceptof waslargely framedfollowing Napoleon
conqueredEqypt,P e ireflesencdo the Egyptianform canalsobe seenasaresponséo thefixed imageof
Orientalsymbolism.This responsehowever,suggests more positiveway to interpretculturalidentities
thanJ e n c dlagmbo$ architecturalfiblasphemesié Edward W. Said, Orientalism (London: Penguin
Books,2003).
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away to foreign architests (Figure 40).112 The debateson the cultural identity of the
architectsbecamestakesin the political rivalry betweenChirac and Mitterrand. The
suspicionof the Chines¢American) and Japaneserchitectsappointedfor French
projectsthereforeindicatesthe secondelementin the rejection,thatis, the rejectionof
P e ipéliscal identity. As alreadydiscussed,Jencksperceivesthe designnot only to
functionasapersonakymbolof Pei,butalsoasa political symbolof Mitterrand.As part
of the GrandsProjets the GrandLouvre wasneverthelesa conspicuousymbolof the
absolute political and cultural authority of Mitterrand (Figure 41). Vidler further
considersthat the strong desire for the glass, transparentconstructionsreflects
Mi t t e ramktiondodi £ o n satstateideritity of technologicaimo d e r agairisty 0
Chirad planforafi ¢ ii td e nforiParigsachievedhroughhistoricalpreservatiort* It
hasto be pointedout that P e io@nrsclaim of conceptualisinghis proposal,as widely
referredto in hisinterviews,neverthelesdownplayedhestrongpolitical intentionof the
project,andthepr e s i @dicy-mékmgrole wasreducedto one not really different
from thatof a prestigiouslient; in thepolitical interpretatiorof the project,however Pei
was inevitably changedfrom an independentnternationaldesignercollaboratingwith
various teams to an affiliated architect who seved Mitterrandd spolitics as a

demonstratiomf politicalit r ans p!&®r encyo.

113 Marilyn August,ii F r eMrgohRivalsPresidenin B u i | dTheCglymbusDispatch Februaryl2,
1985.Yves Hewvaushastracedthe urbanplanningof Parisduring 1977 1995that changedyreatlyfrom

Ha u s s n@anaf thexity. YvesHervausLe ParisD 6 uMaire 1977 1995: La MétamorphoséParis:

Albin Michel, 1995).

H4vidler, TheArchitecturalUncanny 220.

115 Fierro, TheGlassState 33/ 38. SueCollard,i Mi s BnpossiblelesChantierdDuP r e s i Ftemaht , 0
Cultural Studies3, no.8 (1992):97i 99.
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Thirdly, the complexperceptionsof cultural and political identities alongwith
P e imddernistdentity, arethusincorporatecaspartof P e ifopegnidentity. Through
the GrandsProjets Mitterrand constructech modernistnationaist identity for Parisin
contrastwith its i p e r e n histoay! ThesLouwyre Pyramid, as one of the Grands
Projets thereforealso represerst a modernistconceptof nationalismfor Pars. This
meansthat through the GlassPyramid, Pei ultimately formed a new nationalist(and
Pargian) identity, ratherthanan i i nt e r ridentity. @ heraforéthe Battle of the
Louvredemonstratetivo kindsof rejectionsof P e iidénsity: ontheonehand,thepublic
debaterejectedthei i n t e r ndantity (eers& Ibcal, national)of Peibecausef his
foreignnesspnthe otherhand, the public alsodeniedthefi n a t i adderditly af Reta®
seenfrom the modernistandpolitical representatiorof the GlassPyramid.

However,thesemultiple representation of identities werenot so pronouncedn
P e iod@rsstatemenin 20001 Onceagain,while Pei consideredhe intention of the
proposal,he drew on the geometriccompositionand transparencyof the structure.
However,Pei usedthesemodernistattributesto statehis reverencefor history, making
themmeregeometricandii n e u elemantsaf constructionyatherthanlabellingthem
specifically as characteristicsthat signify the a r ¢ h i t maonsistenemddernity
againstthe historical environmentof the Louvre. Neither did Pei relatethis modernist
practiceto his ChineseAmericanbackgroundhor indicateany political representation

becaus¢herewasnoevidencehatPeireferredtheproposato his previouscommissions,

116 pajandBoehm,Conversationsvith I. M. Pei, 84i 85.
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or his backgroundn Chinaandin America.In termsof political representationP e i 6 s
statemendid notindicatea connectiorto otherGrandsProjetsorMi t t e motegamdd 6 s
thereforestill suggestshis identity as an independentarchitect.On the contrary, the
complexitiesof P e icoltaral and architecturalidentities involved in the project all

constitue thefactorsfor readingthe project.

3.7 Thelanguage of the present

The end of the Bataille andthe receptionof Pei and his GrandLouvre scheme
weremarkedbyLe F i g acelebi@tsorof its anniversaryin front of theLouvrePyramid,
the samemonth the museumreopenedin 1989.11" As Babelonsuggeststhat P e i 0 s
transformatiorof the Louvre hasreshapedhe placeinto a collective symbolof France,
the GlassPyramid hasalso becomea symbol of the Louvre '8 The abstractform of a
griddedpyramidhasbeenprinted,reprintedor drawnon eventpostersiourismbooklets
andthe official websiteof the Louvre Museumasthe very symbolof the Louvre with
which peoplecouldnotbe morefamiliar. Thevociferousdebateon the projectitself, and
themorein-depthcriticismsof thefi i d e rtiii td ye & of Peiin theelsathle havealso
beengraduallyforgottenor intentionallymuted.

The secondphaseof the GrandLouvre providesanotherrealmto considerthe

symbolismof P e iséhemeConductedetweenl989and1993,the continuationof the

117 Fierro, TheGlassState 179.
118Babelonfi T e u v 288 920
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projectincludedthe transformationof the RichelieuWing, andthe constructionof the

Louvre Tuileriespassagandthe PyramidinverségFigure4?). 11° The PetitePyramide,
placedundergroundhat the centreof Placedu Carrouselcontinuedthe languageof the

glassandsteelpyramidaboveground, yetin areversedorm, hungfrom the ceilingand
projectingtowardsa contrastirg, smallermarblepyramid. The PetitePyramide conveys
a clearermessagef the lightnessof glass,alongwith the sheercontrastbetweenthe

transparencyf the glassandthe solidity of the marblepyramid. The reversedorm of

the pyramidfurthersuggests responséo the historical form of a classi@l pyramid.An

additionto the GlassPyramid abovethe ground,the PetitePyramide, hiddenbeneathhe
ground, has however provided a more pronouncedstatementof P e i ndodernist
conception.

Consideringthis structureto reflect the latestachievemenof glassconstruction
in thetwentiethcentury developedrom S h e e r @glamsarthdesturdo Mi e sisios
for glassmonumend, Fierrosuggestshe petitepyramidfunctionsasanagencyto gather
andreflectlight to theinternalspace,while thereflectionof naturallight alsomakesthe
pyramiditself glitter.12° However,besideshis, Fierroconsiderghe structureto be more
decoratingasthe placemenbf the PetitePyramidehardlyrelatesto the structureof the

museunor the urban symbolismof the city asthe GlassPyramid abovegrounddoes!?*

119 planning:1988 January;Completion:1993Novemberfi Gr d.oude Phasd | PedCobbFreed&
Partnersaccesseduly 26, 2015.http://www.pcfp.com/a/p/8401/s.html.

120 Fierro, TheGlassState 221.PaulScheerbartBruno Taut,andDeniseSharp,GlassArchitecture(New
York: Praeger1972).Framptonfi Mo d e ramdiTradition in theWork of MiesVanDerRo h e . 0
121 Fierro, TheGlassState 221.
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It functionsmoreto highlightthecommerciabreaof thePlacedu Carrouselywhichmakes
the structureparadoxicallysymbolisean Americanstyle shoppingmall.*?? Viewing the
same question, Lianne Mctavish considersthe Place du Carrouselhas provided a
significant new narrativeto the Louvre Museum,as it accuratelyreflectsthe market
interestsof contemporarymuseuminstitutionsand mergesthe boundariedetweenthe
internalandexternal high artandcommerciakulture ,themuseumandthecityd evenas
a differentway to enterthe museum asthe areais convenientlyconnectedo a Metro
station. The commercialareathus challengeghe cultural authority and the originally
fixedii d i | eafthedauvreby contributingmodernmeanings?® Mctavishd seading
of therole of the PetitePyramide might havewell justified the contemporaryole of the

GrandLouvrein relationto the urbancontext:

It answers the entrance pyramid, a stable geomettizedtgre which metaphorically

implies that the museum is a timeless temple of cultural preservation. The inversion of

the later pyramid may indicate thaetls e val ues i n theha&r and Louvre Apr
been turned upside down in the niafl.

On Sunday7 May 2017,the newly electedFrenchpresidentEmmanueMacron
decidedto makehis victory speechin front of the Louvred more specifically, Macron
usedP e iG@assPyramidasthe backdropfor his debutpresentatiorasthe Presidenof

the Republicon the world stage!?® In front of the pyramid, Macronannouncedii Wil

1221pjd.

123ianneMcTavish,ii S h o piptheMgseum?ConsumeiSpacesindthe RedefinitionoftheLouvr e, 0
Cultural Studiesl2,no. 2 (1998).

1241bid., 183.

125 Harriet Agnew and Anne-Sylvaine Chassanyfi Ma ¢ UsesGrandestbf Backdropsfor Entranceon

World St a g eFinancial Times, May 8, 2017, accessed May 12, 2017,
https://www.ft.com/content/e539f19837311e799bd 13beb0903fa3.



serveyou in the nameof our motto: liberté, égalité,f r a t €% fhe Gl&sPgramid
witnessedhe speectof thenationalspirit to dictatethe neweraof nationalidentityin the
country P e ipyamidwill signify its continuouscontributionto theimageof Parisasa

changinganddevelopingsubnarrative?’

126 |hid.

127 patrick Wintour, i Wh #ould EmmanuelMacronasF r a n leeadérbleanfor E u r o Guardian,
2017,accessedlay 12, 2017, https://www.theguardian.com/world/2017/may/02/wheatuld-emmanuel
macronfranceleadermeaneurope.



Chapter4  The abstraction of achitecture: a

diagram of its keywords

In his essayfiDerridaand Beyond9 urbandesignandplanningprofessoiRobert
Mugeraue interpretsthe GlassPyramid by employingthe conceptsof deconstruction.
ConsideringP e idésignto befi o ofd® 0 s t mo d enostsophistiéateghrojectsfor
d e c 0 n st Mugerauermterpréts the pyramid to be a synthesisof displaced
meaning, andthusdistancest from the Egyptiansymbolismto which a pyramidform
usuallyrelates> Mugerauersuggestshe pyramidasa form is deeplyrelatedto the root
of Frenchartandbringsin a contemporay awarenessf creativity. The GlassPyramid,
ashesuggestgjemonstrate8 t displacementor theearliermeaning®fthesameorms
deconstructivenversionsaccomplishesor us what earlierbuildingsattemptedo do in

theirt i mandthiusformsacontemporargtatemenof powerandidentity 2

! Mugerauefirst presentedhis articleasa paperatthefourthannualsymposiunof the Centrefor the Study
of AmericanArchitecture Schoolof ArchitectureattheUniversityof Texasthemedi B u i lardiReality:
A Symposiumon Architecturein the ageof | n f o r m@a 19B80Among the presentersvere Peter
EisenmanDouglasDavisandMichaelBenedikt: Mu g e r assayfitlédsi D e r andBdyand opened
up adiscussiorof the Louvre Pyramidfrom the perspectivedf deconstructionmovingthe discussioraway
fromthef c | a famgiuaagtevibuslyadoptedandfrom P e iownsauthoritativefi n e u éexplantion
of hisdesign.LawrenceSpeck,i N o brghe Sy mp o s Centennods (1988).

Robert Mugerauerfi D e r andBdeay o m @hedrizinga NewAgendafor Architecture:An Anthologyof
ArchitecturalTheay, 1965 1995 ed.Kate Nesbitt(New York: PrincetonArchitecturalPress,1988).
2Mugerauerfi D e r andBdeay o 498., 0

3 lbid., 195.



Muge r a udescussierof the displacedmneaningof the Louvre pyramidcanbe
seenas a well-timed responseo J e n c ikssst@rseeon the fixed symbolismof the
pyramidform in its Egyptianorigin. More specifically,his approacthof distinguishinghe
meaningof the pyramidform from fi t budt environmentandc u | t challemgegshe
establishednterpretationof the Louvre pyramid that connectedt eitherto a classical
architecturalsymbol or the historical contextof Na p o | &gyptidnsampaign An
exampleof such an interpretationbasedon historical contexts as discussedn the
previouschapterwasJ e n cdsserfiosthatP e ipyrasnidcontainedhe samemeaning
asthe Egyptian pyramid and functionedas PeiandMi t t e rpersomatindbnsiment
Moreover,Jenckscategorised® e iséhemento i h i s tporrai cctaf bsimga form
inconsistentwith the original architecturalstyle, and thereforeput the pyramidin a
i ¢ 0o nv e ndomtextnof teading concerning religion and power. Muger auer 0
argument, by contast, provided an interpretation of the project which conveys
idi s p meanirggbyoactuallyrelatingto the practicesof pyramidasa form in the
Frenchculture. This discussiornthereforerevealedanintentionto removetheculturaland
historical contet in readingP e idésgn,independenfrom thefi t r a d mdthodofn a |
interpretation thatis to say,oneoriginallybasednaf h i s tcontextforealrelation
to surroundingarchitecturepr the creativity of the architectd* Moreover, it revealsthe
potential to evaluatethe meaningof the Louvre project following the discourseof

architecturakriticism througha perspectivef deconstruction.

41bid., 193.
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Mugerauerconsidergheidentityandpresencef thepyramidisfi g r o uimtltke d
past et alsodisplaed from the previoususesof the form placedin the contextof
Egyptiansymbolsm and otherreferencesn Frenchculture.As he continuesthe form
not only functionsfi aasistoricalquotationof the classictraditionof pyramidalf o r ms , 0
but moreimportantly, i atise activeassertiorof presenceindidentity at the expenseof
themodernistiradition of change® a claim which alsohistoricisesmodernistpractices,
and hasthus fixed P e iséhemewithin the assumedecognitionof modernisn®. The
pyramidis firstly distinguishedrom an Egyptianpyramid, bothin termsof its material
and meaning. For instance, Mugerauer assertedii E g y ppyranaids symbolically
reflectedthevital forcewhichthegold capstonghysicallyrejectedn reiteration while
P e ipyasnidreflectsii t susoundindhumanandnaturalenvironmentthec i tlights s
and passingweather °dThe glassconstructionsignifiesP e ipyramidto be a structure
thatsignifieslight andlife throughits visualtrans@rency,which thereforedisplacesthe
Egyptianimageof the pyramid,constructedor death.In termsof the Frenchuseof the
pyramid as a geometricform, Mugerauerefersto the eighteenthcentury Frenchnec
classicalarchitecturamonumentssuchasthe onesdesignedby EtienneLouis Boullée
or Léon Dufourny, to consider P e i v@rsion achieveda senseof contemporary
architecturaimonumentalityjn contrastto nec-classicaldesigrs which failed to sustain

their aspirationsfor i s u b Inatuneedi t i melli s sandfiy 0 i wfnapmbst

5 Ibid.
8 Ibid.
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forgottenindividualsoverdeath ‘0rhus,thepyramidhasdisplacedhe Frenchuseof the
pyramidasa form of geometry.Lastbut not least,the contemporarynonumentalityof
the pyramidthusalsodistancegshef o r meéasingrelatingto Egyptiansymbdism or
the Sphirx 2

Despite attemps to distinguishthe readingof the pyramidfrom it r adi t i o1
methodsof i nt e r p rinethe aategooesod i h i s t contekt,doaral relation to
surroundingarchitecturepr the creativity of the architect Mugerai e rreadingof the
displacemenof the Louvre Pyramidis largelybasedn thesetraditionalreferences.For
instanceMugerauerlsoperceived e ipyasnidto correspondo Louis XIV & asselibn
of power and identity. The Ki n gréfeyencefor the sunto symbolisehis presence
suggestea consistentlaim for light andpower, like the GlassPyramid. Theii hi st or i c
guotation of the classic tradition of pyramidal f o r nssafso contradictoryto the
displacemenbf meaningswhich incorporateghe purposeto differ the meaningof the
pyramidusedin otherplaces The comparisa betweenP e ipyramidandan Egyptian
pyramidalsofalls into theinterpretatiorof P e iglasspyramidsasintentionallymodelled
againstthe traditionally assimed symbolism of the Egyptianpyramids Muger auer 6
referene to the neoclassicaltraditionsof Paris,so asto identify the form as deeply
rootedin Frenchculture,alsoimposesa historical connectionon P e ipyranid!® This

connectionto the i p a mdamingsof the pyramids to identify its contemporarywalue

" Ibid., 194.
8 Ibid., 195.
® Ibid., 193.
101bid., 193 94.
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might not evenhavebeen authaisedby Pei,who hasin effectindicatal his intentionto
thoroughlybreakwith fi t &rehitecturatraditionsof thep a st . 0

Anotherproblemis thatthedisplacementf the pyramidwasparmadoxicallybased
onthespecificideaofi pr e ¥ ¢ € r aenqgainyidasthebinariesof i pr e ¥y nc e
absenceheingvs beings,identityvs. differen ¢ eepresented the Louvre Pyramidwas
inspredby D e r r Eelabardtisrof différance'? Presences anessentiatonceptwhich
Derridahasdiscussedh his criticism of metaphysicahccountsDerridainventstheword
différance with thelettera, to incorporatethe meaningof to deferandalsorelateto the
conceptof to differ.r® Thus, différancesuggest a significanceof samenesshat is not
identical. However,Mug e r a alanrfdr thelLouvrePy r a mii & 0 1s forgogederce
andi mmo r taadfi c b p 6 evetpriesencandi d e nduggesigndreanabsolute
guestfor i p r e s asdifterenito i bsence insteadof a queryinto the in-between
statusbetweenpresenceand absenceé? Theseproblematicsreflectedin Muger auer 0 s
accountinspirethe chapterto conductfurther readingof the meaningof the pyramidby

deconstructinghe GrandLouvre.

UnlikeMu g e r gerspeciivewhichconsiderghepyramidasanobjectloaded
with meaningsn relationto history,the chaptemproposesnexaminatiorof thepyramid
specificallywithin the architecturaschemeof the GrandLouvre. This approacHirst of

all avoidsthe tradtional ways of interpretingpyramid forms accordingto historical

11 peiandBoehm,Conversationsvith I. M. Pei, 84i 85.
2Mugerauerfi D e r andBdeay o a8b., o
BDerrida,i Di f f ®r ance. 0

4 Mugerauerji D e r andlBdeay o 498., o
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referencesand thus distancesitself from metaphysicalaccountsof presencelt also
differs from interpretingthe meaningsof pyramid forms externalto the architectural
scheme. Following D e r r ithkary of différance and Ei s e n meadiny of
architecturaldiagrams,the chapterlooks into the architecturaldrawingsof the Grand
Louvre asa way to identify the project as a syrgsis of traces, developedan active
systemof architecture. This examinationprogressedrom reading the architectural
drawingsto an understandingf the architectureas an active diagramthat produces
autonomousmeanings.The Louvre Pyramid, being a part of the scheme,suggests
differentinterpretationsof textualityand contributego the dynamicdevelopmenbf the

interiority of thearchitecture.

4.1 Différance, architecture and architectural drawings

Accordingto Derrida, différancecontainsthe meaningsof both samenesand
differences!® Différance representsan active and dynamic movementof producing
differencesasits effects.It incorportesthe meaningof temporalisngd to temporalig,
to detour,to delay, etcd and spacing of i s p a checomidgemporalandt i me 0 s
becomings p a t'%D#féranc@is anirreducibleandindefinite movemenin progressit

is situatedn-betweerthe pastandthe presentandin themiddleof presencendabsence.

5Derrida,i Di f f ®I2%A nce, 0
16 |bid., 138.
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Derrida further explainsthe dynamic conditionsof the differed-differing or differing-

differed matterthat:

[Différancqg is what makes the movement of signification possible onlggheslement

t hat i s pesit éppdaong dndhe stage of presence, is related to something
other than itself but retains the mark of past element and alreadgédtbée hollowed

out by the mark of its relation to a future element. This trace relates no less to what is
called the future than to what is called the past, and it constitutes what is called the
present by this ver yDifffrantead thiscconstitution ofithea t i
present as a fAprimordial o and irreducib
nonprimordial, synthesis of tracés.

t is noté |
l e nonsi mpl

De r r idisasgsion of différance emphasisesthe active productions of
differencesin the presentepoch.Différanceneutraliseghe tensionsof differentforces
and presentstheir forms in presenceput always leads to the new developmentof
differences.Thus, i p r e dseanecrenationand effect within a systemwhich is no
longerthatof presencéutthatof différance ® Thedevelopingnechanisnof différance
astracesthusfi h o Usth sirelationwith whatexceed® thealternativeof presencer

absefWce. o

171bid., 142.

8 bid., 151.

9 Derridaparticulrly discussethe concepbof trace from the perspectiveof Heideggeriartheoryof Being
and beings.While Heideggeris concernedhatf t HifferencebetweenBeing and beings,forgottenby
metaphysicshasdisappeareavithout leavingat r a DPegridatonsidersdifféranceitself asa movement
to identify the presenceof the trace,which thusrefersto the i t r afctrace.In other words, Derrida
interpretsthefi t r @asaadtof presencehatis beingabsentAs Derridacontinuesfi t traeeis nota
presencebut is ratherthe simulacrumof a presencehatdislocatesdisplacesandrefersbeyondi t s el f é.
The trace as simultaneouslytraced and effaced, simultaneouslyalive and deadd Derrida perceives
différancedevelopseyondtheontologicalconcepbf differenceandBeing:itisfi t historicalandepochal
deploymenbf Beingor of or of theontologicaldifference.Thea of différancemarksthe movemenof this
depl oylbik, 43116.0
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D e r r elabardtisron différanceto someextentcorrespondsoWi t t genst e
languagegane . Différance as Derridapoints out, remainsa phenomenorbeyondthe

metaphysicatlescriptionby languagewhichthusmakesti unname ab | e 0 :

What is unnameablés the play that brings aboutthe nominal effects, the relatively
unitaryor atomicstructuresve call namespr chainsof substitutiongor namesin these,
for example,the nominal effect of fdifférance is itself involved, carried off, and
reinscribed just as the false beginningor end of a gameis still part of the game,a
functionof the sysem?2°

D e r r distas@rssuggestshe possibility of comparingdifferenceto a game,
andthetracesrevealedrom the différanceremainto be partof the systemaspartof the
game.To place the idea in languageand speech différance presentsthe systemof
languageadevelopedasa game,andincorporatedifferenttracesasits origin andeffect.
2lwi t t g e theotyef thatadgsiagegameprovidesasimilarreadingof howlanguage
consistof aderivativeandinterwovenentity, onewhichincludeshesygemof language,
the useof languageandlanguagstself.2? The languagegamesuggestshe multiple and
developingattributes of languagé thatis, the différanceof the systemof languagé as
anindefinite processandmovementasii dorm of life. %

Following the generalanalogy of architectureto language, architecturealso
presents proces®f movemenandits formsof différance In thecaseof anarchitectural

project, herethe GrandLouvre, the architecturaldrawingsreflect the différanceof the

201bid., 159.

21 In respecto theanalysisof languagendspeechDerridaperceivesi wi tthedystenof languagethere
areonly differencesThesedifferencespon the onehand,producethe exchangen differentlanguagepn
theotherhand theyaretheeffectsbeingproducedamongthe exchange differentlanguagesibid., 140.
22 \Wittgenstein PhilosophicallnvestigationsPartl, Para.1,2,7,11,12.

2 bid., Para.1923.
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architecture Ratherthanpresentinga definite oppositionbetweerabsencandpresence,
architecturablrawingsreflecta procesof revisinganddevelopng the designintentions
Eacharchitecturallrawingrevisesheform (andstructure)of thearchitectureatits latest
(present)stage basedon previoussketcheof the plan, andthus presers tracesof the
progressof the schemé@ thatis, the différance Becausdhe architecturaldrawingsare
formulatedin two-dimensionalformsto envisagethea r ¢ h i t threedimensodad
relationshipsthey revealthe temporal(different designstageof the project)andspatial
(the revision of the designfor a threedimensionaleffect) developmenbf the scheme.
The architecturaldrawingsreflect the reconciliationbetwe@& absenceand presenceon
the one hand, an architecturalform absentfrom a (latest) drawing was the early
inspirationfor the architecturan its presentform. On the otherhand,onearditectural
form, althoughpresentat the moment,still facesthe possibility of being revisedinto
anotherform. In termsof the purposeof the architecturadrawings the presenforms of

thedrawingsserveto representheabsenthreedimensionabtructureof thescheme? In

24 Robin Evanspointsout the developmentirawingof architectureindicatesa procesf displacemenof
the drawings,which is more a disadvantageo the architectthanto a sculptoror artist. Architectural
drawing, as Evansperceivesto be almostthe only medum that involves the direct interactionof the
a r ¢ h ihane.Elawéver,whenlooking at a building, whatis absentbecomeghe architecturatdrawing.
Drawings becomemarginal in the reading of architecture.However, drawings, as done prior to the
construction of the architecture,provide the first instancesof the architecture.Evans suggeststhat
fi [radving] is not so much producedby reflectionon the reality outsidethe drawing, as productiveof a
reality thatwill endup outsidethed r a w iRaflgcting onthe discussiorin this chapterarchitectureand
architecturaldrawing thus establishedan opposingrelationship betweenabsenceand presence.The
architecturecanbealsoseermasa deferredpresencef ideasfrom thearchitecturadrawings. Thedrawings
functionastheorigin of thearchitectureyetthis origin is productof inspirationsfrom otherbuildings.The
evolvementof architecturaldrawingsthus further developsthe différanceof architecture Robin Evans,
Translationsfrom Drawing to Buildingand OtherEssaygLondon:ArchitecturalAssociation,1997),165
75.



this processthe developmenof thearchitedural drawingreflectsthe differing-deferred,

or deferringdifferedrelationsbetweerthe absentandpresenforms.

4.2 Architectural drawings as text of the architecture

Thedifféranceof thearchitecturatirawingsopensup the possibilityof discuséng
Peb d.ouvre project from the perspectiveof deconstructionAs Andrew Benjamin
perceivesfi T hdeminantarchitecturalplan becomesghe objectof a deconstructiom?®
This readingof architecturablrawingsfrom the point of view of deconstructiomlevelops
beyand the mererecognitionof formsfrom drawings;it revealsthe potentialto interpret
the new spatialrelationsof the architecturethei p o t eofhatmiaa le and tds the
potentialof thematerialityof thearchitectureln otherwords,deconstructiomelpsreveal
the potential of the materiality of the architecturaldrawings which incorporatesa
discussionof form and matter,form and structure,form and materialsetc., and thus
allowsoneto furtherthe meaningof thearchitecture2®

BernardTschumiconsiderdi a r ¢ h i dbesnottexist without drawing, in the

sameway that architecturedoesnot exist without t e x2f Thie acchitecturaldrawings

25 Andrew Benjamin,ii P | & Matter: Towardsa History of MaterialP 0 s s i lbiniMaterial WMatt@rs:
Architectureand Material Practice ed.Katie Lloyd ThomagAbingdonandNew York: Routledge2007).
26 |bid., 14i 28.

27 Tschumi provides a similar way to interpret architectureas the synthesisof traces.He considers
architecturdo becomposeaf fragmentgwalls, rooms streetsjdeas etc)which permeateheimagination
and reality, and exist in-betweenpresnceand absenceT s ¢ h ureféremeeof drawingto text recalls
RolandB a r t headingoftext asembodyingplural meaningsand openendedinterpretationsBernard
Tschumi,Architectureand Disjunction (Cambridge MA: The MIT Press,1994),102. RolandBarttes,
Image,Music, Text trans.StepherHeath(London: FontanaPress,1977),155 64.
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neverthelesfunctionasthelanguageof architecturetheybecomeheinstrumentfor the
architectto comnunicate the designideas?® The analogy of drawing to text also
correspondgo the tendencyto emphasisethe conceptof fi d i a.gd la tarms of
architecturalcriticism, architecturaldiagrans have becomea conceptthat has been
fiact uéyaictktectgtoborrowR . E. S omordsliia dmadterofar c hi tiemct ur e, 0
whichthereadingof architecturaform canbeintegratedvith mattersuchasthematerial
and structureand spatial relations,and the discussionof form is not independentnd

separatdrom its materialandstructuralattributes°

28 Despitethis closenes®f drawingandlanguageForty pointsout somedifferencesbetweenthem.One
aspectrelatingto the discussiorof the chapteris that while languaye, as Saussurgerceivego be filled
with differencesdrawings,althoughcomposedy differentof formsandlines, presentaanoverall effectof
the architectureas an entity and thus concernlesswith the differencesbetweendifferent segmentsn a
drawing. Forty, Words and Buildings 291 42.

2% AnthonyVidler critically perceiveghediscoursef thestudyof diagramatermwhichemergedotonly
becausef the productionof newformsandtechniquef architecturadesignssincepostmodernismbut
moreimportantlybeauseof the discourseof architecturakriticism. As Vidler elaboratesfi T hténdency
is exhibitedon everylevel of meaningassociateavith thetermdiagrammaticandrunsthe gamutof awide
rangeof approacheandstylesthatat first glanceseementirely disparaté from diagrammaticcaricature
to theoreticaldiscourse,modernistrevival to digital e x p e r i \fidéen grovides some examplesof
diagrammaticarchitecture for instance,P e r r aBibliothé@juee de Franceand T s ¢ h uPaic deda
Villette. AnthonyVidler, i D i a gof Riagrams:ArchitecturalAbstractionandModernRe pr esent at i on, 0
Representationg2, no. Autumn(2000):2i 3.

30 Somol specifically considersthe conceptof diagramin Colin R o w ewdrks He suggestghe earliest
version of diagramwas what Rowe later identified to bea fi p a r a dficlgssi¢alarchitecturesand
i p r o,gwhacmSomoltermsto befi t éngiricalsolicitationof f a cespedallyin modernarchitecture.
One exampleof this is R o w econgparisonof Le Co r b u ¥illaeSavioyeto P a | | aRbtundaios
elaborateontherulesof theidealvilla reflectedin theformsof thearchitectureR o w estbidentEisenman,
an architectof the New Y o r IFifres developsthis formalist study of architecturecombinedwith a
structuralistapproachderivedfrom Noam Chomsky.Thus Vidler considersE i s e n stedya8fsmo r e
neost r ulbuthd reasiscesdendal 0

AndrewBenjaminsuggestsherelationshipbetweerform andmatterreflectedin Rowed discussiorof the
idealvilla isthatfi t hisanimeliminabledivergencewithin formulationsof architecturahistorythatare
determinedby thep | aRo w estidybelongsto B e n j a categoya how architecturakelementsof
one materialandtempaality canopenup the possibilitiesof readingarchitecturein other materialsand
anothertemporality,thus overcomingthe historicalgapsbetweenarchitecturabbjects.Benjamin,i P a n s
to Mat t 21r22. ®Robert E. Somol, i D u mnmgxt, or the DiagrammaticBasis of Contemporary
Ar ¢ hi t ehap.lotroductianin Diagram Diaries (New York: Universe Publishing,1999). Colin
Rowe, The Mathematicsof the Ideal Villa and Other EssaygCambridge MA; London: The MIT Press,
1987).Vidler,i Di a gof imesgr & ms, 0



Peter Eisenmanfurther developsthe reading of the syntacticsof modernist
architecture,initially basedon a grammaticalmodel of linguistic analysis largely
inflectedby Noam Chamsky and later stronglyinvolving Derii d d@hénses’! Eisenman
alsoexpandghisreadingof diagramgo hisowndiagrammaticrawingsandarchitecture.

32 As Vidler perceivesE i s e n meadm@o$ architecturaldiagramsrepresentone
direction of latemodern architecturalcriticism towards the modernistlegacy since
1980s33 Eisenmanconsidersthis approachto readingdiagramsthroughafi| i ngui st
paradigmasa possiblealternativemodelfor anarchitectural n t e r helpsrevesltiied
ipos siforiadintetioritgaf a r ¢ h i t whach was ceveredby somecommon

attributesn architecturei.e.fi g e o me stabilitandhoymalcy 8 Thesearchitectural

S1E i s e n mtarwdting is greatlyinfluencedby D e r r iardhawditing, and they later developeda
collaborativerelationship Oneof their collaborativeworksis ChoralWorks. Eisenmarprovidesa specific
definition for the conceptof A p r e s e againsghe métaphysicsof presenceand arguesfor the
separatiorof form fromits function(originalmeaning) This presentnesi®llowsD e r r idehsofdid e-i n g
only-o n caxbii wr i df aspace whichAi di st i thgsapaceotthe svent from the time of the

e v e [Eisenmiarconsiderpresentneswith asensefii s p a ¢oibathgliasisthatallowsii ar c hi t ect u |
objectfrom its thoughtto-be naturalconditionof instrunentality [aestheticeand meaning(which canbe

seenas equivalentto function), againsticonicity ( f o r MJhdt Eigsenmandefined as presentness

fi ¢ o mbbiothtbesdeaof time in presencepf the experienceof spacein the presentwhile at the same

time its suffix-nesscause s distancebetweerthe objectaspresencewhichis a givenin architectureand

the quality of that presenceastime, which may be somethingotherthan merepresenceThis createshe

ideaof a spacingbetweerpresencandthe quality of p r e s e nReterBisesmam\\Vritteninto the Void

: SelectedNritings, 1990 2004 (New Haven;London: Yale University Press2007),42 49.

32 Vidler considershetermdiagramhasbeenii r e f r ia Enie 9l & n stualyaddeorksasii &eermwhose

revival offers a meansof inventing a pedigreefor his digital experimentin morphologicalpr oj ect i on.
However, ThomasPatin points out the contradictorydevelopmenin E i s e n arehitedtwalcriticism.
EvenEisenmarhimselfacknowledgesomecontradictionsashesuggestshedefinitionsof formaliststudy
andformdism in his earlierstudieswerein effecta lexicon of limitations. Eisenman)nside Out, viii xv,

227 33. Thomas Patin, i F r deaep Structure to an Architecture in Suspense:Peter Eisenman,
StructuralismandD e ¢ o0 n s t dJouroa of AochitecturalEducation no.47(1993).Vidler, A Di agr a ms
ofDi agr 3i#s, 0O

3Vidler,i Di a gof@imsgr &2 ms, 0

34 Eisenmanconsidersthe interiority of the architecturein contrastto the traditional, hierarchical,
Virtruvian preconditionf form, structure function,andbeauty.Eisenman|nsideOut, xiii.
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attributesarei s t r u elementsaHiclo embodya senseof it e x t asdhkyihelpy 0
revealtheimplicit semantiandstructuraivaluesof thedesign® Thegeneratedi t eof t 0
architecturdoecomegheimageof architecturatself, whichis determinednib e t we e n 0 :
i b et vae lmoth outside the a u t h intenfions and outside the authoriality of
architecture @ d i s | oitsedf framrthg previouscontextsand symbolism® In this

way, it is possibleto identify the implicit meaningsin the architecturethrough the
formalist reading of the drawings and recognisethe i i nt e r(as @opposédyoo

anteriority)which idemonstrat¢hatthestructuralvalues(thetextuality) of thedesignare

moreimplicit thantheformal relations %

FurthermoreEisenmarregardsarchitectureasafi s e clangudge afit dxtt wdidistndtadé st abl e
o b j butaprdbcessad t r a n s artiviey svisich disperse theauthorasthe centre limit andguarantor

oft r u tbll.$22%233.

35 Eisenmanconsidersii t e x t toasliggesttheda r ¢ h i t @ € ¢ x mspadtswhich suggestshe
readingof architectureastext which dislocatestself from its former (structural)contextsand meanings.
AlthoughE i s e n wesy spécificconceptiorof i t e seem@o suggestinacknowledgemendf Roland

B ar t leasfdext, beinganewobjectof movementndplurality, its moredirectinfluenceisDer r i da 6 s
archiwritings, especiallythoseconcerningheideasof fi t g which links further with the notionsof the
imet apdiyrse xesnce. 0

Patindividest i s e n madimgdfarchitecturaformin threesemioticcategoriesfi p r a gsre@maritics

ands y n t a AstPatinobservespragmaticeoncernarchitecturaformsin termsof function;semantics
relatesto the readingof iconographyandsyntacticsi d i s t i hetwedntbemetationsof the physical
forms of a spaceor building andthe conceptuabpaceofas t r u cPatin,i & r DempStructueto an
Architecturein S u s p el .daffreyKipnis,fi | nt r o ActiTcw d iroWiritteninto theVoid: Selected
Writings 1990 2004 ed. Peter Eisenman(New Heaven;London: Yale University Press,2007), xii.
Eisenman|nsideOut, 229.

3¢ ThomasPatin summariseshreekey termsamongE i s e n readingofarchitectureasii t e xotinu a |
relationto i a othernessfrace,or a b s e Mmeang these,thetermfii t r suwggedtfor ir et hi nki ng
architecturds to conceiveof it asexistingbetweenthatis, ashe[Eisenmanputit, 6 a | rthis,ortalmaost
that,butnotquitee i t dTdesethteetermsarethenlinked to thedisplacementf architectureemiodied
throughitsi i n t e rAs Ratincontyue:d Tisdealswith thetextualconditionof displacedarchitecture

in whichsignsrefernotoutward,butinward.In suchanarchitecturehesefour aspectgrovokeuncertainty

in the objectby removingthe architectfrom any control of the object.The architectis no longerthe hand
andmindofthed e s i Pgtm,i & r DeeppStrudureto anArchitecturein S u s p e97.€isenndaninside

Out, 233.

37 Eisenmarconsidershedifferencebetweerafi f o r andalii & o r mraddingsAtfoomalanalysigi ¢ a n
only investigateobject as 0 b j eandtth@reforei ¢ a nraveal the textual s t r u c AsEisemai
recognisegheformal analysigevealsaesthetiovaluesof suchassequencegroportionsor ordersof form,
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In the case of reading the architectual drawings of the Louvre, reading
architecturaldiagrams especiallyRoweandS | u t el&bgrétisnon transparencyand
Eise n maaf thestextuality of the architecturederivedfrom his studyof architectural
diagrams,shed light on the interpreting of the meaningof the architecturewhich
integrate the analysisof form and matter (i.e. form and material,form and structure,
formandf u n c t ¥ Pousel i. s e n words,ddeconstructivegerspectiveanhelp
to i e n rthieardhitecturaddiscourseandits possibilities,which would otherwisehave
beensmotheredn theclaustrophobichetoricof a so-callednaturalor classichalanguage
ofar c hi t3%lIrHisuwiscession Eisenmanalso perceivesdiagramsas a possible
demonstratioof whatDerridareferredasafi d o usbylse fe Aiagramin architecture

canalsobe seenasa doublesystemthat operatesasa writing both from the anteriority

o

andtheinteriority of architectureaswell asfrom therequirementsf aspecificp r 0 j*® ¢ t
Similarly, P e iskethesndicatethe textuality andinteriority of the architecturg(and
thereforecanbeseerasii d i a g rbatasesdiggestgeneraktonsideratiorf technical

specificationf the constructionaknvironment.

while the textual analysisinvestigatesthe structurd meaningof architecture,in which it h israe
differentiationnotar e p r e s eHisenaaninsideOud 190. EisenmanWritteninto the Void, 92.

38 As Eisenmarsuggeststhe drawingsto someextentcanbe seenasevenii mo o rei g thanthe bailt
work in termsof its authenticity.Thismeanghatthereadingof P e ididgsansprovidesamorefi aut hent i ¢ «
readingof the Louvre project.Eisenman\Writteninto the Void, 45.

39 Eisenman|nsideOut, viiT Xv.

40 EisenmanWritteninto the Void, 92.
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4.3 The diagrammatic trace of architecture: form and

textuality of the design

The chapterfocuseson ten sketchegproducedby Pei for Phase of the Grand
Louvre (19831 1989 from 1983to 1985 (Figure43).*! In my discussion) will usethe
termsfi s k ¢ @ d h a wandfigdd a gto rafento thesedrawings.While the three
words generallyrefer to the two-dimensionalepresentatioa of the schemeon tracing
papers,the word i d i a gparicularly denote the diagrammaticattribute of the
architectureasa developingentity which containghe potentialso bedeconstructedt is
thus not defined by any specific single archited¢ural drawing. The discusson of the
geometricattributesof the architectue will addressnot only plans for the Louvre
Pyramid,butalsothevariationaswell asinteractionof formsatthe CourNapoléonasan
entiretyof the sketchesA way to readthe identity of Peifrom the diagramss thatthey
first of all establisha connectionbetweengeometricinteractionsrepresentedn the
drawingandthe meaningof architecturesuggestedby Pei(andthereforefurther suggest
the modernistnotionsof transparencyhat counterJ e n ¢ &tsndodernistargument).

Moreover, they suggesta representationof P e iiderdtity that either pertainsto the

4L The drawingswere all madeby |. M. Peifrom 1983 to 1985, recognisediy Peiand collectedby the

Library of Congressn 2014 Someweresketchedhltogetheion onetracingpaper put mostwereproduced
on variouspaperdn differentyearsindicatinga transitionof P e idésignproposal.The problemwith the

drawingss thatsomewerevery cursoryandit is difficult to seeanentireregionalplanof theGrandLouvre,

but the designof the centredareaat Cour Napoléoncanstill be recognisedor comparisonTo look into

thedrawings,l collatedthemin Figure43to showhow thesedrawingsaltogetheiservefor the readingof

the meaningof the architectureas an active and developingsystem.In my processof examiningthe

drawings,l focusedon eachdrawingby locatingthemaccordingto the orderof the designprocesssoas
to considerhowthe drawingsreflectedthe developmenbf a senseof architecturalanguage.
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fiar c hi tdenttyounthegeometricconnectionof thedesignorthefii nt er nat i o
identitythatallowshim to work acrossationalboundaiesthroughtheuseof ageomeric
( A n e ylanguageln bothterms thearchitecturadrawingssuggesadifferentwayto
constructandinterpretthe entire designthatis not so constrictedby cultural, symbolic
accusationandhis (non) nationalistidentity.

Moreimportantly,thediagramgrovideawayto approactihearchitecturerather
than from the external environmentof the historical context or the cultural debates
surroundingP e iidersity.*> The progressof my readingfollows a simple intention,
which is to identify how the drawings function as diagram and thu to borrow
Ei s e nwoadsdevealii mothammeregeometry “ Thereadingprogresseffom a
basicunderstandingf therelationsof formsin thedrawing,to a syntacticreadingof the
textuality of the architecture.In this processof developmentthe diagramsunveil a
possiblewaytointerpretin Ei s e n woads,fthesi ant erandé r nt ¢ @fither i t y «

architecture”*

42 The readingof architecturaldiagramsis also of importanceto the examinationof architecturein the
architecturakriticism prominentsince the late 1980s.Therefore the diagramsallow readerdo approach
therepresentatioof presencendidentity from thearchitecturetself. Rustowhasaddressethe projectas
anurbanplanningtransformatiorof the Louvre sitein detail. Rustow,i T tEgpansioroftheL ouvr e . 0
43 EisenmanWritteninto the Void, 89i 90.

4 bid., 92.
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4.3.1 The formal(ist) analysis: geometry and formal sequence of

architecture

My readingof architecturaldiagrans startsfrom identifying the relationships
betweenthe forms (segmentsof lines and shapes)presentedon the drawings. The
drawings reflect a process of developing and revising the (two-dimensional
representatiorof the) form of thearchitecturdandthereforethethreedimensionavision
of the scheme)The basicframeworkof the architecturakchemewasin placeby 1983,
and the following drawingsreveal the changeof the structuresinteractingwith the
exteria pavilionsabovethe ground,aswell asthe plan of the undergroundNapoleon
Hall.*®> For example,in the earliestsketchproducedin 1983, the form of the Glass
Pyramidis alreadyidentifiable (Figure44; Figure45). The centralpyramidis projected
onthesketchessasquarewhichis surroundedy manyconvertedormsof squaregand
trianglesthatindicatethe structuralandformal (geometricalyelationsof thedesign.The
squarebaseof thepyramid,extendingoutwards,is joinedby threesmallpyramidslocated
atthe midpointof the square The griddedsectionon the left, stretchingto the pathway
to theright, indicaiesthe scaleof the siteto be excavatedTheintersectingoointsof the
main pyramid and the extendedsquaressignify the columnandwall structuresof the
NapoleonHall, andthe squarebaserefersto the beamsdefining the areaof the Glass

Pyramid*® Readingthe sketchesasarchitecturaplans,P e ipi®\sdesan aerialview of

45 |bid.
48 |bid.
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the Louvre Pyramidfrom abovethe plane,on which the pyramidis integratedaspart of
theentireschemeof the GrandLouvre. Thedisguisingof columnswithin theform of the
pyramidandtherepeate@mploymentof trianglesandsquaresieverthelesdemonstrate
the extremeemphasi®n geometryandabstractiorin P e isketshes!

A formalreadingof proportionwithin the sketchesevealshe geometridbasisof
theschemehatservedor thetextualfunctionof thediagram.The geometriaelationsof
thediagramsanbeseerfrom theaestheti@aspect®f proportionandgeometryThe1983
drawingpresentsa basiclayout of the plan at an earlier stageof the design(Figure45;
Figure 46). The central threedimensional pyramid, projected on the architectural
drawings,becomes squarebase(to nameit SquareA for discussiontomposedf four
triangles.Eachtrianglerepresentenefacadeof the pyramid correspondinglyandtakes
anequalproportionof 1/4 of the square Thetrianglesarethenflipped horizontallyand
verticallyto extendto theoutside theapexeof which determinghemiddle pointsof the
largersquargSquareB). Theyalsoextendoutwardsto form threepetitesquaresin this
way, the areaof the larger squareis confirmed. Reflectedonto the architecturalplan
abovethe ground theybecomehe basisof the centralpyramidandthe surroundingarea
of thereflectingpools.

The areaof thetwo squaress interlockedby the triangles.The gapbetweerthe

two squareaccommodatesine petitetrianglesthreetrianglesof equalsize(onequarter

4" Theemphasi®ngeometrywith minimal useof element®f columnsanddecorationsasAnthonyVidler
suggestsaretypical featuresfor the abstractiorof modernarchitecturabrawings.
Vidler, i Di a gofRimesgr ams, 0
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of SquareA) oneachsideof thethreesidesof SquareB, leavingonesideopen.Thisopen
side,presumablyto represena largeglassfacadereminiscenbf the giant glassstructure
of the RockandRoll Hall of Fame,forms a big triangle (Triangle B). The two sidesof
TriangleB areextendedrom thediagonalf SquareA. Theheightof TriangleB equals
to thesidelengthof SquareB (whichis twice thelengthof thatof SquareA), andalsois
equalto half of the longerside of SquareB. The size of Triangle B equas the size of
SquareB, which is four timesthatof SquareA. This meanghattheform of TriangleB
is also determinedy SquareBd and ultimately, by SquareA.

The sidelength of SquareA alsodetermineghe lengthof the areaof the small
squargSquareC) ontheright sideof thedrawing.This smallsquarewhich presumably
representsa smaller pyramid above the ground, follows the same squaretriangle
compositiorasSquareA, encompasselly alargersquargSquareD). Thesizeof Square
D equalgto onequarterof SquareB. It follows the formal rhythmof the centralsquare.

ThecentralSquareA is thussetup asthe keynoteof the architectureFollowing
the geometic extensionthe entire designsuggest a senseof movement.This central
areais thenfurtherrevisedon the architecturadrawingof 1984 (Figure47; Figure43).
The gianttriangularopening is replacedby the smalltriangle (Trianglea) on the left of
SquareA, asmarkedin crossedines, possiblyto representhe glassfacade it conveys
an impressionof beingreversedrom one cornerof SquareB, andthereforereflectsa
moresystemat geometricrelationshipthanthe previousdrawing. Thetwo squaresiow

suggest closerinteractionthanthe 1983drawing;their juxtapositionsarefixed by four



squarestepresentinghefour supportingcolumnsundergroundThethreesmallsquares,
exterdedfrom thethreeapexeof SquareB, coincidewith thepathsleadingto otherends
to furtheremphasis¢he geometrianteractionsof the plan.

This expansiorandtransformatiorof thegeometriaelationshipgrom thecentral
trianglesquarecompositionis further suggeste in P e id@wingsin 1985 (Figure 49;
Figure50). Theysuggest focusonthe generalgeometridnteractionsof thedesign;the
detailsof the petite squaresand extendedpathsare not emphasisedTriangle a, which
formsthe openingshapeof the represerdgd GlassPyramid, continueso extendoutward
to servefor thetwo diagonalsof a largersquare(SquareB), andfinally connectgo the
endpointof SquareB. ThecentralSquareA is now geometricallycoincidedwith Square
B throughthe connectionof smalltriangles,andtheninterlockedwithin Squarek. The
edgesof SquareE andthediagonalof SquareB thenform two triangles(Trianglesb and
c), which arethenflipped vertically to continuethis extensioroutwards generatingwo
moretriangles(Triangles d ande). Triangles d and e are then mirrored and rotatedto
completethe extensionsurroundingSquareB. Their apexescontinueto connectto the
formalextensiorof thedesignandfit into theertire planof theLouvre(Figure51; Figure
52).

Furthermore the drawingsalsoindicate P e ieffost to integratethe structures
aboveandbelowthe ground.Thereflecting pool surroundingthe centralpyramid base
(SquareA) is filled in with black ink to distinct the spatial difference betwea the

undergroundand the above ground (Figure 53). However, the developmentof the
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drawings(Figure54, from ato c) evinceghis consideratiorof thedesignasanintegrated
structureithe highlightedpartof the reflectingpool areain thelaterdrawing(Figure54,
c) further emphasigthis conceptionto integratethe interral and externalspace.The
extensionof squaretriangle forms follows the tendency of the previousdrawingsto
demonstratanorderedandgeometricschemgFigure55). Anotherdrawingmadeby Pei
in 1985,showingtheinvertedpyramid, while suggestin@consistencyf thedesignfrom
thecentralpyramidabovegroundto theinvertedpyramidundergroundalsoexposesiow
the pyramidform canbe unfoldedfor a possiblespatialrepresentationfor which it is
difficult to identify afocusingpoint (Figure56). It dictatesanimageof thedesignasif it
is movingin the spatialconceptionTheemploymenbf the pyramidthereforesuggesta
senseof movement.

The drawingsreveal the basic formal connectionsof the drawing concening
proportion and geometry,which belongto Ei s e n mwedegodysf thefist ruct ur al o
element{ A g e o mestahilityandnt oyr, m a that dysggldythe textualpossibilitiesof
the architecturaddiagram*® Readingfrom the formal relationsof proportion,symmetry
and geometry,the entire designschemecan be seenas developedfrom the central
pyramid form. Whenthe pyramidis projectedonto the two-dimensionalplanesasthe
centralsquareits four sidesbecomehefour triangularsegmentsf thesquareFollowing
thetransformatiorandinteractionof triangles theentireplanis unfoldedto theaudience;

it presentsan ongoing sequenceof spatial and geometric developments.in this

48 Eisenman|nsideOut, xiii.



considerationthe pyramid, as projectedon the two-dimensonal sketchesbecomeghe
formalbasisfor theexpansiorof theentiredesign.Thisis alsoareflectionof its symbolic
function: the pyramid is the entranceto the Louvre Museum; projectedon the two-

dimensionaldrawings, it also becomesa symbolic i & rr a rtacreading the entire
architecturalschemeln otherwords, the pyramid becomeghe centreof iconicity (of

form) andinstrumentality(of symbolism)for thearchitectureEnvisagingts relationship
to the formal and spatialstructureof the Louvre, the projectedpyramidfunctionsasa
sign to denotethe textual aspectof the diagramand thus revealthe interiority of the

architecture.

4.3.2 The textual analysis: the insability and destruction of the
Pyramid

Therearethreemain aspectghatindicatethe textualpotentialityof the diagram.
Thefirst aspecis the disapgaranceanddestructionof the pyramid on the sketchesin
contradictionto the permanencef the pyramidalform (especiallyconsideredvith the
Egyptiansymbolism),it is simply not visible. The presumedmageof the pyramid of
stability and centrality is contradictedby the two-dimensionalrepresentationon the
drawings,asthereis notreallyanyfi p y r ataorbie ekigting.J e n c diteinsandthe
fipublicd debatefocusedon the GlassPyramid as the mostimportantstructureof the
project andmadeit equivalentto an Egyptianpyramid, dueto a prolongedemphasiof
the presenceof the pyramidal form from a frontal view. However,in the top view-

representearchitecturaldrawings,the Pyramid simply disappear$rom the sketchesas
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it is transformednto squaresandtriangles.The geometricschemegxpandingrrom the
centralpyramidalform, canthereforebe also seenasthe continuousdestructionof the
centralpyramid. Likewise, the surrounding petite pyramids,are represente@s squares
andtrianglesinteractingwith the centralfisquare to emphasisthisrelationof geometry.
Thefdisappearancelreadyimpliestheinstability of the pyramidform in thediagram?®
Secondly,the drawingsdepict a tendencyto contendwith the notions of the
geometryand centrality of the pyramid. From the sketcles of 1983 and 1984, one can
perceivethe attemptto abstracthe GlassPyramidfrom a detaileddepictionto triangles
and squaregFigure 45; Figure 47).%° The squarebaseof the pyramid is flanked by a
larger, rotatedsquare which is further connectedy an extendedsquareframe. Above
theground,this suggestshe designof the surroundingoools;underthe groundit reveals
theareaof thereceptiorhall >* Followingthis reading.eachsegmenbf thedesigncanbe
connectedn the drawing,which, assuggestedefore,demonstratethe integrity of the
architectureHowever,thesegeometricelementsarefi d e r iframethte centralbaseof

thearchitecturewhich, onthe contrary,impliestheinstability of the centralpyramid,as

4% Anotherpoint to noteis that P e iredideringsof his designideasare mostly representethrougha two-

dimensionahrchitecturaplanwhich overlooksthe ground.In comparisonthe front elevationandsection
drawingsarevery limited. This suggeststhe way in which Peiconsiderghe architecturds differentfrom

thetraditionalarchitecturadrawingsfor the purposeof presentationRatherP e idrdvgingsservemorefor

the evolution of the designintention, which thus makesthemmorefi d i a gart aithemsimply being
architecturaldrawings. The drawingsreveal a spatial relationshipbetweenthe above ground and the
undergroundThe Pyramidis no more an elevatedsymbolon the ground,but a hollowed squarefor the
unfolding of spatialrelationsespeciallybeneathhe ground.In this concernthearchitecturabliagramalso
presentsareadingthatchallengeghetraditionalreadingsf architecturabdrawings.

50 Rustowalsonotedthatii t sueaceof the GrandLouvrewasparadoxicallythefirst element to bedesign
thelastto becompleted whichonceagainconfirmedtherole of the GlassPyramidaspartof theintegrated
regionalurbanandarchitecturaplan.Rustow,i T HExpansioroftheLouvr e . 0

51 Following the schemeof the rotating squaresthe Napoleonhall coverstwice the areaof the Pyramid
baselbid.
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the formal tendencyof the architecturds centrifugalratherthan centripetal Moreover,
while the drawingitself integrateghe designof the abovegroundandthe underground,
it neverthelesindicatesa tendencyfor the readerto separatéhe segmentf triangles
andsquare®nthe plan,astheyareultimately structuref differentfloor levels.In this
sense the architectue is being destabilisedand disseminatedThis is also wherethe
textuality of the architecturds first seen:the drawingsrepresenthe form andstructure
thatseemto follow the classicaltraditionsof stability andgeometry but theseideasare
themsévesbeingcontradictedy theimplicit structuraldifferencesof the segmentsThe
centralpyramid,to borrow E i s e n oemamgirsctiveconcept,becomesa signifying
devicethatsupportsbut alsosubvertghe classicalanguageof stability andcentrality
Thirdly, the entirearchitecturadrawingsfurtherimply the notionsof instability
andmovementratherthanthepermanencandcentralitythatthe GlassPyramidconveys
from the surfaceof the structureabovethe ground.P e isketehesan be readfrom two
perspectivesOneis asa chronologicalrevisionof the GrandLouvre planfrom 1983to
1985, asdiscussedn the previoussection.The otherapproachs to takethe drawingsas
P e ieRpsrimentswvith geometricrepresentationwhich connectto the structurd (and
textual) reading of the pyramid and demonstratehe presenceand identity (of the

architecturef?

52 Relatingto the discussionof architectureas/andlanguagein the previouschapter,the two views on
looking at P e idiagsamscorrespondo Eve BlauandNancyT r o guthmaryof Giediord spatialstudy,
oneofwhichfi r e p r arshitatturendile theotheri i ma garahieectuéeEveBlauandNancyTroy,
fil nt r o diArchitectune,arid Cubism ed. Eve Blau, et al. (Montréal, Cambridge,MA: Centre
canadied 6 ar c hi t e c Cantrefo/ ACcaiteciudejTaeMIT Press,1997),8. Robin Evans,The
ProjectCast: Architectureand Its ThreeGeometriegLondon: The MIT Press,1995),57i 8.
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To furtherillustratethe issue,it is necessaryo returnto the earliestdrawingin
1983 (Figure 45). Therearefour aspectsthat denotethe textuality of the architectural
diagram:

1) Thesketchdepictstherenderingof thearchitecturaggroundof the GrandLouvre.
Takingit asthe plan of the groundlevel of the centralpyramid,the edgesof the
pyramid,andthelargersquaredefiningthe entireareawithin CourNapoléoncan
be recognisedrom the plan (Figure 57). Following this view, it is possibleto
perceivethe Pyramidfrom abovethe ground,andthusthefocal pointliesin front
of theplaneof thedrawing.Thethreesmallerpyramids projectedonthesketches
assquaresalsocorrespondo this emphasisonthe projectionof the pyramidwith
afrontalfocusingpoint.

Here, what is worth noticing is the marking of the arrows,which, ratherthan
denotinganyactualfunctionsof thetriangularsegmentgof the glasspanels) seemo be
indicatingatendencyto counterthe centralisedorm of the pyramid.The arrowsmarked
onthesurfaceof the centralpyramid (of whichtheentranceanda sideof thepyramidare
coveredby grids) leadour view from the centralsquareto the largersquare expanding
thecentralform to theoutside.Thefour sidesof the pyramidareprojectedontheplanas
four triangles,which expandoutwardsfrom the centralpyramd andare echoedby the

edgesof the larger square>® In other words, the arrows denotethe textuality of the

53 The trianglesin the middle betweenthe centralpyramid baseandthe larger squarearerealisedon the
groundplanasshallowpoolsto createthe effectof mirroring andtransparencyRustowsuggestshe water
pools emphasisehe GlassP y r a narctitécsuralambiguitiesbetweenvaguenessand transparency.
Rustow,i T lExpansioroftheLouvr e. 0
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diagram.The schemeconveysa sensef consistencybut at the sametime in movement,

insteadof beingstabilisedon thetwo-dimensionaplans.

2)

3)

The destabilisatiorof the schemas furtherseenfrom the unfixed perspectivem
readingtheforms.Whenthe sketchis viewedasanarchitecturatenderingof the
undergroundNapoleorHall, it suggestanotheifferentperspectivalandspatial
relation (Figure 58). The lines depictingthe trianglescanalsobe viewed asthe
edgesof the receptionhall. Combinedwith the edgesof the baseof the central
pyramid,theyconstitutethreesmalltrianglessurroundinghe centralsquareThe
size of eachtriangle equalsone quarterof the centralsquarewhich meansthat
theycanbefoldedup to form threesidesof the pyramid,andis symmetricalwith
thequarterof thesquareViewedfrom the planimetricspaceit is asif thecentral
squarebases fragmentednto four piecesandthreeof themareunfoldedonthe
planasthetriangles)eavingtheentrancesideopen.In thisway, thethreetriangles
mirror thethreequartersof the centralsquare’?
Furthermoreconsideringhethreetrianglesasathreedimensionatenderingthe
linescanalsobeseerto composdormsthatmirror thethreesidesof thepyramid,
projectedon the baseas threequartersof the square.In this way, the pyramid
itself becomeshe componento bedeconstructedndmirroredasthreetriangles.
Thetriangles projectedonthe sketch thensuggest polyhedrometfor theform

of the pyramid.Projectedon the plan, they alsoform the edgesof the reception

5 Oneof P e idiawingin 1984 alsoindicatesthe mirroring of the entranceside, which compensatefor
the missingfourth quartertriangle (Figure47).
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4)

hall undergroundandindicatethe lower groundfloor of the plan. This processof
readingthedrawingrevealshe deconstructiomf the pyramidandtheinteraction
betweemlanimetric two dimensionakpacegtheabovegroundandunderground
levels)andbetweertwo-dimensionahndthreedimensionakpacegthemirroring
and deconstructiorof the centralsquarevs. the mirroring of the facade of the
pyramid).Thetriangularareasrealisedaswaterpoolsabovetheground,become
the transitional geometric componentsfor reading a polyhedrd space that
connectghe abovegroundand undergroundThis meansthey also function as
textual elementgthat subvertthe authorialperspectivan readingthe stabilised
andcentralisedarchitecturakcheme.

This polyhedralform is repeatedy the rotatedsquaren the right, which once
againcreatesa polyhedralnet for the pyramid. While the smallerpyramidsare
designedabovethe ground,they also producespatia connectionsbetweenthe
abovegroundandtheundergroundby thetransparencygf theglassstructure Seen
from the viewpoint of the sketch,they alsowork to emphasis the form of the
polyhedronandarethereforetransitionalcomponentbetweerthe two levels.In
the sketchPei producedin Januaryl985,the invertedpyramid Peirenderedon
theleft is completelyconvetedto a polyhedronontheright, for whichit is even
difficult to suggest fixed vanishingpoint (Figure56). This drawingprovidesa
floating image of the Pyramid, which is being folded and at the sametime

unfoldedontheplane.Thepyramidthereforebecomesfloatingandtransferrable
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object. The threedimensionalspacesperceivedfrom the sketches,therefore
suggesta senseof movementandtransformationthe spaceitself is flowing and

interactingwith its varioustransfomations,which thusbecomes-materialised.

The sketchespn the one hand, are presentedas architecturaldrawingsof the
project. On the other hand,they invoke an integrated threedimensional rotating and
repetitiverepresentatiorof ageometrigoyramid. Thespecificimageof the GlassPyramid
hasdisappearedyutis re-representeffom the drawings thatcreatean amaterialimage
of the pyramid.In this senseboththe materialityof the pyramidandits presumedhotion
of stability becomeparadoxichin themselvesThe materialandform of the pyramidare
both functioningastextualelementghat challengethe presumedfi a u t h languagec 0
of classicalor evenmodernistiarchitectureThereadingof thegeometricconnectionss
thusindependentrom its presumedontextof stability andgeometryof thedesign.The
textuality of the architecturas onceagainperceivedthe readingof the drawingreveals
anoff-centrednterpretatiorof theoriginal structure makingthe pyramiditself anobject
to denoteimplicit and plural meanings.The contradictionof stability and movement,
centralityanddestructiorbecomesneaspecbf the plurality of the architectureThese
variousparadoxesevealtheinteriority of the architectureratherthansimply function to
follow the presumedenseof geometry centralityandstability, thedrawingspresenthe
meaningof the pyramid form in an indefinite, irreducibleand developingrelationship

within thediagramof the GrandLouvre.
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4.3.3 Formal syntax of the architecture

In his readingof the textuality of architecture,EisenmanusedMies van der
R o h eréjextsin 1923 35ascasestudieqspeciallyfocusingontheBrick andConcrete
Houses the BarcelonaPavilion and the TugendhatHouse,and the Hubbe Houseand
Ulrich LangeHouse)>® Whatherecognisesisthetextualelementof Mi e aréhisecture
are the notational devices signifying the presenceof two contradictory concepts,
specifially, the classi@l andthe modern,symmetryandasymmetryaswell asabsence
and presence’® For instance,in Mi e daterswork on the Hubbe House, Eisenman
identifies that the columnsfi s i gbwoth the introduction and denial of a classical
or di n aptesentingacondition of i b e iamdghonbeing, of imbedding and
c 0 nt a miandiitheiteatmabty of the house °6In the GrandLouvre, similarly, we
can perceivean operationof the textuality of the architecturefollowing a paralleled
systemof symmetryandasymmetryabsencandpresenceThearchitecturaschemeof
P e i Giasid Louvre also revealsa similar senseof textuality, in the sensethat the
i n o r mafl acchitecture,i.e., symmetry stability and centraligtion, function as
structuralelementgo indicatetheimplicit meaningsf the scheme.

The first and foremost reflection of this contradictory representation of
asymmetryis the so-called idesaxementor i f o rpar@olof P e irégn@vatedscheme

againstthe entire site plan of the Louvre, acknowledgedsince the beginningof the

5 Eisenman|nsideOut, 189 201.
56 1bid., 198.
57 1bid., 199.



project>® As Rustowpointsout, the Louvreitself doesnot conformto the axe historique
of Paris,originatingat theTuileries Palace(now the restoredgardenof the Tuileries)to
comectto Placede la Concordeand Arc de Triomphe, and extendedtoday to La
Défense® Ontheotherhand,althoughP e iskietshespresentdevelopingprocesf an
architecturalliagrambeinghorizontallysymmetrical this senseof horizontalsymmetry
is only guaranteedh P e iné@nglesignitself, asthe designwasnot necessarilyplacedin
the strict centrein the coneext of the Louvre Palace(Figure59). In otherwords,P e i 6 s
designis ultimately asymmetricalin the architecturalcontextof the original Louvre.
However, Pei effectively worked within this context of asymmetryby creating a
resemblancef symmetryof the architectureso that he createdan effectto correspond
the Louvre to the wider axial contextof Paris. This effect of symmetryrespondsto
Ei s e n rdiacas8iegnof the ii n st r u noé archdecturdawpich symbolises
i me a rofi objgthoodo (For instance,V i t r u motion af &irsinessindicatesthat
architectureshouldpresentanimageasif it standsup) 8° Thusthe diagramof the Grand
Louvre functionsto signify aneffectof symmetry.

Thisii n o r maf symmedryis atthesamedimeindicatingtheimplicit messages
of asymmetryandinstability. P e idi@gsamdrom 1983to 1985andthearchitecturaplan
of the GrandLouvre alsopresenthe developmenbf sucha schemebeinghorizontally

symmetrical. However,in termsof the structue, this depictedeffectof symmetrydoes

%8 Rustow,ii T tEepansioroftheLouvr e. 0
59 bid.
80 EisenmanWritteninto the Void, 199.
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not necessarilyguaanteethe symmetricaleffect will remain identical in the three
dimensionalscheme.This is becausealthoughthe drawings presenta horizontally
symmetri@l schemeintegratingthe above ground and undergroundarea, the actual
architectureultimately separateshe schene into three layers (the aboveground,the
mezzaninandtheundergroundloor). In otherwords,therevealingeffectof thefolding
andunfolding of the centralpyramid,readfrom P e itwibglimensionakepresentation
is no longer perceivablewhenit comesto the threedimensionaleality. Therefore the
i pyr a mstructumebréaksthe architecturabystemof geometryandstability. In terms
of theform, the stability andsymmety of the pyramidis first of all deconstructeddy the
actualentranceof the pyramid,which breaksthe all-symmetricalanguageof a classical
pyramid®?

Theformalimportanceof the pyramid,projectedonthedrawingsasa squarebase
of geometrictransfomationsand interactions,is then diminishedfollowing the actual
architecturaschemdrom theabovegroundto theundergroundTheglassstructure seen
from abovethe ground,presents pyramidalform, but contradictghe classicalanguage
of a pyramidin thatit doesnot havea basefor the pyramid. Therefore,the structure
should be more appropriatelydesignedas the roof for the undergroundeceptionhall

which presentghe effectof a pyramid, ratherthanbeinga true pyramid. In this sense,

61 Rustowsuggestghat althoughthe designof the openingwasalmostthe last resortamongthe possible
ideasto useapyramidform astheentrancdo the museurnbreakshe historicalnotionof a pyramidwhich
shouldnotbeenteredRustow,ii T tEgpansioroftheLouvr e. 0



P e iglassii p y r acantratliotghe classicallanguageof a pyramidin termsof bothits
form (asit doesnot havethe base)andfunction(asit canbeentered).

The repetition and transformationof the triangularforms ceaseto be visible,
becausehe projecton of the pyramidform simply disappearfrom theundergroundand
eventhesquarebaseof the pyramidprojectedon P e iskitshess nolongerpresentThe
squareprojectionof the centralpyramidis now replacedy the four supportingcolumns
of the structure.The groundof the receptionhall is now definedby a largerdiamond
shape,which in effect signifiesthe i u n f o lofdthe fogr Gides of the pyramid as
discussedn the previoussection.However,this doesnot guaranteehe iconicity of the
pyramdal symbol anymore.Iln other words, the actual architecturealso indicatesthe
disintegrationof the pyramid and thus distancestself evenfurther from the classical
languageof a pyramid.This disconnectiowith the pyramidonceagainsuggestshatthe
interpretatiorof P e iglassii p y r adoesndtdiecessarilyequireassociatiorwith any
Egyptiansymbolism.In this sensethe centralpyramid, being almostinvisible in the
actual architecturalstructureundergroundput meanwhilean essentialelementin the
architecturaldiagrams functionsas a textual element.Viewed from abovethe ground,
one would reasonablyexpectfour enclosingwall structuresderived from the square
i b a ef thepyramidasa possiblecontinuationof the classicalarchitecturalanguage.
However,the edgesof the pyramid baseonly signify an effectof the enclosureof the

architectureabovethe ground,ratherthan actually enclosethe structureunderground.
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Beneaththe ground,onewitnesseshe dissipationof all classicalanguageof a pyramid:
thesquarebaseof the pyramiddisappears.

In Ei s e n examirtatonof the textual elementsin Mi e srdh#ecture he
focusesontheautonomyof oneof Mi e sofurmnsin theHubbeHouse whichis textual
i b e c idisinsitbersupportingaestheticnorindicative andthereforedistancedi f r o m
thehistoryof thesymbolismof6 t i@ | u A émilareffectcanbeperceivednP e i 6 s
use of the four supportingcolumns, which are the signifying structure within the
architectureln termsof the GlassPyramid aboveground,theysignify thei b a ef the
pyramid;in termsof theundergroundeceptiorhall, the columnsfunctionnotto enclose
the spaceputratherto expandhe space’® Here, it is possibleto employonedescription

of Mi e ssédf wallsto makespacebeingfi a ¢ tadagreund asPeialsouseswalls

(@)
(9]

andcolumnsto createanactivespacebeneathitheground® ToborrowE i s e n t@rans
in his analysisof the textuality of architecture,the walls undergroundsuggestthe
disappeeanceof thecornersn theinside,whichthereforendicatetheabsencef aspace

definedoriginally by the pyramidabovethe ground® In P e iLdusre schemethe wall

62 Eisenman,InsideOut, 198 199.

83 Thisis similarto whatE i s e n analysiétisat Mies usescolumnsin the BarcelonaPavilion assigns
ratherthansymbols which fisignify theabsencefc o r n kid.,s196d97.

64 In his discussionof how Mies turned walls into textual elementsthat signify an absenceof space,
Eisenmanpoints out the inconsistencyof Mi e @réhitecturallanguagewith the classicalnotions of
fi s y mb dierarshyandmi me thatcmink to thesymmetical axisof thehumanbody.Adrian Forty
hasprovidedadiscussiorof howMies obtainedhis readingof spaceérom thebookof the Bauhaudeacher
SiegfriedEbeling,Der Raumall Membrane andhow this readingof spaceasii e x t eofilmimanino d y 0
was later developedas one of the key notionsof A s p airt E920s, which in effect correspondso
Ei s e n analysi8.Ibid., 189 201. Forty, Wordsand Buildings 256 75. Fritz Neumeyer,The Artless
Word: MiesVan Der RoheontheBuilding Art (CambridgeMass:MIT Press1991).

85 Eisenman|nsideOut, 198 99.
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functiors as notationaldeviceto emphasisg¢he detachmenfrom the formal, structural
andsymbolicdefinition of the pyramid.Fromthis considerationPeiuseshe pyramidin
awaythatsignifiesitsfi a b s, ebntatthesameimeasastateofii p r e s @hisserse
of presencés howeverdifferentfrom the classicapresencef a pyramdal form, sinceit
no longerresembleshe historicalsymbolismof fi t pyeamid ©

As onedescendfrom abovethe groundto underthe ground,thetextuality of the
archtectureis revealedrom the disconnectiorof symbol(of the pyramid)andsigns(of
new presence)Although the undergroundstructurestill functionsto indicate some
conceptionof geometryandstructure its architecturalanguagds entirelyindependent
from eitherthe pre-existing symbolismof a pyramid, or the geometricsystemof P e i 6 s
GlassPyramidabovethe ground.Following this route from the entry to the reception
hall, one also discernsthe co-existenceof asymmetry/symmetrand presence/absence
via thetextuality of facilities, which areneverthelespartof the architecturelndeal, the
pyranidal form neverthelesgonveysa classicallanguageof stability and symmetry
throughthe centralsupportingcolumn,stretchingrom the centreof theundegroundhall
to theapexof the GlassPyramid. However becausef theasymmetricapositonsof the
elevatorand escalatomwithin the architectureas soonas the visitors go down to the
receptiorhall, theyareneitheratthespecificcentreof thepyramidstructurenorthecentre
of thereceptiorhall. In otherwords,thevisitorsthemselve (whoinitially entertheform
which shouldnot be enteredand thereforealreadybreakthis classicallanguageof the

pyramid) interrupt the symmetrical effect of the architecture.The passagesn the
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receptiorhall leadto eitherthemezzaninéevelor otherdirectionswhichfurtherdisrupts
the stability, centralityandsymmetryof the architecture.

In thisway, P e iGéasdLouvre conveysts own versionof presenceasopposed
to absencandhistory. The autonomyof the architectures seenfrom the derivative and
unfixed spatialrelationsof the pyramidwithin the architecturaschemeThe readingof
thediagramof the Louvrethusrevealgheinteriority of thearchitecturewhich dislocates
the meaningof the architecturalform and structurebetweenthe two-dimensionaland
threedimensionalrepresentatioa The diagram helps identify the autonomyof the

architecture.

4.3.4 Glassas an intermediate elenent betweendiagram and

architecture

Besidesthe dislocationin termsof form and structure,my discussionof the
textuality of architecturenow intendsto investigatethe displacemenbf meaningin
respecto theform andmaterial focusedon the GlassPyramid. Thetwo attributesof the
GlassPyramid,theuseof glassasits materialandthetransparengffectof theglass allow
thereadingof thetextualityof glassusedn theLouvreproject,whichhelpsfurtherreveal
theinteriority of thearchitecture.

The readingof glassas a materialparticularly relatesto D e r r iquksti@nsf

glassasan object(a term, a word anda material)of deconstructioi® Walter Benjamin

66 JacquePerridaandHilary Hanel,ii ALetterto Pete Ei s e n Asaemblageno. 12 (1990).
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criticisesthatglassis amaterialthathasii n@a u ritéssé 6 gnemyofs e c r eftayro e
p o s s e % Bldwevar,E@enmandisagreeswvith the condition of non-secrecy,as he
elaborateghat fi Wh igllassis a literal presencen architecture,it also indexesan
absencea void in a solid wall. Thusglassin architecturas traditionally saidto be both
absenceandp r e s é8Eisemmancontinuesto view architectureasii d o mi byat e d
presenceby real existenceof thes i g n i ahdthe stads of glassis, though,absent,
alsosignifiesthe presencef architecturaklementse.g.the presencef awindowin the
structurethatallowstheacces®f light. ®® Theexaminatiorof glassasamaterialis linked
to thereadingof its effectof transparencyyherethedisplacemenof architecturas seen
from the physicalandvisualtransparency.

The discussiorof architecturalspaceandtransparencyeginswith Colin Rowe
andRobertS | u t discysdiem®f Transparency’ As ThomasPatinnoted,Roweand
S| ut zeadngdf literal and phenomenakransparencycontributesto a discourse
betweentransparencyas a physical fact made through glass and as a visualised
phenomenonwhich is read through the buildi n gfél sa y ienplieaton, figuration,

ambiguity, interpretation and i n f e r & rdnc particular, it is phenomenacal

57 Ibid., 9.

58 peterEisenmanfi P o sQard€A Replyto Jacque® e r r Asseanplageno.12(1990):15.

89 Eisenmarperceiveghe glassas the signifier of presencén architecturewhich thussuggests different
senseof textualitycomparedo glasasa singleword. Ibid.

RoweandS | ut rekdjngotliteral andphenomenatransparencyretwo of the approacheso read
transparencycategorised by Forty. The third way is i T r a n s poh meamingsydor which Forty
specificallyrefersto Vi | d tiseussiogbasedon psychoanalysisV i d | readidigef transparenchas
beendiscussedurtherin Chapter3, in relationto the urbanrole of the GrandLouvrein forming a modern
identity of thecity. Forty, Wordsand Buildings 286i 88.

I Patin,i F r DeepStructureto anArchitectureinSu s p e89s e, 0
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transparendy i t bbgectthat is a function of thev i e weapaditgto organie and
reflectis quiteanotherandit is to theactualobject thatour attentionshouldbeg i v € n . 0
In Transparencyartl, Rowe and Slutzky examinethreedimensionakpatialattributes

from Cubist paintings and from architecture.”® They start from Gyorgy Ke pe s 6 s
definition that transparencys not only a materialisticand optical attribute,but alsofi a
broader spatial o r d eitr means ii asimultaneousperception of different spatial

| o c a t’i Thenexisteite of overlappedtransparentplanes,as Rowe and Slutzky
discusseddemonstrateshat transparencys fi ¢ | eambidugus oatherthan simply
beingfii p e r fclear {8 The ambiguousnessf transparencyontainstwo meanings.
Thefirst oneis literal trans@rency thatis, i ainherentquality of substance asbeing
typically representetdy the glassstructureof a curtainwall: i iwasstipulatedcouldbe

experiencedn the presencef a glazedopeningor awire mesh ®hesecondoneis the

nortliteral i penomenatransparency which i mi deperceivedwhen one planeis

2 1bid.

R o w estdyondiagramdroughtsomeof the earliestinspirationdor E i s e n maadimgdfarchitecture,
althoughE i s e n latarimtérseptionof form anddiagramswitnessechfiper eat € @csR owmedd s
establishedliagrammaticahotions. As Somolintroduced,one witnessedn this processof architectural
criticism (startedfrom i t beparatiorof spaceandstructureontheninesquared i a g raadoevaioped
to the detachmenbf signsandsymbolsasmarkedby V e n t pastmdderrduckshedtheory)a constant
challengeto the traditionsof interpretingarchitecturadiagramgasrepresentethy R o w esthidies).This
ledlaterto i R o anelcompanyattempt[ing]to replacethe neutral,homogenousonceptiorof modernist
spacewith the positive figuration of form, the newavantgardebeganto queston the stability of form
throughunderstandingt asafictional constructas i gThis aditical responséntroducedtheinfluenceof
fi | i naaodinstitutionalr el ati ons. 0

Eisenmaralsoto someextentrecogniseflRoweandS | u t analysiaf trans@rencyin contributionto
investigatingthe textual conceptionof architecturealthoughthis conceptof architectureastextis more
obviousin Gi e d idsaussienof architecture,spaceand time. Eisenman,Inside Out, 239. Somol,
ADummeg xTi140

73 Colin RoweandRobertSlutzky,i T r a n s pLiderakand® 1 e n o mPBenspekts8 (1963).

" Ibid., 45.

5 |bid.
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seenat no greatdistancebehindanotherandlying in the samevisual direction asthe
f i r and suggestsa simultaneouspresentationof severallayers that are distanced
concerningspdial relations/® Phenomenatransparencycan be usually found in a
s has$ p aovasépposedo thereals p a andalsofrom two-dimensionalplanes
which provide new interpretationsof space.To elaborate Rowe and Slutzky usethe
classicaimodernistexamplesof Gr o p iBaubaddessalbuildingandLeCor busi er ¢
Villa Steinto illustrateliteral andphenomenairansparency’ In their observationsthey
concludethe ambiguty of transparencyrom the pictorial depictionsof architectureand
the diagrams the glass structure does not necessarily guarantee phenomenal
transparencywhile a multi-layeredspatiality can imply the phenomenatransparency
throughtheinteractionof space.

The Louvre Pyramid (extendingto the GrandLouvre) alsoprovidesa casestudy
for an examination of literal and phenomenaltransparency.Firsty, the literal

transparencys convydl firstly by the glasspyramid asa physicalobject. Secondly the

76Ibid.,46.CoIin RoweandRobertSlutzky,fi T r a n s pLiaerakand®henomenal...Palt, Berspecta
13/14(1971):288.

"T\While the DessauBauhausbuilding hasbeenregardedby Sigfried Giedion as the classicalmodern
architecturetypical of the internationé style, literal transparencyits all-aroundcurtain wall structure
denotesonly the senseof literal transparencyOn the other hand,the Villa Steinrevealsphenomenal
transparencythrough three architecturallayers from the facadeand five architecturé layersfrom the

internalspatialstructure. Rowe and Slutzky specificallyreferto Gi e d ipmisedf the DessauBauhaus
building.

Roweand S| ut zrikigisthsof the i mo d e b o xfasnt of the DessauBauhausbuilding and its

following representationf literal transparencganalsobeappliedin theexaminatiorof P e iMasgumfor

ChineseArt, Shangha{1946).AlthoughP e iMaseumis withoutthe curtainwall glassstructurejts form

asamodernisboxalsoindicategheliteral transparencgf thedesign.Furthermorethearchitecturafacade
allows peopleto view the internal spaceintegratedwith the architecturalfacade,which thereforealso
suggestsa senseof phenomenatransparencyRowe and Slutzky, A T r a n s p Rawe ana Sjutzly,

i Tr ans Parrl d r2&ySigfried Giedion, Space,Time and Architecture: The Growth of a New
Tradition (CambridgeHarvardUniversity Press1944),490 91.
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spatialinteractionsperceivedfrom the architecturaldiagramof the project (rather than
from the actual building) reflects the phenomenatransparencywhich relatesto the
interiority of the architectureln termsof the glasspyramid asa realisedobject, it first
andforemostdemonstratekteral transparencyPeiemphasiseth hisinterviewshowthe
literal it r a n s phtme@ynamigwould emphasisehe original nineteeth century
facadeof theLouvre.”® Thissensef literal transparencthatthepyramidindicatesalong
with its steetgriddedstructure correspondso the moderrist notionof glassconstruction
and mechanisatiorthat Henry-RussellHitchcock and Philip Johnsonanalysedin The
InternationalStyle in whichG r o p iDessaBauhauduilding hasalsobeenincluded
asacasestudy’® Furthermoretheliteral transparengof the Pyramidalsoconnectsgo its
roleasanationalmonumenfor Mi t t e mpalites)asdissussedby Vidler andFierro8°
Concerningthe achievementbof a completetransparencyVidler nevertheless
points out the difficulty, asPei himself hasadmitied literal transparendy referringto
pure transparencyf glassas an actualmateriad is difficult to realiseandthus poses

problemso architecturatonstructiorf! ThistransparencyynderV i d | perr,pibduces

PeiandBoehm,Conversationsvith I. M. Peij, 841 5.

7 This consistencywith the International Style can be further linked to the representatiorof Pe i 6 s
architecturaland cultural identity, sincethat Pei hasusedglassas part of his architecturalvocabularyin
many of his commissionsn the US and Europe,andthe transparencyf glass(beinginvisible, visually
light, 6 me a n i msupdestdhetranpportabilityof P e icutwralandarchitecturaldentity.

80vidler perceiveghatthe suspicionsof transparencyriginatedfrom P e iLdusre Pyramid.Thoughthe
Pyramid,being a transparenstructure,is a practical solutionto makethe new monumentinvisible, to
emphasis¢he backgroundf L e f urgnktéesticenturyfacadejts senseof transparencylsoindicates,
asVidler suggestsaf s t afthepsr i n ofimopdemisnd afi p r o g rmeoodxir thatig againsthe
fi r e c e histariolsm of postmodernismFierro, The Glass State 33i 41. Vidler, The Architectural
Uncanny 217 25.

8l Vidler, TheArchitecturalUncanny 220.



obscurity(theopposition)andreflectivity (thereversal)In this senseliteral transparency
itself becomesambiguousRustowalso pointsout the ambiguousnessf thep y r ami d 6 s
literal transparencysincefl t materialqualitiesof glassaretruly transparenonly in an
abstractor conceptuabense 2 The pyramidis mostof the time reflectiveand opaaue;
only when viewed from the inside doesit becomea transparentstructureto look
through83

ThisinconsistencyetweerP e istdteamenbnthetransparencyf the pyramid
fi t magoro b j e owhicherspbasisethe original Louvre facade andthe ambiguous
effectthatthe pyramid actuallyproducesneverthelessemindsusof J e n c ditgidéns
of it, thatit blocksthe view of the Louvre andbecomesa personaimonumento Pei8*
Althoughit is still possibleto seethroughtheglasspyramidto theoriginal Louvrefacade
above ground, its senseof At r a n s pia at éeastdrgnslucency.Therefore, the
ambiguousnessf thetransparencis notonly thetechnicarestrictionto achievingapure
transpareay, butalsoanintentionof Peito build anon(semi?transparenstructure The
steetgriddedstructurebeneaththe glass, while providing support,nevertheles$urther

emphaisesthe nontransparentorm of the pyramid.

82 Rugow, i T fEgpansiomftheLouvr e. 0

83The comparisoncomesfrom RolandB a r t hliscassi@of the Eiffel Tower. Rustowconsidersthe
Louvre Pyramidhasplayeda similar role asa symbolfor Parisasthe Eiffel Tower. Ibid. Barthesi T h e
Eiffel Tower . 0

84 Cannell,l. M. Pei, 7.
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Althoughtheliteral transparencyemainsambiguos, Rustowfurthersuggestshe
p y r a mderdalstrationof phenomenaltransparencyconsideringits architectural

relationagainsthefacadeof the Louvre Palace:

I n Pei 6s project there i s a delinderate confronta
consequently of our thinking about them and of what they represent ideologically. The

transparency of the pyramid comes to stand for a kind of guilelessness or honesty, its

bright reflections scowling |judoagate nt al | y at Lef ue
implicitly closed, dishonest, hiding something. Standing onfifedvedere looking

out on the 19th century palace, we have then the shining promise cfimytéeroic

modernism becoming additionally the looking glass through which history i€%een.

There are two constraintsto considerin Ru s t oanedyss. Firstly, the
phenomenatransparencyrustowsuggest®nly happensnsidethe pyramid,whenone
looks from the inside to the outside.Secondly,in Ru s t ctaténentthe pyramid
produceswo layersof architecturaspacesT hefirst layeris therealisednodernpyramid
andthereceptiorhall. Thesecondayeris thefacadeof the Louvrebuilt in thenineteetth
century. However, the phenomenaltransparencyis neverthelessperceivedfrom a
historical relaion with the Louvre, rather than from a mathematicaland geometric
representatiorof space.The creationof a historicalspaces moreaccuratelyaddressed
asa spacetime production,while in this senseof fiphenomenatransparenay between
thetwo facads, neithera geometric mathematicathreedimensionakpaces perceived
from a shalbw spaceor a planimetricplane;nor canoneexperiencéi &ontradictionof
spatiald i me n sasRoweandSlutzkyhaveanalysedalthoughit canbereferredto as

at most a i v e r treading bf dhe spatial relations betweenthe external and the

85 Rustow,i T fEepansiomftheLouvr e. 0



internal) 8 Therefore,in the realised Glass Pyramid, this transparencydoesnot yet
provideafirued senseof phenomenalransparency.

On the otherhand,phenomenatransparencyis muchmore evidently conveyed
throughthe architecturalsketcheghanin the GlassPyramid asan actualbuilding. This
follows Rowe and S| u t =mtkdy 6f STransparencyPart Il, which investigats the
manifestationof threedimensionalattributesand fi lyemed surfacep a t t &amnhe 0
architecturalfacadeitself 2’ In the caseof P e ipibjsct, the manifestationof multiple
spacesis alreadyvisible from the previous discussionof eachdrawing, which has
providedmultiple spatialinterpretationwia the creationof polyhedronsThesesketches
from 1983 to 1985, suggesta constanttransition and exploration of the spatial
representationthat allows our eye to observeimaginary spacesbeyond the two-
dimensionaplans,while all thesespatialrelationswork for the unity of theregionalplan.
This also correspondd¢o RoweandS | u t ndtign éhat the stratificationof spaceis
achievedthrough the imaginary projections of the real plane 2 Furthermore,our

investigationof the imaginary and perspedtal space of the sketcheshas suggested

861y thefirst essayRoweard Slutzky definethe phenomenalransparencysa contradictionbetweeran
explicit spaceandimplicit spacesasexemplifiedby Le C o r b u Villaesteid. §he spatialconstruction
is perceivedhroughreadingthefi v e r {planedaetweéerthearchitectual fagadeandtheinternalvolume,
aswell asthroughreadingthed h o r i lanegbetweenfloor levelswithin the internal space.n the
secondessay,Rowe and Slutzky useMi ¢ h e | afacgdefor &@nkorenzoto investigatethe various
possiblegeometic interactiongerceivabldrom the two-dimensionaplaneof the design.This analysisof
San Lorenzo is apparentlybasedon geometryand optical symmetry, while this kind of geometric
investigations muchlessevidentin R u s t analgsisRoweandSlutzky,i T r a n s p B0i52. Rowvy
andSlutzky,d Tr a n s Partt £2939p.

87 RoweandSlutzky,i T r a n s pPatt e€BlagandTroy,il nt r oBucti on, 0

88RoweandSIutzky,ﬁ Transp®rency, 0
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spatial contradictionsof severallayers that once again demonstratehe phenomenal
transparencyf thedesign.

Following R o w eexaminatiorof the pictorial attributesof architecturafacades
for the phenomenatranspareng, P e iofegtionof transparencyganalso be analysed
from his architecturaldiagrams.This analysisis, however morefi t e x in thasense
that it revealsthe unstablefacility of the diagramsthat challengs the notions of
proportion(asfurtherindicatedby Rowe)andstability (asthe classicalanguageof the
pyramidform andarchitecturadrawings).Onceagain,the chaptertakes P e iskéetehin
1983 comparedwith therealisedLouvre planasa point of departurgFigure44; Figure
45). Consideregsatwo-dimensionaplane thesketchindicatesareadingpfi hor i zont al 0
relatiors of the structurexomposeaf severafloor levels,extendingrom theleft to the
right (Figure60). However sincetheplaneis representingrchitecturalayersbothabove
andbeneathitheground theactualspatialrelationthatthedrawingrepresentss avertical
readingfrom thegroundfloor to theundergroundevels(Figure61). As discusseanthe
textuality of the architecturethe largersquaredefinesthe areaabovethe ground;one
may then expectit to also define the areaunderground(marked as the red areas).
However theactualmainspaceof thereceptiorhall is definedby theform of therotated
square(markedasthe blue area).Moreover,althoughthe form of the rotatedsquareis
clearlyperceivedn P e isketeh,it isin effectrepresentedby four sidesof thetriangle

(of thewaterpools).In otherwords,the floor planundergrounds not actuallyrevealed
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abovetheground.Thewall structurethatdefinestheundergroundreais hiddenbetween
thetriangleswith theleft cornernot beingshownabovethe groundat all.

The disguiseof the undergroundlan andthe stratificationof spatialrelationsis
increasinglyvisible in P e isudbsequensketchesFor instancejn the sketchesnadein
1985, at leastfour different spatialrelationscan be perceivedon the two-dimensional
plane(Figure62; Figure63; Figure64; Figure65; Figure66; Figure68). Thesegeometric
variations becomeimaginary spatial projections becausethey are in effect various
elementson multiple floor plans integratedon the same planimetric space. The
stratificationof spacein P e isketths suggestshe interactionbetweenexplicit space
(actualarchitecturalplan of the aboveground)and the implicit spacegproducedfrom
imaginedgeometricrelations.However,the actualform of the undergroundloor plan,
thatis, theform of therotatedsquare is not necessarilyperceivedrom this stratification
of space.This is becausethe form of the rotated squaredoesnot follow the other
triangularandrectanglemovementon the plane.Pei seemdao havebeenintentionally
hiding the formation of the rotatedsquarefrom the r e a dpenceptonthrough the
disappearancef the left corner of this rotated squarethat is fburied among the
complicatedmultiple geometricinteractions.Thereis also a lack of a filarger rotated
squareformo aroundthe baseof the central pyramid to correspondwith the internal
rotatedsquareThereforetheactualgeometriaelationsof theundergroundaredisguised
by other spatialstratificationgFigure67). In otherwords, althoughthe sketchesntegrate

and representelements of several architectural layers as explicit, the Aact ual 0
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undergroundplan is implicit and evenfi n v i sln this sefise,this phenomenal
trangarencythatthe Louvre projectconveyshasthreeimplicit-explicit spatialrelations.
Thefirst oneis the spatialstratification,representetdy the actual(explicit) architectural
planesto createimaginary (implicit) geometricinteractions.The secondone is the
contradictiorbetweerthevisible (explicit) geometrianteractiors of severakrchitectural
layers and the invisible (implicit) architecturalplane of the undergroundfloor, as
presentedby the form of therotatedsquare.

Theperceptiorof thethird contradictiornecessitateareturnto P e ifirét sketch
in 1983to compareit with thefloor plansof the Louvre (Figure69; Figure70). InP e i
sketch,the intersectionof formsinvites readerdo presumethe locationof the columns
eitherat the four ends of the largersquareor at the intersectios of the rotatedsquare
(Figure 69 e, f, g). However,the actuallocationsof the columnssupportingthe entire
structureareat the four cornersof the bas of the centralpyramid (Figure69, a, b, c, d,
a & ,a ,6 Qnceagain,viewedfrom thesketch,onemightfurtherexpecthelocations
of wall structure(Figure69, abcd)to follow the projectionof the centralpyramidthatis
encompasseih the largersquareareaundergroundHowever,the actualwall structure
is the area of the rotatedsquare(Figure 69, efgh), which permitsthe openplan of the
undergroundhrea.To view the diagramasthe schemeof the aboveground,the central
squares separatedrom the triangularpools, which arethenintersectedvith thelarger
squaredefining the areaat Cour Napoléon This distancebetweenthe two areasis

neverthelesslled by thefour columns(a, b, ¢, d) supportingtheentirestructurethusthe

(@)}
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pyramid structureis connectedvith the surroundingwater pools,andthe architectural
layersaboveandunderthe groundareinterconnectedvith eachother.

Thephenomenairansparencperceivedrom P e isl@tshesandthearchitectural
plansof the Louvre direct the discussionback to the pyramid. On the one hand,the
pyramid functions as an independent architectural monument of ambiguous
(non)transparencybovethe ground.On the other hand,it functionsasthe roof top of
theundergroundeceptionhall thatindicatesboththeliteral transparencin two aspects:
oneperceivedfrom afl v e r treladingoff tbe architecturalayersbetweenthe Louvre
Pyramid as the internal and the Cour Napoléonas the external; the other from a
fihorizontab reading of the spatial contradictionsbeneaththe central pyramid. The
complexityof thep y r a nrandp@rencys interconnectedvith the articulationof the
GrandLouvre proposal.Moreover,the transparencyf the Louvre Pyramid, readfrom
both the architectureandthe architecturadiagramsjndicatesa finegative co-existence
of threesystemsof transparencyppacity and reflectivenessThis multiple meaningof
At r ans gemorsmatethedextualityof the glassmaterial.

The analysisof thed e s i fgrmadist transparencyinally leadsus backto the
formalistandstylistic debateof the GrandLouvre. Jencksclaimsthe pyramidindicates
inconsistencybetweenits form andfunction: the only functional spaceis the entrance,
while theentireupperpartof thepyramidis decorativeandnon-functional.Indeed while

Pei claims his intention was to build a transparentand invisible structure, the
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reflectivenessandvaguenessf the GlassPyramidturnsits role into thatof a decaative

landmark Rustowalsopointsoutthe contradictionof theP y r a nentrgdiesign:

élt is tempting to imagine the pyramid hermeticall
sides by reflecting pools, enclosing a great void without belvedere, entry, es;alato

stairs and lifts, without a centreolumn awaiting a sculptudetempting to imagine it,

in other words, usel ess, unencumbered by alll t ha
paradoxically, ifthere is one part of the design which most thoroughly subverts its

formal and symbolic intentions, it is the entry its&if.

The actual function of the enty, althoughinviting visitors to walk into the
structure is neverthelesgnconsistentith this claimedsenseof voidnessof the Glass
Pyramid.?° Pei claims the Pyramid s fitransparent and fineutralo and should be an
flunornamentedistructure Now, in turn, it hasbecomean ornamentatiorcontradictory

to his statementln this way, the structureof the pyramidis ascontradictoryandunfixed

asthat of Pei$ architecturalidentity. This presenceof the GlassPyramid, ultimately

servesfor anautonomousenseof presentnessf P e isdheame.

89 Rustowfurther explainsthe problemof the entry, with a referenceo Peithatthe form of the entryis
decidedfrom fi t leastbadof severabada | t e r nRegardiessfthe @designof theentry,its opening
on the facadeof the Pyramidhasinterferedwith the formal integrity of the Pyramiditself. Rustow,ii T h e
ExpansioroftheLouvr e. 0

90 ThisnevertheleseecallsE i s e n madimgdfsheglassasa materialof absencendrepresenthesense
of the void. As one entersthe GlassPyramid, the in-betweenstatusof absace/presencef the glass
structurehasalsobeeninterrupted Eisenmanfi AReplytoJacqueP er r ii5d a, o
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place and purpose



Chapter 5 The Museum of Islamic Art:
constructing an Islamic identity through a

language of hybridity

The three of P e i museum projects discussedso far have revealed the
manifestationof the plural identitiesof Pei and a dynamicrelationshipbetweenP e i 6 s
modern structuresand the representatiorof nationalidentity. On the one hard, the
perceptionand receptionof Peb architecturalidentity is closelyrelatedto the role of
architecture in represenig national identity in the state. In this process,the
representationf a nationalidentity is shownasanengagemenwith historyandthe past
traditions or local characteristicsthrough the instrument of modern structure and
materials,in which the transparencyf the glassparticularlyplayeda significantrole in
narrowing the distancebetweenP e i nbderndesignand the historical architectural
setting On the other hand,the museum functioning as a systemof architecturealso
developsits meaningsin the changingcontextsof the languageof architecture.The
architecturalanguageasaconstitutingpartof the systemof archtecture comprisedoth
the commentaryfrom the public critics and architecturalhistoriansthat consides the
culturalandpolitical meaningf the museumin society,andthe talking by Peiasthe

dominantform of materialsin the presentavailablesour@son the interpretationof his



projects.The architecturaldrawings,meanwhile,also function as an essentiaform of
architecturalanguagewnhich helps developthe meaningsof architecture Reflectingon
the plural manifestationof Pe i idesntity, discusionsalso concernissuessuchas his
hybrid culturalidentity, therepresentationf Chinesecharacteristicandthevocabulary
of architecturaimodernityand monumentality Thesequestionhelp deeperthe reading
of the socialandculturd role of themussumasa building type

To concludeon the different aspectsaddressedn the previouscasestudiesof
P e ipibject, Partlll will conducta brief analysisof Pe i i@ast recentproject, the
Museumof IslamicArt (MIA) in Doha(200Q 8) (Figure73). Locatedin Qatar,the MIA
reflects an expansionof P e i nduseum activities to the Middle East, both in a
geographicahndcultural senseMeanwhile,it alsomarksareturnof P e ia@hstectural
practicefrom Europeto Asia, yet thisimageof the Orientseemgo bein parallelto P e i
conceptionof EastAsianculture,asdiscussedn Chapterl. In the contextof the Muslim
world wherethe developmentof selfidentity and regional characteristicof Islamic
architectureremaired essentihissuesin the late twentiethcentury,P e ipijsctraises
guestiongegardinghow the projecthasrespondedo the cultural environmentin Doha
and helped contributeto the representationof Islamic identity.! An overview of the

project helps summarisethe different aspectadiscussedy the thesis In doing so, my

! Thedevelopmenobf regionalcharacteristicandthepositionof Islamicarchitecturavereamonghetopics
of discussionin the 1995 Aga Khan Award for Architecture.Previously,in 1980,0nequestionraisedon
Islamic architecturewasthe representatiomf cultural symbolsin Islamic architectureThe calls for the
searchfor a regionallanguagein the Islamic world canbe seenfrom JonathanG Katz, Architectureas
Symboland Selfldentity (PhiladelphiaSmith-EdwardsDunlap; The Aga Khan Awards,1980).

(@)}
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discussiomwill alsoconsidetheimpactof P e ipracsiceontheunderstandingf museum
architecture.

The examination of the MIA also follows the themes of national identity and
language. Inthe first part, the chapter examines the architecture in its determined
architectural context, relating to the way in which Pei constructs a version of Islamic
identity. However,unlike projects discussed in the previous chapters, which point to
specific architectural representationsf nationalism accompanied by government
sponsorship, the MIAconveys a versiowf identity which can be more specifically
considered a mixed conception of Islamic characteridticgeover, the buildingrom
which Pei developeé his inspiration for the scheme also resdaiw hisproject might
contribute to the image of Qatar as a unifying state tifial supremacy in terms of
political positions, incorporating the cultural images of Arab states andSliam c e Pei 6 s
version @ the representatioaf Islamic identity in Doha to some extent corresponds to
the image of Qatar as an international city sponsored by the government, it reflects the
urban and cultural purposes of constructing s e u m. From a cul tur al per
employment of his geometridrategy also articulates a blurredundarybetween the
East and the West.

In the second part, the chapter evaluates the potential to read the language of the
architecture through a forrist language of the building. Awill be discussed, the
chapter consids a language of hybrid cultunalentities particularly linkingthe project

with Peibds design of t he Satthdhsame tiMeilsueum i n Ch
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completed two years previous to the MIFhe perceivedconnectionbetween the two
projectsopens upthe possibility of readinghe architecture not necessartgnfined to

its givenarchitectural setting) as a way to further explore the meaning of the architecture

as an autonomous systavhich the thesis demonstrated thgbuthe Grand Louvre. The

MIA, presented both as a speciicheme in the Islamic conteattd an architecture of
autonomy that contains its own meanings, suggests its complexity in termsudtuital
representationand structural analysis. These aspeats f e c t the percep
international identityasa developing entity, contairgnthe problematics relating the
characteristics omuseumarchitecture, which are resolvable to somesityet cannot

be neutralised.

5.1 The Museum of Islamic Art

As with the DHM andthe Louvre,theMIA wasadirectcommissiorto Peiby the
governmenbf Qatar.lt functionsto correspondo a conceptof Islamicmuseumnmbothin
political andculturalterms? Theplanto construcemuseunof Islamicart wassponsored
by the Stateof Qatar,theinitiative beingto establisra newmuseumandresearcttentre
to promoteeducatiorandresearcton Islamicart2 The constructiorsite wasdetermined
as Al Corniche Streetin Doha, facing the PersianGulf, an areaalready relatively

developedn termsof cultural andtouristic projectsand also consideredo beD o h a 6 s

2 MariamIbrahimAl-Mulla, i Mu s enuQatar:CreatingNarrativesof History, Economicsand Cultural
CoOp e r a(fThHeOniversityof Leeds,2013),199.
5A 1 nt er @ompetitionfoathe Museumof IslamicArts Doha,Q a t Medinal 998.
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cultural centre? Following an internationalcompetitionfor the MIA, the designby the
Jordanianarchitect RasemBadran was selectedas the winner.®> However,Ba dr an 6 s
winning designwasnot executed. TheprojectreachedPeivia Luis Monreal,thegeneral
managenf the Aga Khan Trust for Culture,which wasfollowed by the permissionof

His Highnesghe Emir of Qatarfor the constructionThedecisionto give thecommisson

to Peimighthavereflectedtheg o v e r nasm@ration® Brandthec i tingageshrough
designsby a fistarchitect ‘OPei, ratherthan agreeingwith Al Corniche Streetas the
architectual site, proposedis museunbeconstructednanindividualisland, 60 metes

awayfrom andfacingthe mainislandof Corniche(Figure74; Figure75).2

4 Theurbanstatusof Dohacanbeseerfromthec i tsyrdingdevelopmenofits culturalareatheCorniche
wherethe MIA wasinitially plannedo bebuilt. Theareais nextto thePersiarGulf, wheremuseunprojects
havebeendevelopecthewurbanbrands AmongthesethereareFrankG e h r GudggenheimMuseumand
NormanF o s t NatiodaBMuseumin Abu Dhabi,aswell asJeanN o u v BldtiégnalMuseumin Doha.
Nicolai Ouroussofffi B u i IMdseumgand a FreshArab| d e n Blueprintsfor the Mideast: A New
Silk Road The New York Times, November 26, 2010, accessed August 10, 2017,
http://www.nytimes.com/2010/11/27/arts/design/27museums.html?mcubz=0.

5B a d r desighfecusesonthearchitecturatepresentationsffi t r afthetsaditionalcity of D o h layo
using the patternsof tawaf, an Islamic ritual during Hajj and Umrah, to proceedaroundthe Kaabain a
counterclockwisedirection seventimes, and other geometricpatternsof Islamic charactestics. Badran
developsthe layout of the plan in the transformationof a matrix, following his conceptionof a
i me t a p hoydsriofahe architecture JamesSteeleand RasemBadran, The Architectureof Rasem
Badran: Narrativeson Peopleand Place(London: Thames& Hudson,2005),123 48.

6 PaulGoldbergerconsideronepossiblereasorthatB a d r desighwasnot permittedwasthatBadran,
i d e shis didtirguishedeputationwithin theregion,did not havethe degreeof internationalstaturethe
nations o u gRatlGofdbergerfi | s | Arahitecture,Modernism,andl. M. Pei: The Challengeof the
Museumof Islamic A r tin,Hamadbin Khalifa Symposiunon Islamic Art (The Museumof Islamic Art,
Doha,Qatar:Hamadbin Khalifa Symposiurmon Islamic Art, 2011).

7 Al-Mulla observeghat Peiwasalmostusedasa brandby the Qatargovernmento promotetheirimage
of the museumBY thetime of the openingof the MIA, P e inénwehasbeenrepeatediyadvertisedlt is
reasonabldghat Pei, alreadya well-renownedPritzker Prizewinning architect,then embodieda strong
Westernidentity for the commissionAl-Mulla, i Mu s éenQma t 496,8.0

8 Pei consideredan independentonstuction site guaranteedhe museumwould not be blocked by the
skyscrapersand other new buildings developedon Al Corniche,which were also a reflection of the
internationalimageof Doha.While in the DHM, P e idésignof the extensiorstructureis hiddenbehind
themainstreetof UnterdenLinden,theMIA sugyestsanincreasingautonomyfor Peito depicthis personal
identity in the architectureThe projectneverthelesbelpsform the art collectionof the Gulf Emiratesas
in the similar caseof the MUDAM andMiho Museum.JodidioandStrong,l. M. Pei, 328 9.
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In the MIA, Pei provides an interpretation of Islamic features different from that
of Badr ands drangdvajops. a system of matridegough transforming
patterns oftawaf Pei takes the mosque of Ibn Tulun as the prototype to construct his
conception of Islamic essence. A further reading of the MIA will firstly reveal one
problem concerning theepresenti#on o f identity: w hAmeriecams Pe
identity and modenist background already suggest a distance frapegific Islamic
identity, his Aimodernisto design present
characteristics featuring modernaynd cultural hybridity. AMullac onsi der s t ha
version of a collective concept of Islamic identitgtter servethe political intention of
the government to establish Qataros i nt e
Islamic elemats, ratler than emphasising historicalvocabularyof Qatari culture and
traditions?

At first glance thesculpturalform with evidenceof ornament®nthearchitecture
suggestastrongpostmoderivocabularywhich seemgo bedifferentfrom P e iprévsous
pro-modernistdesigngthe mostdistinctiveprojectdiscussedn thethesisis the Museum
for Chinese Art). However, the MIA neverthelessdisplays some pro-Islamic
characterists (Figure 76). The pedestriaraccesso the museumfrom the side of Al
Cornicheis realisedthroughthe pathof a stairwaterfeature,on both sidesof which the
cascadas accompaniedy aline of palmtrees.The endof the pathis metby a water

fountain. This employmentof water elementsassimilateshe effea of the front of a

9Al-Mulla, i Mu s énQra t d499,2@0.Ouroussoffi Bu i IMdiise@ ms . 0
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Persiangarden,asfor instancerepresentedby Taj Mahal andthe ChaharBagh®In a
political sensethis referenceo the Persiangardenmight haveincorporatedhe Islamic
identity of the Persianworld. The front view is dominatedby the principal building,
which is the museumpart of the MIA. The educationakentre,placedin a box-shaped
building, is situatedright of the main building of MIA. Correspondingo the education
centreis a pair of tall lanternson the westof the complex marking the entrancefor
visitors by boat, the forms of which also suggesia resemblancéo minaretsin Islamic
architecture.

The centralstructurepresentsa sculpturalform that changests movementrom
the groundlevel to the top, crownedby a high tower shapedas a rotatedcube, yet the
monolithic presenceof the exterior also makesthe internal structuremysteriousto the
viewer.Theunfoldingof geometricaformsfrom octagorno cubehelps createalanguage
of symmetryon the front andbackfacade of the structure The entranceas markedby a
portico,in theframeof aroundarchreminiscenpf amihrab (a shallownichein thewall
of a mosquewhich pointsto the direction of Mecca,the gibla).!* The dynamicsof the

structureare balancedby the less-ornamentedcreamcolouredsurfacein limestone*?

10 For the useof waterasan essentiaklementin a Persiangardenis a sacredsymbolismof the sourceof
life for the plant of the gardenandthe architectureseeAbdul RehmarandShama Anbrine,A U n and y
Diversity of Mughal GardenE x p e r i | MiddeEastGardenTraditions: Unity and Diversity, ed.
MichaelConanandDumbartorOaks(WashingtorD.C.: DumbartorOaksResearchibrary andCollection
and SpacemakePress 2007). Mehdi Khansari,M. RezaMoghtader,and Minouch Yavari, The Persian
Garden:Echoesf Paradise(WashingotrD.C: MagePublishers1998).

11 Robert Hillenbrand, Islamic Architecture: Form, Function and Meaning (Edinburgh: Edinburgh
UniversityPress1988),599.AndrewPetersemictionary of IslamicArchitecture(LondonandNew York:
Routledge,1996),186 87.

24 A tconic Building on the DohaWa t e r f TheoMudeuniof Islamic Art, accesseduly 24 2017,
http://www.mia.org.qa/en/about/theuseurdbuilding.
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The mostconspicuou®rnamenbon the architecturds the useof semicirculararchesas
the form of windowsandopeningson the groundlevel of the exterior,andparticularly
onthebridgestructureconneting the educationatentrewith the mainmuseum.
Peihasexplainedhow his designfor the MIA wasinspiredby the mosqueof Ibn
Tulun (876 79) in Cairo, insteadof other sourcessuch as the MosqueCathedralof
Cordobaandthefortressof the MonastirRibat!® More specifically,thefinal form of the
architecturedemonstratean inspirationfrom the ablutionfountain (sabil) of Ibn Tulun
(Figure78). As Peiexplained the mainreasorfor usinglbn Tulun asthesourceto create
his conceptionof the essenceof Islamic architecturewas its potentialto link to his
approachto geometry,as distinguishedfrom the ornamentedcharacteristicsof the

Cordoba:

The small ablutions fountain surrounded by double arcades an dhttes, a slightly

later addition to the architecture, is an almost Culeigpres®on of geometric
progression from the octagon to the square an
architecture comes to life in the sun, with its shadows and shadeof. | had at last

found what | came to consider to be the very essence of Islamic architecture in the

middle of the mosque of Ibn Tuldf.

Although Pei haseffectively establishedh connecdion betweenhis building and
thefi e s s & Islamécarchitectue, thisreadinghasneverthelesgnposeda modernist
understandingn the historicalidentity of Islamic architecture particularly Ibn Tulun.
This privileged position as a modernistis to some extent reminiscentof Gr o pi us 0 s

definition of the essentialelementsof Chinesearchitecturd the wall and the small

13 JodidioandStrong,|. M. Pei, 328 30.
14 1bid., 330.
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gardenpatio® in P e igiduatedesignof the Museumfor ChineseArt in Shanghat®
Although Peishowed his reverencdor history andthelocd identity of the mosquehe
neverthelessavoided the depidion of ornamentsand use of decorative (and non
geometric)forms, in a mannersimilar to Hitchcock and Gr o p ireadinsof the
characteristicsof historical monumentsthat kept a distancefrom the emphasison

traditionalelementsanduseof preciousmatrials?®

5.2 Architecture and identity in the context of Islamic

architecture

Whereas Pei suggests this formal inspiration from Ibn Tulun, the mosque contains an
architectural context that Pei &'Buidogsi gn has
Ahmad ibn Tulin in the late ninth century, the mosque is known for its significance as a

cultural heritageand the building aesthetieseof a simple architectural plafiRichard

Yeomans considers |Ibn Tulun to be Ayhe | arges

and monumental simplicity, the finest E g y p°fThe dnosque remaina legacy of

5[ Mu s douChineseA r t52.0

% paulsonetal.,fi | SearclofaNewMo nument al i ty. 0

17 Among the secondarysourceson Ibn Tulun, K.A.C Creswellhas provided the most comprehensive
documentarie®n the mosque.For a brief introduction of the mosqueseeKeppel Archibald Cameron
Creswell,A Short Accountof Early Muslim Architecture(HarmondsworthPenguinBooks, 1958),301
17. Tarek Swelim, Ibn Tulun: His Lost City and Great Mosque(Cairo and New York: The American
Universityin CairoPress2015).

18 Creswell A ShortAccountof Early Muslim Architecture 305.

2 RichardYeomansTheArt and Architectureof Islamic Cairo (Lebanon:GarnetPublishing,2006),32.
For anintroductionto the mosqueof Ibn Tulun, alsoseeDoris BehrensAbouseif,Islamic Architecturein
Cairo: An Introduction(Cairo: The AmericanUniversityin CairoPress1989),51i 7.
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Abhmadbn Tul unds ur ban ,plQarn @twd hle u, Wddydtanon e w
8702° Appointed the governor of Egypt undbe dyrasty of Tulunids (86805) in868,
Ibn Tulun was trained in Samarra, north of Baghdad, the capital of the Abbasid Caliphate
andfamous obr the substantial constructiaif luxury palaces! Largely following the
Samarran style, his architectural initiagvecluded a palace complex with affilated
hippodrome (The Palace of-llaydan), a mosque, a garrison, a hospital, along with
markets and babiouses connected by the Great Aqueduct of Ba$a#is.one of the
essential projects, the mosque of Ibn Tulun, built at the centre@bal t addm the( a
hill of Jabal Yaskur), also folloed the Samarran style in terms of structure, form and
decoration (withthe influence of Mesopotamian elements), amasthus distinct from
the local features in Cairo mosqufés.

Thepresenform of themosquéehasincorporatedwo historicalidentitiesrelevant
here The overall structure form anddecorationsurvivesfrom Ibn Tulun period,while
the existingfountain (Fisqiya), which P e idésgnof the MIA wasinspiredby, wasa

restoredwork by Sultan al-Ashraf Kahlil in 1297, replacingthe original Fawwara

20 Creswell,A ShortAccountof Early Muslim Architecturg 301.

2! RichardYeomansgpointsoutthatlon T u | uSandagrarbackgrounds essentiato the understandingf
thearchitecturatontextof the mosqueYeomansTheArt and Architectureof Islamic Cairo, 28i 31.
22’Yeomansnotes,althoughonly the mosqueand the aqueductsurviveduntil today, descriptionson Ibn
Tul uwaniKsh u ma r a layouy df thespalacesuggesthe architecturalcomplexwaslargely built in
the Samarrarstyle. Ibid., 29. PetersenDictionary of Islamic Architecture, 113. Andre Raymond,Cairo,
trans.Willard Wood (Cambridge MA: HarvardUniversity Press)26i 7.

23 André Raymondsuggestghe mosquesignifiesthe eastboundaryof Ibn T u | unawicity. Raymond,
Cairo, 261 7. BehrensAbouseif,Islamic Architecturein Cairo, 52.
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(fountain)built in 37624 Locatedatthe centreof the sahn theFisgiya (ablutionfountain)
immediately attractsthe a u d i e attenBod@.# is built on a (Wijdan Ali suggests
i n e a squaydiadg12.75x 14.1m),which supportsaanoctagonatransitionalstructure
andis coveredby a high drum dome?® As Swelim noted, the internal structureof the
Fisgiyarevealsthat the octagonakransitionsfunction to accommodatéhe basinof the
fountain, and that the dome is supportedby a multiple-layered complexof squinches
(Figure79; Figure80).26 Thestructurefeatureointedarchesacrossts threelevels, from
the exteriorto the interior. An examinationof the connectionof the Fisgiya with the
overall structureof the mosquewill affectthereadng of P e idésignof the MIA.

The mosques built in redbrick appliedwith carvedstucco,exceptfor its spiral
minaretwhich is built in stone?’ It consistsof a sahn(squarecourtyard)at its centre,
surroundedy arcade®nits four sides(riwaq) (Figure81). Thearchitecturabktructures
particularlyknownfor the usingof brick piersinsteadof columnsto form arcaas,alsoa
characterigt of Samarrararchitecturewith two pairsof pilastersbeingcarvedon the
comerof eachrectangulapier asformativecolumns?® Onthethreesidesof riwag, there

aretwo rows of piers,andon the southside wherethe gibla riwaq is (the direction of

24 Swelim,Ibn Tulun, 67 88. BehrensAbouseif,Islamic Architecturein Cairo, 53. RichardYeomansThe
Storyof IslamicArchitecture ed.Provenancénstituteof AdvancedArchitecturalStudies,1sted.(Reading:
GarnetPublishing,1999),65. Swelim, Ibn Tulun, 169 73.

2SWijdan Ali, TheArab Contributionto Islamic Art: From the Seventtio the FifteenthCenturies(Cairo:
American Universityin Cairo Press;1999),62.

26 Swelim,Ibn Tulun, 68i 9, 78.

2" The spiralform of the minaretis alsoa reflectionof the Samarrarstyle of Ibn Tulun. Oleg Grabar,The
Formationof Islamic Art (New HavenandLondon:Yale University Press1973),119.

28 YeomansTheStoryof Islamic Architecture 65.



prayersfacing Mecca),therearefive rows?2° On the otherthreeminor sides,the walls
enclosdahestructureto createhe spaceof aziyada which functionsasatransitionalarea
in-betweerthesacredspacef themosqueandtheeverydayworld outside® Themosque
alsoprovidedthe earliestexampleof adoptingpointedhorsesho@archeshroughoutthe
building, from the sabil to the sahn employedboth asfunctionalaccessanddecorating
windows?! On the north sideof ziyadastandsthe minaretof spiral stars, connectingo
the roof of the mosquethrougha bridge with a horseshoearch opening® It remains
guestionablewhether the architecturalform of the minaret has gone through any
alterationsputthatis notthe concerrof the chapter:®

Whatwasnot mentonedin P e irefesenceo Ibn Tulun is thatthe mosques a
remarkableexampleof early Islamic ornament.elaboratelydevelopednot only in the
interior of the mosque,but also on the structureof the architecture,as Owen Jones
discussesn the secton on Arabianornaments* Creswellnotedthe detaileddecoration
throughouthearchitecturefrom thesurfaceof sahnto thewalls surroundinghe mosque

(Figure 82). For instance,looking at the riwag, the spandrelshetweenthe archesare

22 Thegibla wall wasoriginally linked to the sanctuaryof the palace(dar al-imara),wherelbn Tulun can
enterto reachthep r a ynichedt $s alsothe placethatcontainsthe two pairsof Byzantinestyle marble
columnsdistinguishedrom the brick constructionof the restof the mosque BehrensAbouseif, Islamic
Architecturein Cairo, 52i 3.

30 Keith Payne,i T hMosgeueof Ibn Tulun, Em Ho t eJune 25, 2009, accessedluly 28, 2017,
http://emhotep.net/2009/083/locations/loweregypt/themosqueof-ibn-tulun/.

31 The archedwindows function not only to provide naturallight, but also help reducethe weight of the
building supportedy thearchesonthe groundof the structure BehrensAbouseif,Islamic Architecturein
Cairo, 54.

82 Swelim, Ibn Tulun, 70.

33 Creswell, A ShortAccountof Early Muslim Architecture 314 5.

34 OwenJones;TheGrammarof OrnamentLondon: Day and SonLimited, 1856),55i 61.
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decoratedvith miniaturesof pointedarcheswith colonnetteswhich aresurroundedy a
variety of rosettepatternedblind windows. The windows throughoutthe mosqueare
framedin the form of anarchwith wired patterns Amongthese asCreswellidentifies,
four window grills resemblethe marbledgrill patternsat Damascus?® The theme of
rosettepatternsis continuedon top of the sahn which is framedby hexagonframes
decoratedvith floral patterns.The patternsalternateon the wall, weavinginto a frieze.
As Doris Behrenspoints out, the opertbrickwork crenellationon top of the ziyadaand
outerwalls arerecognisedasspecific Samarrastuccomotifs usedasdecoration®n the
walls of the mosque®® The crenellationis crownedby a frieze of circles embeddedn
recessedsquaregFigure79).

The Fisgiya asa restoredwork, is not consistentith the decoratingsystemof
the restof the mosque’’ The archeson the structurepresenta transition of style that
develos from four horseshoarcheson the groundto four tripartite archesat the middle
of thebuilding, intersectedvith triangulararchesThe pointedarchesonthegroundfloor
areframedby red-andwhite stripeddecoration The upperroundarchpresenbandsare
inscribed with Koranic texts to indicate the purposeof ablution.®® From a visual
perspectivethe simplified form of Fisqiya with pointedarchesasbothfunctioningand

decoratingelementshascorrespondedell to thearchitecturef themosque®® However,

35 Creswell, A ShortAccountof Early Muslim Architecture 313.

36 BehrensAbouseif,Islamic Architecturein Cairo, 53.

37 AlthoughYeomangointsout thatthe fountainhassuccessfullycontributedo thearchitecturalanguage
of Ibn Tulun. Yeomans;The Storyof Islamic Architecture 67.

38 BehrensAbouseif,Islamic Architecturein Cairo, 53.

39 Swelim, Ibn Tulun, 173.



thefactthatit is arestoredwvork makesthe structurelesssignificantthanstudiesof the
restof the mosquen termsof the constructiorandornament?®

Comparedto Ibn Tulun, it can be seenthat P e i désggn might have drawn
inspirationsfrom certainarchitecturalelementsfrom L a j ifonndas and the Tulunid
Sahn Forinstancethemiddle partof the principalbuilding is decoratedvith triangular
headedpeningswhich correspondo thetriangulararcheson the fountainof Ibn Tulun,
while therecessedquareopeningsaroundtheroundarchedvindowsontheexternalall
of the educatiorcentrearereminiscenf thedecoratingrieze aroundthe outer walls of
Ibn Tulun (Figure76; Figure78). Not only do thewindowsform the effectof arcade®n
the wall of the inner courtyard and the exterior of the educationcentreremind the
audienceof the arcadediwaq of Ibn Tulun, theyalsohelpto createa visual effectasif
thereis a sahnenclosedy the arcaades A closerview at the facadeof the building also
revealshow the exterioris clad with different forms of bricks (Figure 77). The square
bricks runningbeneaththetop marginof the structureform a frieze, which nevertheles
resemble theline of recessedquareon the outerwall of Ibn Tulun. However,onebig
differenceis P e ie@poymenibf semicirculararchegso form windowsthroughoutthe
structure, these being fundamentallydifferent from the distinctive characterist of
horseshoarchesusedin Ibn Tulun. FurthermoregventhoughPeisuggest$is response
to thelslamicessencés realisedthroughthelink with Ibn T u | Uauriiagn,thefountain

itself was a restoredwork which makesP e irafesenceao historicalelementsevenless

40 Creswelldirectly leavesthe Fisgiyaout of thediscussiorin his examinatiorof the mosque Creswell A
ShortAccountof Early Muslim Architecture, 314.
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direcly to any specific Qatari identity. Oleg Grabar has warned of the risk in

contemporarylslamic architecturalpracticeof seekingto extractany definite Islamic
cultural essencenerelyon the basisof personalexperienceasit necesarily leadsto a
partial understandingdf symbolismin Islamic architectureand thus, an incomplete
representationof Islamic identity.*! In this concern,taking the almost historically
marginalisedthoughvisually consistent Fisgiya asthe main sourcefor his design,Pei
might havealso distancedhimself from recognisingthe symbolismof the architectural
formsin the specificcontextof lbn Tulun.

DespiteP e istatedhistoricalreferencef hisdesigntheextentto whichtheMIA
canbecorsideredo haverepresentetslamicidentity derivedfrom thesymbolismof Ibn
Tulunis alsoproblematidor theaudienceDr M. Salim Ferwatiobservedafterasurvey
of 83 visitors (of whom 30% were Qatari)to seetheir impressionf the design that
although almost all were attractedby the geometricform of the building, two thirds
suggestedhat their first impressionwas merely of a museumwhich could hardly be
linked to Ibn Tulun.#? In Orientalism SaidcriticisedhowN a p o | ievasiofo$ Egypt
in 1798formed aprototypeof theWesterrw o r lumbdérsgtandingf theOrient,especially
the image of Egypt, which therefore largely reflects the authorial power of the

Europeand®Thisfi mi s a | i bgptweerd re tic@neeptionof the Islamic essencend

4 OlegGrabar,i S ypotsandSignsin IslamicAr ¢ h i t & Arthitecterearid CommunityBuildingin
thelslamicWorld Today ed.RenataHolod andDarl Rastorfer(New York: Aperture,1983).

42 M. SalimFerwati,i T hvieseumof Islamic Art: Form, PerceptiorandEnvirorme n Thelaternatinal
Journalof the InclusiveMuseun®, no. 1 (2013).

43 Said,Orientalism
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thev i s ireésponsgsdeverthelesareflectionof theWesterrmo d e r perspgettised
more specifically seenfrom P e i einploymentof geometry as the orientation of
archtecturalformsanddecoration.

However,FerwaticonsidersP e idésgnto havedemonstrate@dn architectural
representatiorof Islamic identity through his constructingstrategyas well as the
employmentof certain architecturalelements?** This presenceof Islamic identity,
althoughnot asspecificreferenceso Ibn Tulun, is realisedhrougharticuating elements
which correspondto sharedcharactestics in Islamic architecture®® For instance,in
termsof the architecturalplan, FerwaticomparesP e ioétagonbasedstructureto the
octagonalform of the Dome of Rock (albeit the MIA doesnot really presenta strict
octagonalbase,which more resemblesa squarethat has four missing squaes on its
cornersseenfrom anaerid view of thearchitectureFigure75).4¢ Ferwatifurther points
out six referencesn the designelemerts of the MIA: the watercanalandfountain,the
domeandthe coffereddomeon the ceiling, the colossalglassskylight in the form of a
mihrah, the semicircular archesusedto decoratehe window openingsthroughoutthe

architecturethe patterndecorating the atrium of the museumandthe patternof ablaq

44 Ferwati,i T Measeumof IslamicAr t . o

45 Ferwaticonsiderghat Islamic communitiessharea systemof culture, belief andtraditionalcharactes;

reflecting on art and architecture they are representedy sharedarchitecturalfeatureswhich reflect a
commonlislamic Arab identity. Ibid.

46 TheresaGrupicoconsiderghe adoptionof anoctagonaplanhasanorigin in theearly Christiancontext.
Theform mostlyappearsn sacredstructureandmausoleum Islamicarchitecturecorrespondingo the
Islamicfi ¢ o naf ga@adise® expresed aseightgardenswith eightd o o TheresaGrupico,ii T Deme
in ChristianandlslamicSacredA r ¢ h i t EocumeniPubljc Bolicy Online2011,no.3(2011):9. Samer
Akkach, Cosmologyand Architecturein Premodernislam: An Architectural Readingof Mystical Ideas
(New York: StateUniversityof New York Press2005),131.



26z

decoratinghe architecturafacadeof the MIA. 4’ Overall, FerwaticonsiderghatPeihas
considered the aspects of A mo v e m&mnhefry, rhythm, centralisation and
t r ansf owhth efiedively represent Islamic traditions in a contemporary
building. 8 However, these elementsneverthelessoscillate in their roles between
modernistforms and ornamentghat resembleslamic characteristicskor instance the
giantmihrab which Ferwatipointsoutis reminscentof P e ief@oymentof the glass
tower in the DHM that presentsitself as a modernist statemeh (Figure 83). The
ifcent r adndfstart d moanfoof tkeartchitectoralforms also assimilatesthe
unfolding of triangularformsin P e iGdaadLouvre. Other elementsnot discussedy
Ferwatiincludehowtheinnercourtyardof theMIA & which canalsorelateto thedesign
of the Persiargardenandthe waterelementin Islamicarchitecturé in effectmakes the
form of thearchite¢uresimilarin styleto the courtyardof the Louvre.In thisregard the
readingof the architecturaforms of the MIA alsoalternategheinterpretationdetween
modernismandpostmodernisnasthefi s o | u®i on's

The most essentialornamentPei employedin the MIA further indicatesthe
oscillatingrole of the elemensg betweenlslamic identity andthatof P e iséfsdentity.
As Peisuggestgheinternalstructureof thedomeis hisresponseo thedecorativenature

of Islamic architecture(Figure 84).>° Thefi g e o mma tr ruitfdd3 i f r arate, to

4T Ferwati,i T Measeumof IslamicAr t . o

8 |bid.

49 Charleslencksfi T fTlird Way: BetweerFundamentalisrandWe s t e r n in ArehitectureBeyand
Architecture ed.CynthiaDavidsonandIsmail Serageldin(London: AcademyEditions).

50 JodidioandStrong,l. M. Pei, 332.
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octagonto squareandfinally to four triangularflapsthatanglebackat differentheights
tobecomehea t r i columihis u p p & inthiswagy,theornamenbecomesntegrated
into the structureof the design.Thetriangularflaps alsorecallthe squinchesupporting
the domeat Ibn Tulun. YahyaAbdullah and MohamedEmbi further point out that Ibn
Tulun markstheintroductionof geometricapatterngo Islamic architecturewhich can
be distinguishedrom the depicion of floral patternssincethe Umayyaddynasty(660
750)22 In this regard the useof geometricabstractiorcanto someextentcorrespondo
the contextof Ibn Tulun, althoughit remainsquestionabld¢o what extentgeomery is
usedasaneffectiveinstrumento bring outthelslamicidentity of themuseumHowever,
the unfolding of geometricformsin the schemealsosuggestsnterrelationsbetweerthe
representatiorof Islamic identity and the active involvementof architecturalforms. It
thusopensup the possibility of evaluatingthe meaningof geometricaforms morethan
their signified useasornamentln otherwords,the building alsosuggestan alternative

interpretatiorconsideringhow the architecturefunctionsasalanguage.

53 Architecture and | anguage:

Ni deal 0 mMuseum

In the examinationof the Grand Louvre, the thesis has consideredhow the

architecturabliagramssuggest destabilisedut activelanguageof spatialrelations.The

51 bid.
52'YahyaAbdullahandMohamedRashidBin Embi,fi E v o | af Islamic@eometricP a t t é&nomiers, ¢
of ArchitecturalResearct2, no.2 (2013).
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architectural drawings presenta developmentof the architectureas a processof
différance indicatingtherole of architecturadrawingsasanactivearchitecturakystem
that unfolds the binaries of absence/presena@nd asymmetry/symmetryn terms of
architectual form andstructure On the otherhand,the useof glassasthe mainmaterial
for the pyramidindicateshedislocationof glassbetweertransparencgndopacity,both
in termsof spatialrelationsandits materialeffect. Thepresencef theform of theLouvre
Pyramidthussuggestsnoreastatusofi p r e s ein P & idésigniatenions.In terms
of the MIA, it is the form of the external structure that displays an alternative
interpretationof identity beyondthe contextof Islamic culture® The building thus
conveys the presenceof P e i abckitectural conceptsoscillating between different
projects.

Themainbuilding of the MIA denoteshow the architecturaformsdevelopfrom
thelower to the upperpartof the structure The structurepresentsa hexagonbasethatis
graduallytransformednto a cross.The crossis thenrecessedo a squarecrownedby a
rotatedcube.This processof transbrming the geometricforms alsoallowedPeito add
the elementof trianglesinto the building, a form which can be morerelatedto P e i
architetural signaturepresentedn previousworks, most distinctively displayedthe
GrandLouvre (Figure85).

Theexternalform invitesareadingof newspatialrelationsfrom thearchitectural

facadewhich correspondo theideaof phenomenaransparencyasdiscussedh Chapter

538 Another reasonto focus on the architecturalforms is thet h e slimiged resourcesas concernsthe
architecturaldrawingsof the MIA.
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5. This layer of formal compositionprovidesa visual connectionto the form of the
SuzhouMuseum (2000 6) (Figure 87). Seenfrom the top of the structue, the MIA
presentsan approachof developingcombiningandrotatingthe geometricforms which
Peiemployedin the designof the upperpart of the SuzhouMuseum(Figure86).>* Two
architectsWahyuPratomaandKris Provoosthavealsopointedouthowthearchitectural
plansof the two schemeslenotea similar visual languageof unfolding forms from a
centralrotatedsquargFigure88). In theircomparisorof architecturaformsbetweerthe
MIA andthe Suzlou Museum,they considerthat althoughthe MIA is muchlargerin
scale, it demonstratesnany similarities with the SuzhouMuseumin terms of the
architecturaplan>® Developingfrom this centralform, theMIA presentsimorecompact
layoutof architecturablesignwhile the SuzhouMuseumprovidesa scattereghlanof the
structuresurroundedby theponds.Thetwo differentplansin someway demonstrat@ow
theultimateform of theMIA, conceivedo bearepresentatiorf Islamicculturalidentity,
isthusaproductofthefi p r e s eaf P & idésignconceptsyhich mightdevelopinto
otherformsof architecturaidertity suchasthe SuzhouMuseum.
Another occasion that demonstreed the it r an s f off Ridiidesgn y O

conceptionss theinsertionof the pavilion in the courtyardof the MIA, usedto markthe

transition betweenthe main museumgallery and the sectionof the educationcentre

54 peihasalsoacknowledgedhesimilarity of thearchitecturaformsbetweerthe SuzhouMuseumandthe
MIA. JodidioandStrong,l. M. Pei, 317.

% WahyuPratomoandKris Provoosti WhiyM. P e iMaissumof Islamic Art Is the PerfectBuilding to
SuitD o h &6 y ArehDaly, 2017,accesseduly 22,2017,http://www.archdaily.com/867307/wkiyn-
peismuseurrof-islamic-art-is-the-perfectbuilding-to-suit-dohasstyle.
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(Figure 89).°® The pavilion resemles the presenceof the tea housein the Suzhou
Museum(Figure87). Recallinghow Peialsoinsertedelementof the Chinesegardenin

the GrandLouvre andthe DHM, this repetitiveuseof architecturaformscanbe seenas
anassertiorof P e ia@hstecturakignature Pei suggestfiow the pitchedform andthe
volumetricstructureof the SuzhouMuseumfunctionsto echothe slopedroof of thetea
house the meaningof which hasbeendiscussedn Chapter2, thatincorporatesChinese
teaculture®’ Thus,theform in effectembodesa strongereferenceo its Chineseorigin,

ratherthanbeinganentirelyneutralelemento beemployedn P e iprdjsctsat different
locations.

The Suzhou Museum, neighbouringthe Shizilin, is specifically articulated
accordingto P e icdneeptionof Chinesetraditions>® The architecturebrings backthe
impressionof P e ifiGtsmuseumprojectin Shanghainot only doesthe layout of the
SuzhouMuseumsuggests visual resemblancéo the plan of the Museumfor Chinese
Art in 1946, butalsothedesignlogicd asPeiackrowledge$ is nottoodistantfrom that
of his graduationprojectat Harvard.In effect, a visit to the SuzhouMuseumwill also
revealhow the structuredevelogs a vision of i t gaedenof w a | threughthe high-
pitched walls surroundingthe building. The visual languageof the architecturethus

demongtatesa kind of self-identity which originated from his first museundesign.

56 JodidioandStrong,l. M. Pei, 333.
57 Ibid., 317.
58 |bid., 311.



Thevisual connectiondetweerthe MIA andthe SuzhouMuseumthusleadthe
representationof P e i sélfddentity to his earliestaspration for a modern Chinese
museumdeeplyrootedin his childhoodexperienceof the cultural essencen Suzlou.
Returningto the questionat the beginningof the chapter of the extentto whichthe MIA
hascontributedto therepresentatiorof Islamicidentity, P e ivérssonof Islamicidentity
seemdo havesuggeste@ moreinclusive conceptof the Orient. Moreover,the specific
visual referencedo Islamictraditionspoint to aninternationalimagethatembraceghe
Islamiccharacteristicecrosgshe Muslim world.

While examiningthearchitecturafrepresentatioof historicaltraditionsandlocal
characteristicsheMIA leadsthediscussiorof P e ipléral culturalidentitiesandtherole
of museumarchitectureto the context of the Islamic world. On the one hand, the
employmentof geometric forms in this schemehas help produced an effective
representatiorof Islamic identity. P e i réfeyenceto Ibn Tulun suggestsa visible
correspondenc® renderingregionalcharacteristicsgvenmoresothanthe DHM or the
Louvre. On the other, the readingof the visual languageof the MIA also brings the
discussiorbackto the Chinesecontext,asit presentsanimagethatalsocorresponds$o
the characterists of the Orient exhibited by the SuzhouMuseum.The two different
themesof Oriental charactersare presentedhrougha similar approachof employinga
modernstructuralor formal vocabulary,which thus point to an integratedimage of
constructingstyle asoneof P e iai@hstecturakignaturesAs JamesSteelehasnoticed,

the museumpeingabuilding type andinstitution of Westernorigin, playsa particularly
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significantculturalandurbanrole in the Middle East,wheretheideaof Orientalismand
definitions of the Eastandthe Westhavebeengreatlyreconsiderd.>® This connection
betweenbut alsoindependencef Easern and Wesern architecturalidentitiesperhaps

representeneof themostessentialdeasin P e iméiseumarchitecture.

59 AlthoughJamesS t e edisaussisris morespecificallyaboutRasemB a d r wimnihgdesignfor the

MIA, his emphasi®n reconsideringhe conceptof Orientalismwasof significancein understandinghe

role of museumarchitecture,especiallyin the Islamic Arab world, also correspondso thet hesi s és
discussiorof P e idésignof the MIA.



Conclusion Pei 6s museum ar chi

place and purpose

The representin of regimnal characteristigsin parallel to aninclusive
conception ofthe image of the Orient, leads mhigcussion back to the questionaéntity
and language reflecteidr om Pei 6 s mihe poininh wquid bkp ® anbake
overallis that it B important to identify how e iha presented a developingnception
of identity, following the expansion of his transnational practi¢eis thus interesting to
see how the development of hisntiey andthe sense of modernigporresponddto the
changingarchitecturakettingdor his different projectThe fourcase studies reflebbw,

i n Pei 0 ghe poncaptidn ofedensity, modernism and architectural langoage
developed into plural meaningall of which functionas part of the syste of the
architecture.

Although the four case studies related to the representation of national identity, in
parallel to a vocabulary of architectural modernism and modernity, it is necessary to note
how theconception of national identity, nationalismdatie representation of political
standpoint differed fromeachcasen t hi s process, the perce
indicated different emphasel the Museum for Chinese Art, this response to the

architectural symbolism afiational identityand regional politics was most direct and
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effective, as it was in |ine with thse Pei 6s C

experience in Suzhou. Tmeoder ni st structure also echoed wi

identity, formed through his archatural training in the US. Following the expansion of

P ed aétivity, as | consider how theansnational practices help him develop his version

of the nAi nt ¢iscoafdarmitygto thd repedentdtian of a specific cultural and

regional identy has becomenor e compl i cat ed, due to the fact

and cultural identithas also beedeveloping in this procesk thecase of the DHM, it

is possible to identify how the modernist vocabulary of the structure can help negotiate

with the complicated historpf the architectural setting. Howevérhas to be noted that

at t hi s mo fdemity hafadso degeloed ihtd one more emphasising on the

international reputation for conducting governmspbnsored projects. In otheowds,

the modernist identity reflected in the Museum for Chinese Artdkasloped into one

that acknowledged thilodernist legacyas a sense of memory Thu s , Pei 6s moder

background becomes a response to the purpose of contemporary Bediorntiigue the

past Modernist memory of the city, formulated by international architects. In this process,

P e iChirsese identitymildly acknowledged through a figurative reference to the Moon

gateinthe structure has al so become a ptomaltideity. me mory i n
In the Grand Louvre, the international identity Bki has become more

problematic. ie Modernistlegacy Pei obtained from his American training and the

Chinesddentity suggested a confrontation with the sense of natideality attacled to

the former image of the Louvre. Tpeger cept i on of Pei 6s architect L
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associated to theymlolism of political transparency. linis processit was also visible
howP e i 6 s hiashbecomaiproduct othe developing meaning die architecturé
asthe interpretatiomf identity influenced by the multiple architectural languages in the
system of architectureThe architecturallanguages, transferredofn architectural
drawings, helped further extend the meaning of architecture.
It is then necessary to consider how the changjsygays of identity and language
are refl eachieduralisategy Alieadg mentioned in the Introduction, Pei
identifiesit i me, pl ao et ande psantighaemmsstd consider, ich
are themselves fAvari ablAso fiom dpah paorsehiot e
function to correspond to the urban image in their architectural settings and to
acknowledge historical traditions through the instrument of architecture. Tdre st
political i mplications reflected from th
architectural monument in the state, ultimately connect to the representation of national
identity through structure, form and materials. The representatia@tiohal identity then
l inks to the staging of regional charact
wel | as t he tipmmeeds einnt aat ihoins toofr iical di mensi o
Thevariationof thearchitectural’ocabularyreturnsto the questiorof develging
universalarchitecturafeaturesagainstthe representatiomf regionalcharacteristicsin
1948, when Pei was still closely involved with the searchfor modernistlanguagein

Americanarchitecture this questionwas alreadynecessaryo considerin the MoMA

1 peiandBoehm,Conversationsvith I. M. Peij, 113.
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symposiunonthedebatebetweerthe InternationalStylevs AmericanBay RegionStyle.
Gropius, while criticising over the Bay Regional Style, attemptedto justify the
InternationalStyleassomethingegionalinsteadof universal:i D wereallywart atruly
universalstyleto beameetingof the OrientalandOccidental?...Tha&leaof theso-called
International Style was regional in character,developing out of the surrounding
c ondi fWhidenGrapios madethis argumentin justification of the International
Style, in P e ipiadicesthis blurred boundariesbetweenthe Oriental and Occidental
architecturafeaturesdbecamanorevisible asaresultof the changednterpretatiorof the
identitiesof thearchitecture.

These three aspectscan be further consideredin the context of museum
architecture. The museum, as a building type particularly engageswith the
(re)presentatiorof time and history.? It functions to manipulatetime and displays
historicalobjectsin theillusion of the perpetuapresene* KarstenHarriesconsiderghe
discourseof modernarchitecturehasfurther developedheb u i | doowerdodackle
i t Heeror of time. ® Modern architecture,writes Juhani Pallasmaa,becomesan
instrumentto reflect the ideal fi od perpetualpresent’ The Modernistsurfacesashe
continuesi t etorremainmute,asshapeandvolumearegiven priority; form is vocal,

whereas matter remains mute. The aspiration for geometric purity and reductive

2Barretal.,ii Wh Is Happeningo ModernAr c hi t el2.t ur e?, 0

3 Giebelhauserij | tmeMu s e URWOGI sIi234i,3%5.

4 Macleod,MuseumArchitecture 297 30.

5KarstenHarries,i B u i lamttheiTgrrorof T i m@erspectdl9 (1982).

6 JuhaniPallasmaafi H a p tahdTime: floteson FragileAr ¢ h i t Architectura Review207,no.
1239(2000):78i 84,79.
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aestheticgurther weakenghe presencef matter ‘dMadeod warnsaboutthe tendency
of lackingthefi s e of Belongingin timesof ¢ h a naghengmodernandcontemporary
museum projects and encouragesa close engagementwith history in museum
ar c hi trepesentati@od lscalidentity® Reflectingon Ped mternationalprojects,
it is still necessaryo identify in eachspecificcasewhetheror not the historicalidentity
hasbeensettledwith contemporarwocabularyof urbanidentity, aswell aswith the
architecturalrepresentatiorof P e isélfsdentity. Are nonWesternculturesexcluded
from the modernistconceptiorof timein P e imdiseum® The examinatiorof historical
and cultural identitiesthroughthe lens of the four casestudiessuggestghe answeris
situatedbetweenthe binariesof yes and no. WhereasP e i eérlgestrenderingof the
Museumfor ChineseArt presentedthe theme of the Chinesegardenwrappedin a
modernistbox, the contentionof the representatiorof national identity of the DHM
remotdy correspondedo the memoryof searchingor an architecturalrepresentingf
Chinesecharacteristicsn the 1940s.The MIA, extendingits formal vocabularyto the
SuzhouMuseum,alsodemonstratethow the languageof visual structue is resultfrom
theinterpretatiorof the architecturabdrawing® asaform of architecturalanguagé of
the Louvre Looking throughthe surfaceof the glassof the Louvre Pyramidand the
PeiBau,or the facadesof the MIA or SuzhouMuseum,it seemsthat P e i sthasegy
emphasisesoreon presening historyin parallelto the contemporarydimension.The

historyis presento viewers,but almostasahistoricalandperpetuabhsa museunobject

7 Ibid., 79.
8 Macleod,MuseumArchitecture 30.
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Appendix: Walter Gropius, Review of the

Museum for Chinese Art, Shanghai, China

Textfromi Mu s douCGhineseA r t52. 0

The projectfor a museumin ShanghaiChina,wasdesignedby Mr. leoh Ming
Pei in the Masterclassof H a r v aDemhidngeentof Architectureunder my general
direction. It clearly illustratesthat an able designercan very well hold on to basic
traditionalfeature® whichhehasfoundarestill alived withoutsacrificingaprogressive
conceptiorof design We havetodaysufficiently clarified our mindsto knowthatrespect
for traditiondoesnot meancomplacentolerationof elementsvhich havebeena matter
of fortuitous chanceor a simpleimitation of bygoneestheticforms. We havebecome
aware that tradition in design has always meant the preservationof essential
characteristicsvhich haveresultedirom eternalhabitsof the people.

WhenMr. Peiandl discussedhe problemsof Chinesearchitecturehe told me
that he was anxiousto avoid having Chinesemotifs of former periodsaddedto public
buildingsin arathersuperficialway aswasdonefor manypublic buildingsin Shanghai.

In our discussionswve tried thento find out how the characterof Chinesearchitecture
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couldbeexpressdwithoutimitating suchform motifs of formerperiodsWe decidedhat
thebareChinesewall, soevidentin variousperiodsof Chinesearchitectureandthesmall
individual gardenpatio were two eternalfeatureswhich arewell understoodoy every
Chinesdiving. Mr. Peibuilt up his schemeentirelyon a variationof thesetwo themes.
Thedesignwashighly prizedby the HarvardDesignfaculty becauseve thought

thatherea modernarchitecturaexpresson on amonumentalevel wasreached.

Walter Gropius,Chairman
Graduateschoolof Design

HarvardUniversity
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Abbreviations

CSMH Commission Supérieur des Monuments
Historiques

DHM Deutsches Historisches Museum

I.LF.R.E.S L 6 | n s tncais detRehErchas
Economiques

KMT The Kuomintang of China

MIDG Museum fiur Deutsche Geschichte

MIA Museum of Islamic Art

P/A Progressive Architecture

TAC The Architects Collaborative



277

Bibliography

Primary Sources

AMuseum for Cahn gnheBsogressive tArchiteGurd-ebruary, no. 29
(February 1948): 5(2.

AMuseum for the Smal | Ti&iAtchitectur™MFoeusd, nd.&& Der
(May 1943): 845.

A Realistic House for Georgi a: Progres
Progressive Ar chi2t,ac Apdl(1846)288.Penci | Poi

Secondary Sources on Pei

1]

Boddy, Tr ev drchitecfirbl Revieh232,P@ 13870(2012): 103.

Harvard University Graduate School of De
Event March 30, 2017. Accessed August 17, 2017.
http://www.gsd.harvard.edu/eventri-peia-centenniaikcelebration/

Jodidio, Philip, and Janet StrorigM. Pei: Complete Witis. New York: Rizzoli, 2008.

Kretzschmar, Ulrdkei M. PRErbanAlM.Ea:Gheb ung:
Exhibtions Building of the German Historical Museum Bewidited by Ulrikein
Kretzschmar, 2i133. Munich; Berlin; London; New York: Presdt

Pei , I M. . AAr chitlMtPei:rCemplets Wokkeditedsoym d  H i
Philip Jodldlo and Janet Adams Strong7 6New York: Rizzoli, 2008.

Pei, leoh Ming, and Gero von Boeh@onversations with I. M. Pei: Light Is the Key
Munich; Lordon; New York: Prestel Verlag, 2000.

Wiseman, Cartern. M. Pei: A Profile in American Architecturékev. ed. New York:
Harry N. Abrams, 2001.

Yang, Shi xuan. NnBei Yumi ng AbchkitecBifaliJgusal Yu Y
290, no. 10 (1992):i40.

Other Secondary Sources

(France), Conseil des mags nationaux.a Revue Du Louvre Et Des Milis De France
Paris: Conseil des meas nationaux]961


http://www.gsd.harvard.edu/event/i-m-pei-a-centennial-celebration/

27¢

Abdul | ah, Yahya, and Mohamed Rashid Bin Embi
Pat t é&nomiers obArchiectural ResearcR, no. 2 (2013): 243%1.

Agnew, Harriet,and Ann8 y | vai ne Chassany. fAMacron Uses Gr
Entrance on World Stage. o0 Financi al Ti mes.
2017.https://www.ft.com/content/e539f1HB7311e#99bd 13beb0903fa3

Akkach, SamerCosmology and Architecture in Premodern Islam: An Architectural
Reading of Mystical Ideadlew York: State University of New York Press, 2005.

Al-Mul | a, Mariam | brahim. AMuseum i n Qatar : {
Economics and CulturalGOper ati on. 0 The University of L

Ali, Wijdan The Arab Contribution to Islamic Art: From the Seventh to the Fifteenth
Centuries Cairo: American Uniegrsity in Cairo Press, 1999.

Al of si n, Ant hony. AnThe Opening of Athe East
Modernist Museum in Perspective : The East Building, National Gallery of Art
edited by Anthony Alofsin, 4%63. New Haven; London: National Gallery/sft,
20009.

0 0 0 . When Buildings Speak: Architecture as Language in the Habsburg Empire and
Its Aftermath, 18671933 Chicago; London: The University of Chicago Press,
2006.

Aman, AndersArchitecture and Ideology in Eastern Europe During the Stalin Ema : A
Aspect of Cold War HistorfNew York; Cambridge, MA: Architectural History
Foundation ; The MIT Press, 1992.

Anderson, StanfordPeter Behrens and a New Architecture for the Twentieth Century
Cambridge, MA; London: The MIT Press, 2000.

August, MariynA Fr ench Mayor Ri valTdhe@lunebasiDsmatgh i n Bui |
February 12, 1985.

Babelon,Jea®i erre. fAThe Louvre: Royal Healmsi dence an
of Memory: The Construction of the French Rasdited by Pierre. Nora and
LawrenceD. Kritzman, 25892. New York: Columbia University Press, 1996.

Banham, ReynefTheory and Design in the First Machine Aggambridge, MA: The
MIT Press, 1980.

Barr, Al f r e d ModérFArahieatuoer ldterrmationalnExhibitioredited by
The Musewm of Modern Art, 1217. The Museum of Modern Art: New York,
1932.

Barr, Alfred, HenryRussell Hitchcock, Walter Gropius, George Nelson, Ralph Walker,
Christopher Tunnard, Frederick Gutheim, Marcel Breuer, Peter Blake, Gerhard
Kallmann, Talbot Hamlin, LewiMu mf or d , and Car |l Koch. A Wh at
t o Moder n AThe Bulldtireof theuMuse@noaf Modern AR, no. 3
(1948): 4 20.


https://www.ft.com/content/e539f196-3373-11e7-99bd-13beb0903fa3

Barthes, Rol and. i T h €180EIn Rethimking Architeeture; & Ch &
Reader in Cultural Theoryedited by N& Leach. New York: Routledge, 1997.

0 0 0 . The Fashion SystenTranslated by Matthew Ward and Richard Howard.
Berkeley and Los Angeles: University of California Press, 1990.

0 0 0 .Image, Music, TexfTranslated by Stephen Heath. London: Fontana Press, 1977.

000. ASemi ol ogy aRetlinkinghAechitettute:aArReadler in Gultural
Theory edited by Neil Leach, 16672. New York: Routledge, 1997.

Baudrill ard, JeBihf ecitT:h el nBpelacusbio@ciolgeaa®d De
(1982): 313.

Bazin, GermainThe Museum Agdranslated by Jane van Nuis Cahill. Brussels: Desoer
S.A. Publishers, 1967.

BehrensAbouseif, Doris.Islamic Architecture in Cairo: An IntroductiorCairo: The
American University in Cairo Press, 1989.

Beierd e Haan, Ros maistorisshes Mufeanu Rethmking Gernthin History
against the Background of a Burdened Past and New Challenges for the 21st
Ce nt uBUNAMOs Report No..9Linkaping University Electronic Press.
Brussels, 2012.

Benjamin, Andr ew. APl ans to Matter: Tow:e
Material Matters: Architecture and Material Practicedited by Katie Lloyd
Thomas, 1B28. Abingdon and New York: dutledge, 2007.

Bergdol I, Barry. nlo. M. Pei , Mar cel Br e
Ameri can Museum De AMalernisbMusetinnie Peds@&ides . 0
: The East Building, National Gallery of Aredited by Anthony Alofsin, 107
123. Nav Haven and London: National Gallery of Art, 2009.

0 0 0 . Karl Friedrich Schinkel : An Architecture for Prussidited by Erich Lessing.
New York: Rizzoli, 1994.

000. fn6oéthe Last Great, Comprehensive Ge
Karl Friedrich Sbinkel and His Pupils in the Eyes of the Modern Movengent.
Translated by Michael Robinson and lizéatna. In Karl Friedrich Schinkel,

Ludwig Persius, Friedrich August Stiler : Bauten in Berlin Und Potsdam
Stuttgart; London Edition Axel Menges, 2013.

Bergese, MarieClaire. Shanghai: Chinés Gateway to ModernityTranslated by Janet
Lloyd. Stanford: Stanford University Press, 2009.

Berlin, K. W. fAMuseum DieZet Jdheasy81h1962ht sf 21 s c |

Best, Steven, and Douglas Kelln@he Postmoder Turn New York: The Guilford
Press, 1997.



28C

Birksted, Jan Kennet h. i 6Beoylknd: tlhe @drilkcthsBise
Architect ur ahe Jouma of Arclateceirdly no. 1 (February 1
2006): 55 132.

Bl ake, Peter. AThey . Ar @ldh & NewcArchitecture ®@ésignCour t e s
Relationship edited by National Trust for Historic Preservation,i BIb.
Washington D.C.: The Preservation Press, 1980.

Bl au, Eve, and Na n c prchifectareyand Gubispedited iy &Evet § on. 0 | n
Blau, Nancy JTroy, David Cottington and d'architecture Centre canadiel§.1
Montr ®al ; Cambri dge, MA : Centre canadien d
Architecture; The MIT Press, 1997.

Brill, Susan Wittgenstein and Critical Theory: Beyond Postmodern Criticisthtaward
Descriptive Investigation8thens: Ohio University Press, 1995.

Burg, Annegret.Berlin Mitte: Die Entstehung Einer Urbanen ArchitektuBerlin;
Boston: Birkhauser Verlag, 1995.

Campanella, ThomasT.he Concrete Dragon: GAwhat& 6 s Ur ban
Means for the WorldNew York: Princeton Architectural Press, 2008.

Cannell, Michael TIl. M. Pei: Mandarin of ModernismNew York: Carol Southern
Books, 1995.

Cazaux, Maurice. AfLe Gr and Lk @arisienéibéreUne i uvr e
Decemben9, 1983.

Chaine, Catherine, and Verdet Jdiarre.Le Grand Louvre: Du Donjon A La Pyramide
[in French]. Paris: Hatier, 1989.

Cody, JeffreyWBui | di ng in China: Henry K. Murphyos 0.
1935 Hong Kong: Chinese University Pre2801.

Coll ard, Sue. MAMission | mpBrenshiChlturael Studiee s Chant i
3, no. 8 (1992): 97132.

Colguhoun, AlanEssays in Architectural Criticism: Modern Architecture and Historical
Change Cambridge, MA: The MIT Press, 1985.

Compan Fr ®d®r i c. AfiLa Bataille De La Pyramide.
1999.

Conr ad, Josh. AA Look at the 1948 Publicati
Museum for Chi nese AAmericanSArchiteauredhe ( 1946) .
University of Texas2001.

Creswell, Keppel Archibald CameroA. Short Account of Early Muslim Architecture
Harmondsworth: Penguin Books, 1958.

Crimp, DouglasOn t he Mu s.eCambéidge, RA; Lamdon: The MIT Press,
1993.

0
0



281

Curtis, William.Le Corbusier: ldeas and Forn@xford: Phaidon, 1986.
d 0 d . Modern Architecture since 1900xford: Phaidon, 1996.
Dautel, Isolde Andreas SchidTer Und Das Zeughaus in BerliRetersberg: M. Imhof.,

2001.

Derrida, Jacques. ADiff ®r aSpeeeh.add Pilencenans,l at
and Ot her Essays o0n,1PBi66. Evanstbnd Morthivéserar y ¢
University Press]973.

Derri da, Jacgques, and Hi | ar yAssélrblagero..12 A A L
(1990): 6 13.

Deut sches Hi storisches Mu s eéVilitaria. Deldsched or y
Historisches Museum. 2016. Accessed August 22, 2016.
http://www.dhm.de/collectiongesearch/sammlungen00/militaria/histarfythe-
collection.html

Dong, Dayou. niGareeaatt eerr TRHCHEMagGHtalpno. 5 (1935):
103 106.

Dorpalen, AndreasGerman History in Marxist Perspectiveondon: 1.B. Taurus & Co
Ltd Publishers, 1985.

Duncan, Carol, and Al an Wa | |Ad didtory3,id. h e U
4 (1980): 448474.
Eco, Umbertand ASugreti dme Semi otRetdnking o f A

Architecture: A Reader in Cultural Thegrgdited by Neil Leach, 18202. New
York: Routledge, 1997.

000. ALi nguaggi o Biziondrio Eneidlopedicoi D¢ Architettuda i
Urbanisticg edital by Paolo Portoghesi, B99: Istituto Editoriale Romano,
1969.

Ei senman, Peter. AThe Hous es TodArchMteawer vy :
of the City edited by Aldo Rossi. Opposition Book$,13. Cambridge, MA: The
MIT Press, 1991.

0 0 0. Inside Ouw: Selected Writings, 1963988 New Haven; London: Yale
University Press, 2004.

000. APost/ EI Cards: A Assenblageno.t1d (19980:d4 u e s
17.

0 0 0 . Written into the Void : Selected Writings, 192004 New Haven; London: Yale
Universty Press, 2007.

Evans, RobinThe Project Cast: Architecture and Its Three Geometiliesndon: The
MIT Press, 1995.


http://www.dhm.de/collections-research/sammlungen00/militaria/history-of-the-collection.html
http://www.dhm.de/collections-research/sammlungen00/militaria/history-of-the-collection.html

28z

0 0 0 . Translations from Drawing to Building and Other Essdyandon: Architectural
Association, 1997.

Eyl er s, Evain. A I@emtitysthiraugh dhie iintergpatioNad Styleo Ahaai
Aal t o and Nhatiomallsra and Archite¢tureedited by Raymond Quek,
Darren Deane and Sarah Butler, 2D0. Farnham, Surrey, England ; Burlington,
VT: Ashgate, 2012.

Ferwati, M. SalilmlamThe AMoseb&kmr mf Perception

The Internatinal Journal of the Inclusive Muse@mmo. 1 (2013): 55/1.

Feuchtwanger, Edgar Josephussia: Myth and Reality; the Role of Prussia in German
History. Edited by provenance Goethe Institute.ntlon: Oswald Eolef
Publishers, 1970.

Fierro, AnnetteThe Glass State: The Technology of the Spectacle, Paris| 1983
Cambridge, MA: The MIT Press, 2003.

Fi sher, Matthew W. AiPrefabrication and t he

Paper preseat at the ACSA Annual Meeting, Portland, Oregon, 2009.

Forty, Adrian.Words and Buildings : A Vocabulary of Modern Architectlrendon:
Thames & Hudson, 2000.

Frampton, Kenneth.e Corbusier London: Thames & Hudson, 2001.

0 0 0 . Modern Architecture: A Cnctal History 4th ed. London: Thames & Hudson,
2007.

000. AModernism and Tradition i il X6h8&. dWNolrrk
Mies Reconsidered: His Career, Legacy, and Discjpézited by Robert V.
Sharp, 35653. New York: The Art Institute of Chicag Rizzoli International
Publications, Inc., 1986.

Garnham, TrevorArchitecture ReAssembled: The Use (and Abuse) of Histdigw
York: Routledge, 2013.

Gellner, ErnestNations and Nationalisnidited by John Breuilly. 2nd ed. Malden, MA;
Oxford: Blackwell, 2006.

Gi ebel hausen, Mi chael a. Aln the Museumods
Museum Making, Architectures, Exhibitioreslited by Suzanne Macleod, Laura
Hourston Hanks and Jonathan Hale,iZ3%6. Abingdon: Routledge, 2012.

000. i | n tnr Thel Arahitectune of the MuseumSymbolic Structure, Urban
Co nt e xThesArchitedture of the Museurdited by Michaela Giebelhausen,
1i 14. Manchster: Manchster University Press, 2003.

Po

of

000. AMuseum Archi t ectACompanioh toBiseuneStudiési st or y. o

edited by Sharon Macdonald, 228l. Malden, MA; Oxford: Blackwell.



28<

Giedion, Sigfried.Space, Time and Architecture: The Growth of a New Tradition
Cambridge: Harvard University Press, 1944.

Glock, HansJohann.A Wittgenstein DictionaryMA; Oxford: Blackwell Reference,

1996.
Goebel, Rol f J. ABerlinds Architectur al
Problem of Hi st BMLAXLS ho. 52003 £268289c i t y. O
Gol dberger, Paul . Al sl ami cei:AhecChallenge ofthe r e,

Museum of | sHamat birt Khdlifa Symposiunmon Islamic Arhe
Museum of Islamic Art, Doha, Qatar: Hamad bin Khalifa Symposium on Islamic
Art, 2011.

Gol dhagen, Sarah Williams. A Mo Arahiteeunet a | i t
between Spectacle and Usalited by Anthony Vidler, 8406. Williamstown,
MA: Sterling and Francine Clark Art Institute, 2008.

Goodwi n, Phi | Buiftin USAPSinee 183&ditedoby Elimabeth Mock,i5
8. New York: The Museum of M@dn Art, 1945.

Grabar, OlegThe Formation of Islamic ArfNew Haven and London: Yale University
Press, 1973.

000. ASymbol s and Si gns Aichtecturs &and Gommuni&yr ¢ h i
Building in the Islamic World Todagdited by Renata Holod andi) Rastorfer,
25 32. New York: Aperture, 1983.

Gr a n d i Rhoausvrogcts Bei Cobb Freed & Partners. Accessed July 26, 2015.
http://www.pctp.com/a/p/8315/s.html

=]

A Gr a rudd Rhase Il Reports Pei Cobb Freed & Partners. Accessed July 26, 2015.
http://www.pctp.com/a/p/8401/s.html

Grupico, Theresa. AnThe Dome i n GCorumoat i an
Public Policy Online2011, r. 3 (2011): 114.

Guill er me, Jacgues. AThe | dea of Ar c hi

OppositionslO, no. Fall (1977): 2126.
Harri es, Kar st en. A B u iPerspbectd® (1888)d5960.h e Ter r

Herdeg, KlausThe Decorated DiagramiHarvard Architecture and the Failure of the
Bauhaus LegacyCambridge, MA: The MIT Press, 1983.

Hervaus, YvesL e Par i s D0 ul995:Ma iMétamorgh&s@Paris: Albin
Michel, 1995.

Heuser, Beatrice. i Mu s e u mi Qbservdbasoh Hidtoyy a n d
i n Ge r ThaHisyorical JournaB3, no. 2 (1990): 417440.

Hillenbrand, Robertlslamic Architecture: Form, Function and Meanifglinburgh:
Edinburgh University Press, 1988.


http://www.pcf-p.com/a/p/8315/s.html
http://www.pcf-p.com/a/p/8401/s.html

284

Hitchcock, HenryRussell. Architecture: Nineteenth and Twestth Centuries
Harmondsworth, Middlesex: Penguin Books, 1958.

Hitchcock, HenryRussell, and Philip Johnsofhe International StyleNew York: W.W.
Norton, 1995.

AAn | conic Building on the Doha Waterfront. o
July 24 2017http://www.mia.org.qa/en/about/thruseurabuilding.

Al nternational Competition f orMedimad998useum of
104 111.

JamesChakr aborty, Kat\Wdlele:n. Ré BreiyfoyDdipatihgher | i n. 0
German Cultural Identity since 198@dited by Anne Fuchs, Kathleen James
Chakraborty and Linda Shortt, 7idlL6. Rochester, N.Y.: Camden House, 2011.

000. AFrom I solationism to IntteheaBawmads$ sadn:
In Bauhaus Culture: From Weimar to CeWlar, edited by Kathleen James
Chakraborty, 158170. Minneapolis: University of Minnesota Press, 2006.

0 0 0 . German Architecture for a Mass Audiendsondon; New York: Routledge,
2000.

Jameson, Fredrid?ostmodernism or the Cultural Logic of Late Capitalidburham:
Duke University Press, 1991.

Jamet, Dominique. 0 leQuotitenddParissanuasy3Dl98% nt Non. 0O
4,

Jencks, Charle3.he Architecture of the Jumping Universe: A Polemic : l@mplexity
Science Is Changing Architecture and Cultukeademy Editions, 1997.

0 0 0 . The Language of Po#tlodern ArchitectureLondon: Academy Editions, 1978.

0 0 0 . The New Paradigm in Architecture: The Language of Rémdern Architecture
New Haven: Ya University Press, 2002.

000. ASemi ol ogy & Meaming miAtclatectungedieed Iy Charles
Jencks and George Baird,i2b. London: Barrie & Jenkins, 1969.

000. ASymbol i sm aArd& DBdigalsn.l8€1085)s42d4.. O

000. AThe Wayir dBet ween Fundamentalism and
Architecture Beyond Architectureedited by Cynthia Davidson and Ismail
Serageldin, 11i83. London: Academy Editions.

0 0 0 . What Is PostModernism?4th ed. Chichester: Academy Editions, 1996.
AJiangdg | 42aoamgg s)i u ZeiShul Ranlslyh8ule27,4li%.

Jo, Seungkoo. i Al do Ro s 3ournal oAAsiamArchieatuteur e and
and Building Engineering, no. 1 (2003): 23137.


http://www.mia.org.qa/en/about/the-museum-building

28¢

Joedicke, JurgerA History of Modern ArchitecturelTranslated bylames C Palmes.
London: The Architectural Press, 1959.

Jones, OweriThe Grammar of Ornameritondon: Day and Son Limited, 1856.

Katz, Jonathan GArchitecture as Symbol and Skdentity. Philadelphia: Smith
EdwardsDunlap; The Aga Khan Awards, 1980.

Kenny, Anthony.WittgensteinLondon The Penguin Press, 1973.

Keswick, Maggie, Alison Hardie, and Charles JenGke Chinese Garden: History, Art
and ArchitectureLondon: Frances Lincoln, 2003.

Khansari, Mehdi, M. Reza Moghtader, and Minouch Yava@he Persan Garden:
Echoes of Paradis&Vashingotn D.C: Mage Publishers, 1998.

Ki pni s, Jeffrey. A | Written ontd the Void.oSelectedAWritingsT w o .
19902004 edited by Peter Eisenman,i xkx. New Heaven; London: Yale
University Press, 2007.

Koehle Kar en. AAngel s of Hi st ory Qdherryin
Dispossessed: An Anatomy of Exikglited by Peter Isaac Rose, £B30.
Northampton: University of Massachusetts Press, 2005.

Koeper, FrederickAmerican Architecture: Volume 2 186®76. Cambridge, Mass.: The
MIT Press, 2001.

Kegel, Eduar d. AUsi ng Tittheeuebtdos an Afclotect@a r v e
Chinese Renaissance Style Representing Republican Chinain thell®8s0 6 s . 0
In Architecture and ldentityedited by Peter Hdar and Erik Wegerhoff, 455
467. Berlin: LIT Verlag, 2008.

000. AZhongguo Yu Baohaosi, Zhonggui Ji a
1 9 6 0 .Chinede Modern Design and the Bauhaedited by Jian; Hang and
Tai-Keung Kan, 1345 7 . Bei j i ng: tsPublishing leodGse, 2(H4. n e At

Kretzschmar, Ul ri ke. fFI Temerlm ArmdurydFeomte t o
Arsenal to the German Hisotrical Musepedited by Ulrike Kretzschmar, #29.
Munich; Berlin; London; New York: Prestel, 2006.

Krohn, CarstenMies Van Der Rohe: The Built Woilasel: Birkhauser,2014

Kubo, Mi chael . AThe Anxiety of Anonymity
Architecture Industry. o Paper present
Francisco, 2013.

Kuke, Hans] oac hi m. AThe Berl i n & Euapean Baroqgua t h
Ar c hi t e The BerlirArmdoury: Rrom the Arsenal to the German Hisotrical
Museum edited by Ulrike Kretzschmar, 131. Munich; Berlin; London; New
York: Prestel, 2006.



28¢

Kurz, Otto. AThe Pr es e nlrheB8lihgioh dagazin®8tnb.e Ber | i n |
640 (1956): 2368.

Ladd, Brian.The Ghosts of Berlin: Confronting German History in the Urban Landscape
Chicago; London: University of Chicago Press, 1997.

Lai, Delin. ABuilding in China: 1941835y K. Murp
by Jef fr eJournalof tie&akciety ai Architectural Historia®3, no. 1
(2004): 120122.

000. Aldealising a Chinese Style: Rethinking
and the Design of the Nat iJounalofth€ent r al Mu
Society of Architectural Historian&3, no. 1 (2014): 610.

0 0 0 . Zhongguo Jindai Jianzhushi Yanjiun Chinese] [Studies in Modern Chinese
Architectural History]. Beijing: Tsing Hua University Press, 2007.

Lamarr e, Francois.hi iggnee,ViThago,UnUrAuraci n, Pl
Architectur € 0d3§ a wnjoo u rodSéphewcii ,a | | ssue: A Pari
Haussmannbe9.(1987) : 1

Lambert, Phyl | i s. Mids MiAmearicakditad dy Rhyllie bambert, | n

1921589. Montréal: Canadm Centre for Architecture; New York: Whitney
Museum of American Art; Harry N. Abrams, 2001.

Lane, Barbara MillerArchitecture and Politics in Germany, 1911®45 Cambridge,
MA: Harvard University Press, 1968.

Lanne, Louis. AL ®GudWWuesl1985.29. Pol emi que. 0O

Last, NanaWi tt genstei nds House: L a nNpw Xale Space .
Fordham University Press, 2008.
Le Corbusier. AFi ve Poi ntPograme and MahifestoesNe w Ar c hi

on Twentieth Century Architectyredited by UlrichConrads, 5062. Cambridge,
MA: The MIT Press, 1970.

Lefaivre, Liane. ACritical Regionalism: A Fac
Critical Regionalism: Architecture and Identity in a Globalised Woeldited by
Liane Lefaivre and Alexander Tzoni4i 55. New York: Prestel, 2003.

Lefebvre, Henri.Writings on Cities Translated by Eleonore Kofman and Elizabeth
Lebas. Oxford: Blackwell Publishers, 1996.

AfLes Parisiens En Ma|leRgard Rbrany h,1982 La Pyr ami de
Lévéque, Jean Jacqudde Louvre: A Palace, a MuseuRaris: Poche Couleur, 1999.
Li, Hairong, and Chengping Jin, e®&houdu JihuaNanjing: Nanjing Press, 2006.

Liang, SichengLiang Sicheng Quanjjin Chinese] [The Complete Works of Liang
Sicheng]. Vol. 8. Beijing: China ihitecture and Building Press, 2001.



0 0 0 . A Pictorial History of Chinese Architecture: A Study on the Development of Its
Structure System and Evolution of Its Typg&slited by Wilma Fairbank.
Cambridge, MA: The MIT Press, 1984.

Loomba, AniaColonialism/PostcolonialismLondon and New York: Routledge, 1998.

Lor d, Bet h. fiFoucaul tds Museum: Pluséufme r e n
and Societyt, no. 1 (2006): 114.

Léschburg, Winfried, and Horst Buttn&as Museum Fir Deutsche Geschicl@erlin:
Berlin-Werburg Berolina, 1960.

Macdonal d, Shar on. A Museum, National |, P
Museum and Sociefly no. 1 (2003): i116.

Macleod, SuzanneMuseum Architecture: A New Biographgbingdon: Routledge,

2013.

MacPherson, Kerei L . ADesigning Chinabds Urban Fu
1927 1 9 3 Planning Perspectives, no. 1 (January 1 1990):132.

Mandl er, Peter. A Wh at Il s 6National | dent

British Hi Maderm InteegtuabHistory3, nd.2 (2006): 271297.

Mason, Rhiannon. ACul t ur alACdmpaiortyMusenmd Mu
Studies edited by Sharon Macdonald,iB2. Malden, MA; Oxford: Blackwell,
2006.

Mat sushi ma, Shiro, iThe SGhoad,20D3. Louvre. o H.

Mc Bri de, Dougl as. 0 Moder nNeavermandcCritiguae Mu s
no. 99 (2006): 209B3.

Mc Cl oskey, Babar a. ADi al ectic at a Stanc
St al i n AfEof dwodGerinanys: Cold War Culturedited by Stephanie
Barron and Sabine Eckmann, 1038. New York: Abrams, 2009.

Mckay, JoannaThe Official Concept of the Nation in the Former Gdr: Theory,
Pragmatism and the Search for Legitimagjdershot: Ashgate, 1998.

Mc Tavi sh, Li arheBuseumBCoospneei Spages iand the Redefinition of
t he L cCultural Studed?2, no. 2 (1998): 1692.

Mi es van der Rohe, Ludwi g. AMuseum for a
1941 1943. Accessed 2017, March 16.
https://www.moma.org/collection/works/777?locale=en

Mock, Elizabth.Built in U.S.A.- since 1932New York: The Museum of Modern Art,
1945.

Molnar, Virag.Building the State: Architecture, Politics, and State Fation in Postwar
Central EuropeNew York: Routledge, 2013.



https://www.moma.org/collection/works/777?locale=en

28¢

Morel, JearP a u | . ADeroul ede Chez Le Corbusier. o Feb
000. fAMichel Guy: 1 Ne Faut PaslLeMartni t er Le Lc
de Paris 1985, 29.
Mugerauer , i BRabant B&Eegrizimged NevAdenda for Architecture:
An Anthology of Architectural Theory, 198995 edited by Kate Nesbitt, 182
97. New York: Princeton Architectural Press, 1988.
Muller, Regina.Das Berliner Zeughaus: Die BaugeschicBterlin: Brandenburgisches
Verlgshaus, 1994.

Mur phy, Henry Kill am. AAn Architectur al Rena
I

Modern Public Bui
468 507.

Neue Nationalgalerie BerlinTranslated by John Wam Gabriel. Edited by Neue
Nationalgalerie (Berlin), Roland &1z and Angela Schneider. Munich: Prestel,
1997.

Neumeyer, FritzThe Artless Word: Mies Van Der Rohe on the Building@ambridge,
Mass: MIT Press, 1991.

Newhouse, Victorialowards a NewluseumExpanded ed. New York: Monacelli Press,
2006.

NorbergSchulz, Christian.Intentions in Architecture London: Universitetsforlaget;
Allen & Unwin, 1963.

Nuttgens, PatrickUnderstanding Modern Architecturéondon; Sydney; Wellington:
Unwin Hyman,1988.

Oechsl i n, Werner . N (ADlo Rapsi, nDedtsches Historischés! e d ) .
Museum, 1989/ 13. Berlin: Aedes, 1989.

Osses, Di et mar , and Katarzyna Nogueira.
Emi gration i n Ger many Mgratibhj Bldmory,iaed Mu s e u

Diversity: Germany from 1945 to the Presesdited by Cornelia Wilhelm, 155
75. Oxford: Berghahn Books, 2016.

Ottt omeyer, Hans. AThe Masks olfM Bai:®ert s i n
Ausstellungsbau Fur Das Deutsche Historische édins Berlin edited by Ulrike
Kretzschmar, 7285. Munich; Berlin; London; New York: Prestel, 2003.

Ouroussoff, Nicolai. fABuil di Buyepfhts foethems, an
Mideast: A New Silk Road’he New York Times. November 26, 2010. Acegks
August 10, 2017.
http://www.nytimes.com/2010/11/27/arts/design/27museums.html?mcubz=0

Ozl er , Lei9édd: Amedkcan ArchitectsOlbBnd t he

Accessed September 6, 20h#tps://www.dexigner.com/news/23328

di ngs Asaf(Jute A928 1628 at St y |l e

0 I

i Re

ms .

t he

d a

Ci


http://www.nytimes.com/2010/11/27/arts/design/27museums.html?mcubz=0
https://www.dexigner.com/news/23328

Pai | , Jean Carl hian. AGui @ld & New@rchiteceirp 0 st s
Design Relationshipedited by National Trust for iBtoric Preservation, 488.
Washington D.C.: The Preservation Press, 1980.

Pal | asmaa, Juhani . AHapti ci ty Architectufal me :
Review207, no. 1239 (2000): 784.
Pati n, Thomas. AFr om De e Susfenge:lPetér kEiseaman, 0 a

Structuralism, Jouwnrh oDAchbiteaiumlt Educatigmo.odid . 0
(1993): 88 100.

Paulsson, Gregor, Henfussell Hitchcock, William Holford, Siegfried Giedion, Walter
Gropius, Lucio Costa, Alfred Roth, and The Arehit t ur a | Review. i
I n Search of a MNehiectval RavieveOd, n@a 621 (1948):0
117 28.

Pavia, Laura. MiTdohe Kad tDemw mRohd®ds Neue Né¢
edited by Mario Ferrari and Laura Paviaj 81Bari: lliosBooks, 2013.

Payne, Keith. AThe Mosqeue of I bn Tul un,
2017. http://lemhotep.net/2009/06/25/locations/lovegerypt/themosgueof-ibn-
tulun/.

Pearlman, Jillinventing American Modernism: Joseph Hudnut, Walter Gropius, and the
Bauhaus Legacy at Harvar@€harlottesville and London: University of Virginia
Press, 2007.

Penny, H. Glenn. AThe Museumanf dNmtDewntad c h e
Central European Historg28, no. 3 (1995): 34372.

Petersen, AndrewDictionary of Islamic Architecture London and New York:
Routledge, 1996.

Pevsner, NikolausA History of Building TypesPrinceton, N.J.: Princeton University
Press, 1976.

Pickford, Henry W. AnConf |l ict and Co mme
Modernism/ modernit§2, no. 1 (2005): 1333.

Posener, Jul i us. NeukBRuwmdsthed, ao. IN19C3M 5 k't ur . 0

d 0 0 . From Schinkel to the Bauhaus: Five Leesion the Growth of Modern German
Architecturefin English]. London: Lund Humphries, 1972.

Pratomo, Wahyu, and Kris Provoost. A Wh y
Perfect Building to Suit Dohabs Styl e.
http://www.archdaily.com/867307/whiyn-peismuseurof-islamicartis-the-
perfectbuilding-to-suit-dohasstyle



http://emhotep.net/2009/06/25/locations/lower-egypt/the-mosque-of-ibn-tulun/
http://emhotep.net/2009/06/25/locations/lower-egypt/the-mosque-of-ibn-tulun/
http://www.archdaily.com/867307/why-im-peis-museum-of-islamic-art-is-the-perfect-building-to-suit-dohas-style
http://www.archdaily.com/867307/why-im-peis-museum-of-islamic-art-is-the-perfect-building-to-suit-dohas-style

29C

AProgr es s iuv ehedOnimdBooke Rageniversity of Pennsylvania. 2017.

Accessed July 11, 2017.
http://onlinebooks.library.upenn.edu/webbin/serial?id=progarch
Quek, Raymonmd.amdNaArn omiatl @ st ur Hationghsmahdnt r oduct i

Architecture edited by Raymond Quek, Darren Deane and Sarah BLitler, 1
Farnham: Ashgate, 2012.

Raymond, Andre.Cairo. Translated by Willard Wood. Cambridge, MA: Harvard
University Press.

Reed,Chi st opher A. ABuil ding in China: Henry K.
19141935 by Jef fThe®ysinedk History Reyial®) no. 3 (2002):
653 655.

Re hman, Abdul , and Shama Anbrine. AUNI ty €
Ex per i e Nidde&fasdGardem Traditions: Unity and Diversisgdited by
Michael Conan and Dumbarton Oaks, P28. Washington D.C.: Dumbarton
Oaks Research Library and Collection and Spacemaker Press, 2007.

Riding, Alan. ABer !l i n, Bank ntityghe ity SHakes Mu s e u ms
up | ts AThe NdwergrlaTeimeMarch 12, 2002.
Rogi er, Francesca. AThe Monumentality of Rhet

Ber | i Anxiods Modernisnedited by Sarah Goldhagen and Réjean Legault,
165 90. Cambridge,MA; Montréal: The MIT Press and Centre Canadien
déoArchitecture, 2000.

Rohkr&2mer, Thomas. AANnti moder ni s m, Reactionar
Technocratic Tendencies in Germany, 189® 4 Tontemporary European
History 8, no. 1 (1999): 2%60.

Rossi, Aldo, ed.The Architecture of the CityEdited by Peter eisenman and Kenneth
Frampton. sixth ed, Opposition Books. Cambridge, MA: The MIT Press, 1991.

000. fADas Wet t b e beatshbsHstoreheeMuseundBerlim Aldo Rossi
Entwurf Im Geflige DeKulturforen, edited by Alberto Ferlenga, B21. Stuttgart:
Deutsche Verlagsanstalt, 1990.

000. AThe Design for t he AMAdorRossinDeldtsches or y Mu s ¢
Historisches Museum, 1989 17. Berlin: Aedes, 1989.

Rowe, Colin.The Mathematics of thieleal Villa and Other Essays£ambridge, MA;
London: The MIT Press, 1987.

Rowe, Colin, and Robert Sl ut zkyPersgedd# ansparenc
(1963): 4554.

000d. A Tr an kitera and Phenpmenal...Part IBerspectal 3/14 (1971): 28i7
301.


http://onlinebooks.library.upenn.edu/webbin/serial?id=progarch

291

Rudol ph, Paul. AWalter Gropius Et Son £cc
FrenchlLd Ar chi t ect u ROeno.dSpeaial j[ssmei(1980). h u i

Rustow, St ephen. 1109®@rFojedis nuseoplan. &ccdssed AuGust
08, 2017 http://www.museoplan.com/project/gratalivre/

000, fN(Re) Readiond,e (ERep)aWrsiitoiBtugerit InvitdtienalL o u v
Series at the Cooper Union of New Y.ofke University of lllinos; the Cooper
Union for the Advancement of Science and Art. New York, 2009.

000. A6Transparent Contradicti oThesAhnual Pei 06
Meeting of the Society of Architectural HistoriaB®ston, 1990.

Said, Edward WOrientalism London: Penguin Books, 2003.

Sal i ga, Paul i ne, and Robert V. Shar p. i F
from the Col |l ect iAstmstimte of Bhicagd BMuseus Stddee v e r
21, no. 1 (1995): 5778.

Samuel, Flora, and Peter Blundell Jories.h e Maki ng of Architect
Savoye and Sc Amhitectkral Researcts Quarterly6, no. 2
(2012): 108124.

Sch2aadlich, Christian. AThe Bauhaus and t
Journal of Popular Culturd 8, no.3 (1984): 175184.
ASchauspi el haus + Bauhaus = Schauhaus:

Deut schen Histori s cBauNetzAMuss 2 U888. i n Ber

Scheerbart, Paul, Bruno Taut, and Denise Slilgss ArchitectureNew York: Praeger,
1972.

Schl emmer, Oskar. ALetter to Otto WMeyer,
Letters and Diaries of Oskar Schlemnestited by Oskar Schlemmer and Tut
Schlemmer, 114. Middletown, Conn: Wesleyan University Press, 1972.

Schultes Frank Architekten,nad Stephan Redeker . AnProje
ARCH+, 2014, 967.

Schulze, Franavlies Van Der Rohe: A Critical Biographidited by Archive Mies van
der Rohe. Chicago: University of Chicago Press; in association with the Mies van
der Rohe Archive of th®useum of Modern Art, 1985.

Schwart z, Cl audi a. AfDeut sches Historisch
Schnel |l st en Waeue Rircker Zituhdiay 24k2003.0

Scully, Vincent. AWri ghMod&frsArchitediueeiadQthere r n at
Essays edited by Neil Levine, 5463. Princeton; Oxford: Princeton University
Press, 2003.


http://www.museoplan.com/project/grand-louvre/

29z

Sert, J. L, F. L®ger , and Sigfried Giedion.
Architecture You and Me: The Diary of a Developmestited by Sigfried
Giedion, 4951. Cambridge, Mass.: Harvard University Press, 1958.

Shanghaishi Chengshi Guihua Sheji Yanjiuyuaashanghai Dushi Jihupn Chinese].
2 vols. Shanghai: Tongji University Publishing House, 2014.

Sheehan, JamesQ@erman History, 1770866 Oxford: Oxford University Press, 1989.
Sirén, OsvaldGardens of ChinaNew York: Ronald, 1949.

Smith, Anthony.Nationalism and Modernism: A Critical Survey of Recent Theories of
Nations and NationalisnEdited by Inc ebrary. London; New York: Routledge,
1998.

Soja, Edward WPostmodern Geographies : The Reassertion of Space in Critical Social
Theory London; New York: Verso, 1989.

Somol , Robert E. ADummy Text, or t he Di agr
Architecture. o C Ibmgram Diane$ 6i 25d Newt York:n . I n
Universe Publishing, 1999.

Speck, Lawrence. 0 NGenterso.d(ho88):Ah8. Sy mposi um. 0

Staatliche Museen zu Berlin, and Zeughddss KoNigliche Zeughaus: @Hrer Durch
Die Ruhmeshalle Und Die Sammlungen, Berlin: Julius Bard, 1914.

Stangl , Paul . ARestoring Berlinds Unter Den L
S p a deurnal of Historical Geograph$2, no. 2 (2006): 35376.

Steele, James, and Rasem Badidre Architecture of Rasem Badran: Narratives on
People and Placd.ondon: Thames & Hudson, 2005.

Stern, RobertModern ClassicismLondon: Thames & Hudson, 1988.

Stel zl, Chr i s tAnlpRossi, Defschesvitisisches Muskeum, 1986
5. Berlin: Aedes, 1989.
000. AFunktional it?2t Und Sch°nheit: I . M. Pei

Mu s e uMusedmsjournab, no. 1 (1999): 25.

Stlzl, Christoph, and Rosmarie Beiebeutsches Historisches Museum : Ideen,
Kontroversen, PerspektiveiBerlin: Propyben; Frankfurt am Main: Ullstein,
1988.

Strong, Janelit9RAbams. M19R8I , ConMiReiuum and Ev
Complete Work edited by Philip Jodidio and Janet Adams Stron§128New
York: Rizzoli, 2008.

Summer s, Davi d. -Rénfary Memapliysicd| iand ¢he Breblemn lof Art
Hi st or i c al Cribcald$nquiryi 1p, ha. (1989 371206.



29¢

Sun, Ping.Shanghai Chegshi Guihuazhi[in Chinese] [Shanghai Urban Planning
Chronicles]. Shanghai: Shanghai Academy of Social Sciences Press, 1999.

Sun, Yatsen.Jianguo Fanglugin Chinese] [The International Development of China].
Shenyang: Liaoning Fine Arts Publishing Hous894.

Swelim, Tareklbn Tulun: His Lost City and Great Mosqueairo and New York: The
American University in Cairo Press, 2015.

Tafuri, Manfredo.Theories and History of Architecturfgn English]. Translated by
Giorgio Verrecchia. New York: Harper & Rg 1980.

Tange, Kenzo. AGran Eer an [(1MPI9a%d okypho. t al i
372 (1995): 5176.

Th°ner, Wolfgang. AFrom an fAAlien, Hostil
On the Bauhaus Reception in East Germany, ilB45 GH Bulletin Supplement
2 (2005): 115137.

Tschumi, BernardArchitecture and DisjunctiarCambridge, MA: The MIT Press, 1994.

Tzoni s, Al ex. A N o t Thepretioah CulReats iArchitexture, Hasigro | n
and the NationNottingham: Trent University, 2010

Ur ban, Fl ori an. ADesigning the Past I n
Reuni f iPoogréss inPlanring8, no. 1 (2007):1155.

0 0 0 . NeoHistorical East Berlin: Architecture and Urban Design in the German
Democratic Republic, 1972990 Farntam, England, and Burlington, Vt:
Ashgate, 2009.

Vale, Lawrence JArchitecture, Power, and National ldentitfedited by Hardy
provenance Brownstein. New Haven: Yale University Press, 1992.

Venturi, Robert, Denise Scott Brown, and Steven Izen@arningfrom Las Vegas: The
Forgotten Symbolism of Architectural For@ambridge, Mass: MIT Press, 1977.

Vidler, Anthony. The Architectural Uncanny: Essays in the Modern Unhomely
Cambridge: The MIT Press, 1992.

000. fANDiagrams of DiagramandAMoldietr @ac Repa
Representationg2, no. Autumn (2000):120.

000. AThe Thi r dArchitgciure Thearyysinge 1968dited by Michael
Hays, 284295. Cambridge, MA: The MIT Press, 1998.

Von Eckardt, Wolf, anddH®renripé¢ @imnedvebriRgr i &P
27,1984, 94.

Vrachliotis, Geor g. ATranspar eARCHt 2@G14, a P
631 65.



294

Wagner , Moni k a. ABerlin Urban Spaces as Soci
Sur f ace Repmesentationd02,0n0. 1 (2008): 535.

Ward, JanetWeimar Surfaces: Urban Visual Culture in 1920s Germdgrkeley:
University of California Press, 2001.

Wei, ShuDasahanghai Jihua: Jindai Shanghai Shi Zhongxin Quyu De Guihua Biangian
Yu Kongjian Guanxin Chinese]The Greater Shanghai Plan: The planning and
spatial relations of the contemporary urban areas in Shanghai]. Nanjing: Dongnan
University Press, 2010.

Weszkalnys, GisaBerlin, Alexanderplatz: Transforming Place in a United Germany
New York; Oxford: Berghlan Books, 2010.

Wi ntour , Patrick. i Wh a't Woul d Emmanuel Macr c
Europe. 0 Guardi an. 2017. Accessed
https://www.theguardian.com/world/2017/may/02/wiaiuld-emmanuel
macronfranceleadermeaneurope

Wi seman, Car t erl. M. Rei: @GanpletedWoikedited hy.Pbilip Jodidio
and Janet Adams Strong,1%. New York: Rizzoli, 2008.

Wittgenstein, Ldwig. Philosophical Investigations: The German Text, with a Revised
English Translation Translated by G.E.M. Anscombe. Third ed. Malden, MA;
Oxford: Blackwell Publishing, 2001.

Wittlin, Alma S. Museums: In Search of a Usable Futu@ambridge, MA: The MIT
Press, 1970.

Yeomans, RichardThe Art and Architecture of Islamic Caird.ebanon: Garnet
Publishing, 2006.

0 0 0 . The Story of Islamic Architectur&dited by Provenance Institute of Advanced
Architectural Studies. 1st ed. Reading: Garnet Publishing, 1999.



https://www.theguardian.com/world/2017/may/02/what-would-emmanuel-macron-france-leader-mean-europe
https://www.theguardian.com/world/2017/may/02/what-would-emmanuel-macron-france-leader-mean-europe

295

lllustrations

'FOR CHINESE ART, SHANGHAL CHINA L M. PEI, Architect

This remarkable :radnlte-xhwl ject st 52, n Gropius nm his opinion of its  create the desired sympathetic mv.mmun. he has

as an exclen e B e, 1o ‘the desigm, Mr. Pei felt  employed walls and landscaped courts to heighten
that “a techmully porfect (artiicialy controlled)  the esthetic appeal of the ¢ s P e

space alone was insufficient and unaympathetic,” To trance canopy, ramps lead to the two main floors.

.'nnoelmmnw chsaclglelandos wesnd lendscaped curids. AN foems of Chomse directly or indirectly resslts
tive cbuervation

" ore
o stun sers . P, “Such chincs cotoquenth; e best dplyed i srousdiogs vhich r o ome it tem, sareendiogt
ol possible the comsttuting elements of natarel beauty.”

FEBRUARY, 1308 81

Figurel, iMuseum f or Chi nes e Prégressive Akchiteactuggd8a i ,
Felruary (1948), 501.
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P. A. Dearborn Photos of Modesi

Figure2, I. M. Pe i , Bi r doés e Musaum foi GhiweseoArt, 1946rom
Progressive Architecture28 February (1948), 50.
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A REALISTIC HOUSE FOR GEORGIA ERORBRAALEN: ARCNITRGTUSA

RIS NG COMPETITION

I. M. PEl, Cambridge, Mass.—Good points: very great charm of arrangement and appearonce; use of interior courts would make for pleasant
living; suppression of carport with sheltered connection to house. Criticized for smallness of courts mecessitated by adoption of a relatively
complicated scheme for this size of lot; excessive roof and lattice work; main living space pocketed; long holls in bedroom wing.

88 PROGRESSIVE ARCHITECTURE * Pencil Points

Figure 3, fil. M. Pei, Architectural drawings for A Realistic House for Geaqrgia
Progressive Architecturdencil Points27, no.4 (1946), 88.
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Figure4, Ludwig Mies van der Rohe, Plan for Court lié® Project, 194%6. Ink and
dot pattern on illustration boar@6.2 x 1016 cm.2017 Artists Rights Society (ARS).
From: https://www.moma.org/collection/works/76(&ccessedSeptember30 August,

2017)

Figure5, I. M. Pei, Lower Floor Plan ofht Museum for Chinese Art, 194@-rom:
Progressive Architecta 28 February (1948), 50


https://www.moma.org/collection/works/767

TLerve 910798

§ ofjinte:

=

| paiating

!
|

u

Figure 6, I. M. Pei, Upper Floor Plan of the Museum for Chinese Art, 1986m:

Progressive Architecture8 February (1948), 51.
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Figure7, 1. M. Pei, Section of the LargBallery, Museum for Chinese Art, 1948.om:

Progressive Architecture28 February (1948), 52.



30C

_
1

MUSEUM 1155 14N DER ROHE, ARCHITECT, CHICAGO, ILL.

““The museum for the small ciy shoald not emulste its
the quality of its works of art and the
depends upon

roups,
‘o the muscum than is castomary today, and creating &
backgroand for the civic and cultaral life of the
‘community.”

Figure8, Museum for the Small City, Mies van der Rphéhe Architecture ForupMay
(1943): 8485.
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Figure 9, Mies van der Rohe, Section Plan for Museum for the Small City, 12341
(Delineator: George &nforth). Graphite and caindpasted reproductions on illustration
board, 76.1 x 101.5 cm. 2017 Artists Rights Society (ARS).Front
https://www.moma.org/collection/works/7777?localefaccesse&eptembeB0 August,
2017)
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Figure 10, Mies van der Rohe, Section Plan for Museum for the Small City,i¥341
(Delineabr: George Danforth). Graphite and-@utdpasted reproductions on illustration
board, 76.1 x 101.5 cm. 2017 Artists Rights Society (ARS)

From https://www.moma.org/collection/works/756@hle=en(accesse®eptembeB0
August, 2017)
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Special Study should be given to
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Also to the Location of Schools

and Fire-Engine Houses.
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December 24, 1929.
C. FE. Grunsky,

Consulting Engincer.

Figurell, The Greater Shanghai Plan with changes by Dr C. E. Grunsky, E@#1.
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Figurel2, The Civic Centre of the Greater Shanghai Plan, Preliminary Design,\1/230.
Dasahanghai Jihuar2.

(H=4+%)

Figure13, The Administrative Centre of the Capital Plan, Nanjing, 1926m:Li and
Jin (eds)Capital Plan 47.
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Figurel4,l naugur ati on ceremony of the Mayor 6s
on October 10,193@ampanellaThe Concrete Dragqré9.
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Figure 15, Dayou Dang, Section of the hsid988FransWeiBui | d
Dasahanghai Jihua99.
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Figurel6, DayouDong Secti on of the MayoFonsWaui | di ng,
Dasahanghai Jihual00.
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Figure 17, Dayou Dongand Wang Huabin, The fimer Shanghai Library in the Civic
Centre, 193435. From:Wei, Dasahanghai Jihual09.

Figure 18, Dayou Dang and Wang Huabin, The former Shanghai Museum in the Civic
Centre, 1935From:Wei, Dasahanghai Jihuall3.
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Figure19, Dayou Dong, The former Aviation Association Building in the Civic Centre,
1935. From: Wei, Dasahanghai Jihual15

Figure20, Liang Sicheng (consultanffyont viewof the National Central Museumdw
the Nanjing Museum), 19388. From: Delin Lai, Studies in Modern Chinese
Architectural History 333



Figure21, Schwarz, Ulrich. Photography of tBerlinerZeughausGerman Historical
Museum Berlin. 2005, 92.5 x 118 ¢gnhebendiges Museum Online, Deutsches
Historisches Museum.

Source https://www.dhm.de/lemo/bestand/objekt/deutsetistorischesmuseurn
zeughau2005.html(accessed 30 March, 2018
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Figure22, Brunes, Thomas. PhotographloM. P e i & svinghdesign for th®HM,
Berlin. 2015, Lebendiges Museum Online, Deutsches Historisches Museum.

Source https://www.dm.de/lemo/bestand/objekt/deutscistorischesnuseum
ausstellungshaltlendzeughaus2015.htmi(accessed 30 March, 2018
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Figure23, Aerial view of the existing DHM, composed by theughausandthe PeiBau.
From:Google Map(accessed 30 March, 2018
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Figure24, PhotographView of the lobby from th&econd Flooatthe PeiBay 2013
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Figure25, View of the walkway connecting the basement to the ground floor atiea at
PaBau. Phota Kretzschmar edl, M. Pej, 58.
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Frdgeschoss
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Figure 26, Left, ArchitecturalPlan of the PeiBaudigital drawing.Ground Floor and
Basement

Figure 27, Right Architectural Plan of the PeiBaudigital drawing. First Floor and
Second Floor.

From:Kretzschmared.,l. M. Pei, 42i 43.





















































































































