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Rooms and Clouds

Gerhard Richter and
Architecture

Guy Léon Chatel and Wouter Davidts

—____-___

I look for the object and the picture: not for painting or
the picture of painting, but for our picture, our looks and
appearances and views, definitive and total. How shall

I put it: I want to picture to myself what is going on now.
Painting can help in this, and different methods =
subjects = themes are the different attempts I make in
this direction.

— Gerhard Richter, 1977

In the early years of the Atlas project—the vast album of
photographs and sketches initiated around 1969—the artist
Gerhard Richter included a group of remarkable architectural
drawings and collages. In these plates—Rdaume (Rooms) as
he himself calls them—the artist played with the imposition
of sketchy or more elaborated perspective frames upon photo-
graphs of mostly clouds, sometimes mountains and, more
rarely, enlargements of paint strokes.” In doing so, Richter
made these pictures part and parcel of representations of
rooms and halls of different sizes and dispositions. While
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Robbrecht en Daem, the Richter
cabinet in the Aue Pavilions,
documenta IX, Kassel, 1992.
Photo: Attilio Maranzano.

1 Gerhard Richter, ‘From a
letter to Benjamin H.D.
Buchloh, 23 May, 1977, in
Gerhard Richter: The Daily
Practice of Painting, Writings
1962-1993, ed. H.U. Obrist,
trans. D. Britt (London:
Anthony d’Offay Gallery, 1995),
p. 84 (further referenced as
Writings 1962-1993); reprinted
in Gerhard Richter Writings
1961-2007, ed. D. Elger and
H.U. Obrist (New York: D.A.P./
Distributed Art Publishers,
2009), p. 93 (further referenced
as Writings 1961-2007).

2 The first panels in Atlas are
dated 1962-1966. Richter only
started to save the materials he
had employed in his painting
practice around 1964, and
decided in 1969 to combine on
panels all the photographs that
he had either used or could have
used. Armin Zweite, ‘Gerhard
Richter’s “Album of
Photographs, Collages and
Sketches™, in Photography and
Painting in the Work of Gerhard
Richter: Four Essays on Atlas
(Barcelona: Llibres de Recerca,
1999), p. 70. The first exhibition
of the project dates from
December 1972 in a museum in
Utrecht, where it was entitled
‘Atlas van de foto’s en schetsen’.



3 For an overview of the
Rooms group: Panels 219 to 252.
Zweite, ‘Gerhard Richter’s
“Album of Photographs, Collages
and Sketches™, pp. 81-82. Apart
from Zweite’s detailed discus-
sion of the respective plates in
Atlas, the Rooms group is only
mentioned in passing in the vast
literature on Gerhard Richter.
In an essay accounting for the
filiation Picture-Window-Glass-
Mirror and the correlated
connivance of Painting with
Architecture, Benjamin H.D.
Buchloh doesn’t even mention
the group. Buchloh, ‘Gerhard
Richter’s Fight Gray: Between
Vorschein and Glanz’, in Gerhard
Richter: Eight Gray, exh. cat.
New York (Deutsche Guggen-
heim Berlin; The Solomon R.
Guggenheim Foundation), 2002,
pp. 13-28. A rare exception is
an unpublished lecture by
Rachel Haidu, delivered in 2005
and updated in 2008. Despite
her claim that the drawings
‘reveal a sense of worry about
exhibition and exhibition
spaces’, Haidu pays little to no
attention to either the material
construction or the formal
qualities of the drawings, let
alone to Richter’s motivations
for making them. Rachel

Haidu, ‘Gerhard Richter’s
Public/Private Atlas’ (http://
archiwum-obieg.u-jazdowski.pl/
english/365; last accessed on 26
February 2018).

4 In the Atlas reader, editor
Iwona Blazwick (‘Introduction’,
in Gerhard Richter: Atlas: The
Reader [London: Whitechapel
Gallery, 2012], pp. 6-9, p. 9)
states for example that ‘Richter
also projects images of his
works into imaginary exhibition
spaces, tracing potential instal-
lations and lines of perception.’

5 A drawing dating from 1975
that presents the disposition of
8 Gray Pictures (1975) in a
square room with diagonal
opening, anticipates the works’
later installation in Hans
Hollein’s yet to be built ‘clover-
leaf’ galleries of his Stdadtisches
Museum Abteiberg in
Ménchengladbach (1982); the
drawing in Gerhard Richter:
FEight Gray, p. 51.

6 ‘Interview with Hans-Ulrich
Obrist, 1993’ in Writings 1962-
1993, p. 267 and Writings 1961-
2007, pp. 302-303. For a discus-
sion of Richter’s contribution to
documenta IX and an evalua-
tion of the cabinet’s architec-
ture by Robbrecht en Daem
architects, see: Benjamin H.D.
Buchloh, ‘The Allegories of
Painting’, in Gerhard Richter:
Documenta IX, 1992: Marian
Goodman Gallery, 1993 (New
York: Marian Goodman Gallery,
1993), pp. 8-14.
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the importance of the Rooms group within Richter’s vast
body of work is repeatedly acknowledged, these architectural
drawings and collages have been rarely discussed in detail.?
All too often they are merely understood as speculative
sketches of future installations or as projections of works into
either existing or imaginary exhibition spaces, failing thereby
to grasp the critical stakes of Richter’s early forays into
architecture.”

Gerhard Richter and architecture form an intricate rela-
tionship indeed. In his work and practice the artist has
engaged with architecture on many levels. He has touched
upon real as much as on abstract spaces, ranging from ele-
mental representations of doors and windows to elaborate
interiors, and from buildings to cities. He also fabricated
several ‘architectural sculptures’, such as the 4 Glasscheiben
(4 Panes of Glass, 1967) and g Stehende Scheiben (9 Standing
Panes, 2002/2010) and set up installations of series of works
with a clear sensitivity to their spatial arrangement in the
exhibition venue—such as (among many others) the
48 Portraits in the German Pavilion in Venice (1972), the
8 Graue Bilder (8 Gray Pictures, 1975) for the Stadtisches
Museum Abteiberg in Monchengladbach (1982) or the Acht
Grau (Eight Gray, 2001) in Deutsche Guggenheim Berlin
(2002).° In addition, the artist conducted fruitful collabora-
tions with architects. So, for his contribution to documenta 1x
(Kassel, 1992) housed in the Aue Pavilions, he took up archi-
tect Paul Robbrecht’s proposal to cover the walls with
wood panelling. In this case, Richter not only relinquished
the obligatory ‘white cube’ formula but also responded to the
ensuing cabinet-like condition with a floor-to-ceiling disposi-
tion of his work.’

Throughout Richter’s career one can discern a genuine
desire to grant his paintings architectural amplitude—an
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aspiration that the Rooms series seems to exemplify. Yet in an
interview with Dorothea Dietrich in 1985, answering a ques-
tion about the meaning of the ‘drawings of entire rooms,
architectural drawings’ in Atlas, the artist gave her a double-
sided, overtly antithetic response. When asked whether these
drawings represented the desire to devise a total environment,
the artist concurred: ‘Oh, yes, that is such a dream of mine—
that pictures will become an environment or become archi-
tecture, that would be even more effective.” Yet in one fell
swoop the artist derided the inescapable nature of architec-
ture. The fact that ‘a building is there and one cannot avoid it’

bothered him profoundly:

That is why I sometimes hate architects so much. To
erect a building is such a brutal thing, such an act of
aggression. Painting is never like that... One can look
away. It is fortunate that one cannot turn one’s paintings
into buildings."

In this essay we will try to make sense of the Rooms group’s
appearance in Atlas and of the apparent inner dissension that
goes along with it. Moreover, we will attempt to figure out
what the group stands for in relation to Richter’s oeuvre as a
whole, and how it exemplifies the artist’s idiosyncratic under-
standing and use of architecture.

Atlas appears as a bulky collection of images—mostly
photographs, self-made or found, whether clipped or not,
generally devoid of specific artistic claims—presented some-
times individually, but usually in groups and often in grids on
standardized cardboard supports, consistently framed and
numbered, and loosely articulated in more or less discernible
sets. These sets rely on a mix of subject-related and formal
associations. Atlas is not a random accumulation of images.
It is held together through associative relations. On the one

I35

7 ‘Interview with Dorothea
Dietrich, 1985°, in Writings
1961-2007, p. 154.

8 Writings 1961-2007, pp. 154—
155. Richter made a similar
statement on his dislike of
architects in a letter of reply to
a questionnaire issued in prepa-
ration of a new building for the
Tate Gallery’s collection of
modern art, apologizing to Tate
Director Nicholas Serota for his
‘incapacity in answering [his]
questions’. Even though he
expressed a sincere interest in
architecture, he declared: ‘that
matter is so difficult for me and
my aversion for architects is so
distinct, that I rather could try
to design a museum than being
able to give you any useful
answer.” See: Gerhard Richter,
Questionnaire Response [letter],
1994; Tate Gallery Research
Centre, Archives, Map TG 12/}
[Architectural Competition].
For a facsimile of the letter, see:
Wouter Davidts, ‘A Ziggurat of
Brick and Concrete’, in Tate
Modern: Building a Museum for
the 21st Century, ed. C. Dercon
and N. Serota (London: Tate
Publishing, 2016), p. 46.



9 Whereas the Atlas is ‘some-
times used as a source for his
paintings’, Iwona Blazwick sug-
gests, ‘Richter’s album of pic-
tures also demonstrates the
complex dialogues he has
explored between painting and
photography, history and mem-
ory, and perception and repre-
sentation.” Blazwick,
‘Introduction’, p. 7.

10 The definitive numbering of
the plates, which was estab-
lished for the Lenbachhaus pub-
lication of 1997 and was strictly
followed in the book, does not
correspond to the order of dis-
play for future exhibitions pre-
scribed at the same time.
Furthermore, the numbering
does not give evidence of a chro-
nology regarding the composi-
tion of the sheets. So, the
Seascapes were made in the
period from 1969 to 1973,
whereas the Clouds comprised
in the next section (pp. 203-
220) are all from 1970 and the
Rooms (pp. 218-252; there is
manifestly an overlap with
Clouds) are from 1970-1971.

11 Dietmar Elger, Gerhard
Richter, Maler (Cologne:
Dumont, 2008), p. 215. Richter
confirmed this in an interview
with Hans Ulrich Obrist. See:
Hans Ulrich Obrist, ‘Interview
with Gerhard Richter’, in
Gerhard Richter: Pictures/
Series, ed. Obrist, exh. cat.
Basel (Fondation Beyeler)/
(Ostfildern: Hatje Cantz, 2014),
p. 95. The design is effectively
included in the catalogue where
it succeeds the list of exhibited
works. It consists of a 3-pages-
wide spread representing the
plans of the three provided exhi-
bition halls; these plans are
surrounded by the wall projec-
tions showing the disposition of
the paintings, every single one
of them recognizable in the
hand-drawn outlines. Katalog
zur Ausstellung Gerhard Richter:
Arbeiten 1962 bis 1971
(Diisseldorf: Kunstverein fir
die Rheinlande und Westfalen,
1971), n.p.

12 See: Gerhard Richter: Atlas
van de foto’s en schetsen, exh.
cat. Utrecht (Hedendaagse
Kunst), 1972.

13 However, installation shots
of the exhibition in Disseldorf
(Images from the Negative
Archive of the artist, Gerhard
Richter Archive Dresden,
Ezhibition-ID: 338) show a
stark contrast between the dense
hanging of paintings in the
rooms of the Kunstverein with
the eerie display imagined in
the Atlas Sheet 245. Apparently,
it is nonetheless the only sheet
in the series in which the archi-
tectural setting can be traced
back to a concrete exhibition
space. While some sheets are
reminiscent of the architecture
of previous exhibition venues,
such as the Wiirttembergischer
Kunstverein in Stuttgart (cfr.
Images from the Negative
Archive of the artist, Gerhard
Richter Archive Dresden,
Ezhibition-ID: 407), where
Richter participated in 1969 in
the group exhibition
‘Figurationen’ (19/07-10/09)
(Sheet 227), the dates do not
correspond.

We wish to thank Dietmar
Elger and Kerstin Kiirster at the
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hand, it is an open-ended compilation of working material,
on the other it is a formally ordered artistic project.’

The Rooms have the main part in the Atlas section going
from Sheet 218 to Sheet 252." This group proceeds, so to
speak, from the respective sections dedicated to the Seestiicke
(Seascapes) and the Wolken (Clouds), two preceding groups
of images which themselves partially interfere and overlap.
Certain factual data provide some clues about the context in
which the Rooms group took shape in the period 1970—1971.
Richter was given the opportunity of a first major retrospec-
tive at the Kunstverein in Diisseldorf from June to August
1971. In the build-up to that important event the artist
engaged in making a vast set of architectural perspective
drawings. He even created a scale model of the venue
(1:50 scale) replete with miniaturized versions of the works to
be exhibited. He showed the model during the exhibition
itself and had it reproduced as an architect-like drawing
in the catalogue.” Richter included the collages with scaled
water colored versions of the works in the very first version
of the Atlas presented in Utrecht in December 1972 but
withdrew them from later versions.'? Sheet 245 of the latest
version of the Atlas still distinctly shows the architectonic fea-
tures of the Kunstverein venue and appears to aim at explor-
ing its possibilities as exhibition space."’

The Rooms group however stands out in a different
sense. Among the vast majority of photographs, Atlas every
so often includes installation schemes, sketches for exhibition
settings and tentative set-ups for commissioned works. So,
the large dimensions of the magnified details of brush streaks
for the BMW commission (3 x 6 m) are verified by setting
them against the representation of human silhouettes (1973,
Sheet 103). What is more, the Stadte (Cities) group even con-
tains two plates with trapezoid cut-outs of aerial views
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Gerhard Richter Archive at the
Staatliche Kunstsammlungen
Dresden for their kind help and
assistance in comparing these
early installation shots in the
photographic archive with the
Atlas sheets.
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mounted in perspectival sketches of interiors strongly akin to
those appearing in the Rooms group (1968, Sheet 122). But in
these cases the bodily and architectural expansion of the
image seems to be fueled by the problem of concretization.
They appear to aim at bridging the gap between a picture-
photograph and a picture-painting, that is, at overcoming the
challenges of transmogrifying the image of a photograph into
a pictorial object in space. The perspectival spatialization
achieved by Richter in the Rooms group however is far more
intricate as well as being more projective or exploratory—an
argument that may be supported by the artist’s later with-
drawal of the concrete installation schemes for the Diisseldorf
exhibition from the Rooms group in the Atlas.

The Rooms group is launched by the superimposition or
erasure of the outline of window frames onto cloud pictures
(Sheets 214 and 215)." This is only a small step away from
evoking a room around a picture (Sheet 218)."* As the artist
loosely draws a perspectival extension from the four corners
of the picture, the whole gains an architectural dimension.
Such an operation may still be understood within the search
for concretization or materialization: the problem of the trans-
formation of a photographic image into a painting obviously
requires judgments concerning dimension and scale, and
their influence on the painting’s effectiveness in display. Yet,
it is with this elementary gesture—the act of sketching a room
around a picture-photograph which by the same token
becomes an imposing picture-painting—that the Rooms
series starts up.

From there on, various lines of development spin out. A
first series of sheets shares the concerns of framing and rep-
etition, as a regular paneling comes to articulate a neoclassical
architectural order (Sheets 228 —232, 234, 237, 239—240,
252)."° This plot gets a counterpoint in Richter’s adoption of a
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14 Atlas der Fotos, Collagen
und Skizzen (Munich: Lenbach-
haus, 1998): Sheet 214 (Clouds,
1970, 51.7 x 36.7 cm); Sheet 215
(Clouds, 1970, 51.7 x 36.7 cm).
With the outline of window
frames superimposed or left
blank on cloud paintings, Sheets
214 and 215, which immediately
precede the Rooms group, attest
to an awareness close enough to
the one demonstrated by Blinky
Palermo in works like his
Fenster (Window) wall drawings
and paintings dating from the
same period. Sheet 219, then
again, represents a wall treat-
ment that parallels Palermo’s
usually monochrome murals
assumed to ‘sectionalize space.’
In the period 1970-1971 Richter
engaged in an intense inter-
change and collaboration with
his friend Palermo. In 1970 they
had their first collaborative
exhibition, ‘Fir Salvador Dali
(For Salvador Dali)’, in Galerie
Ernst, Hanover (Sheet 95); in
1971 Richter would include
Fingerspuren (Finger-Marks), a
diptych made in collaboration
with Palermo, in his Kunst-
verein retrospective (no. 253
in the catalogue raisonné ed.
Dietmar Elger); moreover, in
the same year he made Zwei
Skulpturen fir einen Raum von
Palermo (Two Sculptures for a
Room by Palermo, Sheets 42 and
262-264). ‘At the time’, Richter
once remarked, ‘one felt quite
isolated and was happy to find
someomne else who painted and
thought in a similar way.’
Entries 1970 and 1971 in
‘Chronology’, URL: www.
gerhard-richter.com; the quote
is from Dietmar Elger, Gerhard
Richter: A Life in Painting,
trans. E.M. Solaro (Chicago:
University of Chicago Press,

16 Atlas, Sheet 237 (Rooms, _al i g 2009), p. 189.
1971, 367 x 51.7 cm); Sheet 252

(Rooms, 1971, 66.7 x 51.7 ecm).

15 Atlas, Sheet 218 (Clouds,
1970, 51.7 x 36.7 cm).



17 Atlas, Sheet 250 (Rooms,
1971, 66.7 x 51.7 cm).

& &

18 Atlas, Sheet 242 (Rooms,
1971, 66.7 x 51.7 cm); Sheet 251
(Rooms, 1971, 66.7 x 51.7 cm).

19 Obrist names Sheet 251 as
an example of depictions look-
ing ‘a bit like stage sets of dio-
rama tmages’ in ‘Interview with
Gerhard Richter’, p. 93.

Rooms and Clouds

one-off deviant De Stijl- or Proun-like arrangement (Sheet
250)."" A second plotline consists in a mode of ‘theatricaliza-
tion’, which results in stage-like environments (Sheets 224,
242, 251)."* T wanted to find out what happens when pictures
are staged’, Richter recently explained to Obrist, ‘if it’s pos-
sible to increase their effect and, if so, how and with what
motifs.*® This story line abuts on the representation of a total
environment with pictures occupying the ceiling, walls and
floor—a setting that seems to completely rule out the public
(Sheet 222):

That was the ‘total picture’ I talked to Sigmar Polke
about in the fictional interview with him in 1964. We
discussed pictures so overwhelming in effect they could
have been used to torture or kill and so weren't allowed
to be shown again in public.*

A third line resumes the question of the effect of painting

by betting on a quasi-unlimited magnification of scale. These
plates (Sheets 234, 243 and 249), Richter indicated in an
carlier interview with Obrist, represent ‘sanctuaries ... for
pictures with an incredible total effect’.* “Utopian spaces?”’
asked Obrist. ‘And megalomaniac ones” was Richter’s retort,
revealing his own awareness of their vexed nature.” In the

more recent interview, the artist further elucidated:

That was wishful thinking or pleasure in provoking
and opposing, because at the time there was a general
move to reduce barriers, plus a certain degree of skepti-
cism toward the sublime. Cologne Cathedral wasn't
allowed to have steps anymore, which is why there is
this ugly square in front of it. And the Haus der Kunst
in Munich was supposed to be demolished because

it was fascist.””
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21 Sheet 249 (Rooms, 1971,

20 Atlas, Sheet 222 (Rooms,
1970, 51.7 x 36.7 cm).

Obrist, ‘Interview with
Gerhard Richter’, 94; the text of
the so-called ‘Interview between
John Anthony Thwaites and
Gerhard Richter’ is included in
Writings 1962-1993. pp. 26-21,
and Writings 1961-2007,
pp. 24-25.

66.7 x 51.7 cm); Atlas, Sheet
234 (Rooms, 1971, 36.7 x 51.7

cm).

22  ‘Interview with Hans-
Ulrich Obrist, 1993’, in Writings
1962-1998, 266 and Writings
1961-2007, p. 301.

23 Obrist, ‘Interview with
Gerhard Richter’, p. 94.
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As a similar ‘kind of act of defiance’ Richter justifies the pre-
dominance of cloud and mountain scenery in the Rooms
group: ‘traditional subjects were really looked down on, espe-
cially if they were done in oil on canvas ... there was some-
thing nostalgic about it, something neoclassical.”* However,
apart from such a contrarian motive and the avowed pleasure
in yielding to it, it seems significant that the pictures involved
in these spatial set-ups are actually devoid of perspectival
markers such as traceable horizons and vanishing points—
even though they are obtained through a perspectival appara-
tus as photographs obviously are. In this respect these pic-
tures are technically insensitive as to their degree of
enlargement and their position vis-a-vis a beholder. To put it
simply: they may fit in whatever place, regardless of their
scale. Therefore, the picture of a stately—perhaps authoritar-
ian—neoclassical interior (Sheet 223), mounted in the scheme
of a room drawn in central perspective with concurring hori-
zon and vanishing point, is not only an exception, but argu-
ably a kind of counter-image for the whole Rooms group.”® If
this picture were to match the view of a beholder standing in
the envisioned room, the dimensions of both room and pic-
ture would have been fixed within narrow margins. Yet, even
if the pictures integrated in the Rooms group represent the
reverse of such a severe constriction, they are totalizing
images nonetheless. The rooms look out on racks of cloud or
over mountains (Sheet 246).* One may think of the picture-
window of the Berghof residence near Berchtesgaden and
realize that the overbearing, totalizing vision threatens to
open onto a totalitarian prospect.”’

With the painting as a window, Richter reconnects pic-
torial representation with the old episteme that determined
about six centuries of modern culture and science: the postu-
lated unity between the world and the perceiving (and

139

24 Ibid., p. 93.

25 Atlas, Sheet 223 (Rooms,
1970, 51.7 x 36.7 cm).

ek

26 Atlas, Sheet 246 (Rooms,
1971, 66.7 x 517 cm).

. = e | -t
27 Postcard: ‘Der Berghof
Obersalzberg, Blick aus der
groBen Halle auf den Unters-
berg’, Photo Hoffmann, Munich,
1930s.

The Berghof was Adolf
Hitler’s vacation residence on
the Obersalzberg in the Bavar-
ian Alps near Berchtesgaden,
Germany; also generally
acknowledged as his headquar-
ters during World War II. We
are indebted to Steven Jacobs
for the suggestion of this
reference.

In the Tate retrospective
catalogue Mark Godfrey men-
tions the Rooms group’s possible
reference to fascist architec-
ture. Godfrey indicates that ‘the
Rooms were indeed drawn up in
the year Richter visited Speer’s
parade grounds in Nuremberg’,
and points out the similarity
between the arched windows in
Sheet 224 and photographs
Richter took of the exteriors of
the building. Mark Godfrey,
‘Damaged Landscapes’, in
Gerhard Richter: Panorama, exh.
cat. London (Tate Publishing),
2011, pp. 85-86.




28 ‘Interview with Benjamin
H.D. Buchloh, 1986’ in Writings
1962-1993, pp. 148-149 and
Writings 1961-2007, pp. 115—
176. The reference is to Hans
Sedlmayr, Verlust der Mitte
(1948), trans. B. Battershaw as
Art in Crisis: The Lost Center
(New Brunswick and London:
Transaction Publishers, 2007).
On Richter’s acquaintance with
Sedlmayr’s argument, Jeanne
Anne Nugent, ‘From Hans
Sedlmayr to Mars and Back
Again: New Problems in the Old
History of Gerhard Richter’s
Radical Reworking of Modern
Art’, in Gerhard Richter: Early
Work, 1951-1972, ed. C.
Mehring, J.A. Nugent, J.L.
Seydl (Los Angeles: The J. Paul
Getty Museum, 2010),

pp. 36-62.

29 ‘Notes, 1986, in Writings

1962-1993, p. 129 and Writings
1961-2007, pp. 161-162.

30 ‘Notes, 1973” where Richter

designates the obliged attitude
facing the fact that ‘the centre
cannot hold’, in Writings 1962
1993, p. 18 and Writings 1961-
2007, p. 0.

Rooms and Clouds

thinking) subject. It is well-known how photography sup-
planted painting on that field, and how, on the level of
thought, this unity was undermined through the demise of
the certainties about both terms of the relation. Richter came
to painting when the soothing unifying idea of painting was
already exhausted. In an interview with Benjamin Buchloh in
1986, he explicitly relativized the impact of photography on
painting’s attrition, shifting register from the “descriptive and
illustrative function’ to the moral realm. Observing that litera-
ture and music ‘are in the very same mess’ even though they
have not ‘been edged out by anything analogous to photogra-
phy’, he (at first sight quite) incidentally alluded to Hans
Sedlmayr’s diagnostic of the Lost Centre. When his inter-
locutor expressed his dismay about this touchy reference,
Richter asserted: ‘what he was saying was absolutely right.
He just drew the wrong conclusions, that’s all. He wanted to
reconstruct the Centre that has been lost... . I've no desire to
reconstruct it.”*

In his Notes dating from the same year, Richter wrote:

What offends me most of all is the slack apathy of such
people, who ultimately regret only the loss of a centre,
and who are too comfortable to give up the apparent
pleasures of a corrupt and cretinous ersatz art.”

“Sacrifice oneself to objectivity’, he proclaimed; in sum, the
anguish of being reduced to ‘a reaction machine, unstable,
indiscriminate, dependent’ is preferable to business as
usual.” The artist’s lucidity and antagonistic stance leads him
to ‘bracket off” ideology, not unlike Manfredo Tafuri’s call for
a dispassionate historiography wherein ‘anguish” would be
replaced by ‘accomplishment”
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Fortunately for us, the reception of specific moments in
the history of modern criticism permits a “bracketing off’
of the ideological sign originally stamped on them. For
example, it is difficult indeed not to sense the close affin-
ity between Sedlmayr’s intuition of loss, [Walter]
Benjamin’s concept of the “decline of the aura’, and
Robert Klein’s reflections on the “anguish of the
referent’.”

But beyond the resemblance qua analysis and the dramatic
dissimilarity qua fate, what basically distinguishes the victims
(respectively fugitive and exile) of violent oppression from a
benevolent contributor to National Socialist ideology and
unremorseful reactionary, is the personal conduct in general,
and more specifically their deeds and works, and the moral
sense the latter reflect. ‘Action in pursuit of ideology creates
lifeless stuff at best, and can easily become criminal’, Richter
pens down on February 25, 1986.%” Hence, in his artistic
practice he places deeds before ideas and the ‘How” before
the ‘What’.*® In the register of intentions this results in the
following bias: ‘to invent nothing—no idea, no composition,
no object, no form—and to receive everything: composition,
object, form, idea, picture.™ On April 21, 1986 he formulates
what may be considered the crux of his positioning:

This plausible theory, that my abstract paintings evolve
their motifs as the work proceeds is a timely one, because
there is no central image of the world any longer: we
must work out everything for ourselves, exposed as we
are on a kind of refuse heap, with no centre and no
meaning; we must cope with the advance of a previously
undreamt-of freedom.”
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Rooms and Clouds

The artist acknowledges this disenchanting freedom with an
extremely versatile production. Yet, in the stirring conversa-
tion with Buchloh already quoted above, he strongly denied
the latter’s hypothesis that his work would aim at making
a sort of catalogue of the rhetorical possibilities of painting:
I see no point in enumerating the old, lost possibilities of
painting. To me what counts is to say something; what counts
is the new possibilities.™

Despite the loss of the Idea of painting, the artist remains
committed to the Ethos of painting. He does not propose
another or a new Idea for painting, but his work is entirely
captivated with the quest for it. As he puts it already in 1977,
‘the own true element’ of painting is ‘that of formative think-
ing.*” Painting’s assignment is to ‘set an example’.”® There-
fore, we would like to argue, Richter’s work is suspended in
reflection. His thoughtful practice entirely inhabits the
moment that precedes the Idea, where the universal is sought
in the particular, via the example. Through individual closure
(determination) every singular work—Dbe it a smaller or larger
abstract, or a cloud-painting, a small landscape or still-life,
a color chart, striped, grey or monochrome canvas, or a mir-
rored or glass plated piece, etc.—is an ‘example’ of Painting.
It is as a whole that his oeuvre ‘exposes’ the ethos of painting.
Reflection is the place where antithetic formulas are played
out. It is the proper place of dialectics. The space of reflection
detaches itself from worldly determination. Commitment
to the ethos of painting is this distance proper: the realization
by the artist that his deeds and gestures do not belong to him,
nor that they confront a swarming anonymous mass, but that
they do address a society of peers, a grand community of
culture.

Hence, we can understand why Atlas is a necessary
complement to Richter’s oeuvre. It is the repository of the
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antithetic movements of his Daily Practice. Rejected formu-
las, dismissed thoughts can be kept and somehow ordered
there. Since Atlas is a storehouse of incongruous elements
and a compendium of conflicting notions about painting,
Buchloh aptly named it an ‘Anomic Archive’.** But even
within this overall unruly whole the Rooms group ‘erupts’ as
an anomaly alike. Since it stands out, as the artist himself
has intimated, as an intemperate attempt to maximize the
‘effect” of painting. In the Rooms group the artist does not so
much emerge as an architect or a curator but rather as a sce-
nographer. However, the striving towards a maximum impact
destroys the distancing effect carefully maintained in reflec-
tion. In an effort entirely oriented toward effect, reflection
is ruled out. Such an overbearing exercise can leave a trace in
Atlas but cannot be integrated in the oeuvre. By betting on
the effect of painting, the Rooms group works against
Richter’s oeuvre as a whole. It overestimates painting’s deter-
mination and likewise devalues the artist’s reflective practice.
As for architecture then: In the Rooms group it appears
as an accrued subject to painting. That is, architecture is
the subject on which this adventurous but sidetracked expan-
sion of Richter’s practice is piggybacked. It is a dead branch
of Atlas, bearing neither fruits nor offspring. In a recent inter-
view with Obrist, the artist called it a moment of ‘wishful
thinking’.** Twenty years eatlier, he had already conceded
that the sketches were marked by a megalomaniac impulse.
Hence Rooms did not hold an appeal to be built in reality.
“That sort of thing only works in sketches’, he acknowledged,
‘because the execution would be unendurable, overblown and
bombastic.”** Nevertheless he maintained the importance of
making them: ‘it was good to design sanctuaries of that kind,
for pictures with an incredible total effect.**

143

39 Benjamin H.D. Buchloh,
‘Gerhard Richter’s Atlas: The
Anomic Archive’, in Photography
and Painting in the Work of
Gerhard Richter: Four Essays on
Atlas (Barcelona: Llibres de
Recerca, 1999), pp. 11-30;
reprinted in Gerhard Richter:
Atlas: The Reader (London:
Whitechapel Gallery, 2003),

pp. 87-101 where the original
bibliographic reference is men-
tioned: Buchloh ‘Gerhard
Richter’s Atlas: Das Archive der
Anomie’, in Gerhard Richter,
Vol. 2 (Bonn: Kunst- und Aus-
stellungshalle der Bundes-
republik Deutschland, 1993); the
English translation is from
Buchloh himself.

40 Obrist, ‘Interview with
Gerhard Richter’, p. 94.

41  ‘Interview with Hans-
Ulrich Obrist, 1993’ in Writings
1962-1993, p. 265 and Writings
1961-2007, p. 301.

42 Writings 1962-1993,
pp. 265-266 and Writings 1961-
2007, p. 301.






About the Authors

Angeliqgue Campens (b. 1980) is an independent art his-
torian, writer, educator, and curator whose research focuses
on sculptural concrete, interactions between sculpture and
architecture in the twentieth and twenty-first century, and the
integration of sculpture in public space. Born in Belgium, she
has worked for international museums and public art spaces.
She teaches at kAsk Ghent and is a PhD candidate in art
history. In 2010 she published her first monograph about the
architecture of the Belgian Modernist Juliaan Lampens.
Campens lives and works in both Turin, Italy and Brussels,
Belgium.

Guy Léon Chatel (b. 1956) is an Engineer Architect,
Associate Professor at Ghent University, Department of
Architecture and Urban Planning, and principal of Labo A
conducting applied research on design-oriented issues. He
publishes on architecture and art (A+, Janus, bW B, As,
MDD, Architectural Review Flanders, Cahiers Thématiques
AVH-F, Interstices, Oase, San Rocco, EspaceTemps.net).

Books include Luc Deleu — T.O.P office: Orban Space
221



About the Authors

(co-edited with Wouter Davidts and Stefaan Vervoort, 2012)
and The School as Design Assignment: School Architecture in
Flanders 1995—2005 (co-authored with Maarten Van Den
Driessche, Bart Verschaffel et al., 2006). Chitel lives and
works in Ghent, Belgium.

Wouter Davidts (b. 1974) is partner investigator of the
ARrc funded project Is Architecture Art?” and teaches at the
Department of Architecture & Urban Planning and the
Department of Art, Music and Theatre Studies, Ghent
University. He has published widely on the museum, con-
temporary art, and architecture, including Triple Bond (2017),
Luc Deleu — 1.0.P. office: Orban Space (co-edited with
Stefaan Vervoort and Guy Chatel, 2012) and The Fall of the
Studio (2009). With Mihnea Mircan and Philip Metten he
curated “The Corner Show’, Extra City Antwerp, 2015.
Davidsts lives and works in Antwerp, Belgium.

Mark Dorrian (b. 1964) holds the Forbes Chair in
Architecture at the University of Edinburgh and is
Co-Director of Metis, an atelier for art and architecture. His
research spans topics in architecture and urbanism, cultural
history, landscape studies, media theory and visual culture,
and his writing has appeared in key international journals in
these fields. Books include Writing on The Image:
Architecture, the City and the Politics of Representation
(2015) and Seeing from Above: The Aerial View in Visual
Culture (co-edited with Frédéric Pousin, 2013). He is cur-
rently working on the history of sketchbooks. Dorrian lives
and works in Edinburgh, United Kingdom.

Susan Holden (b. 1976) is an architect and Senior Lecturer
at the University of Queensland. Her research deals broadly

222



About the Authors

with historical and theoretic aspects of architecture as a sub-
ject of culture. Her research on architecture and art has con-
sidered historical cases from the post-w w11 synthesis of

the arts and the competition to design the Centre Pompidou
to contemporary developments in practice including the pro-
liferation of pavilion architecture. She has published in a
range of journals including Journal of Architecture, Leonardo
and A A Files, and contributes to the professional journal
Architecture Australia. Holden lives and works in Brisbane,
Australia.

John Koérmeling (b. 1951) studied architecture at the
Technische Hogeschool in Eindhoven. His projects and real-
izations range from visual art, architecture, urban and rural
planning to design. In 2010 Kérmeling designed the Dutch
Pavilion for the World Expo in Shanghai (cN), entitled
‘Happy Street’. The pavilion consisted of 26 elevated small
buildings, designed after various Dutch architectural styles,
along a main pedestrian strip that curved in a figure eight.
Each house was a mini pavilion in itself, exploring themes
such as energy, water, space, and other urban issues to
achieve a ‘Better City, Better Life’. He lives and works in
Eindhoven, the Netherlands.

Maarten Liefooghe (b. 1983) is Assistant Professor in
architectural history and theory at Ghent University. His
research revolves around encounters between art, architec-
ture, and exhibition and preservation practices. Liefooghe
graduated in architecture and engineering in 2006 at Ghent
University and Tu Berlin. His dissertation, The Mono-
graphic Factor (2013), studied the ideology underlying single-
artist museums and their institutional and architectural
hybridity in between art museums, archives, and an

223



About the Authors

individual’s memorial. He studies contemporary architectural
exhibitions as an experimental field in which 1:1 and in situ
exhibits formulate alternative approaches to key problems

in historic preservation. Liefooghe lives and works in Ghent,

Belgium.

Mark Linder (b. 1960) is a Professor at Syracuse
University where he was also Chancellor’s Fellow in the
Humanities. He has taught at the University of Michigan,
Harvard, University of Illinois—Chicago, Rice, 11T, RISD,
and ucLA. He wrote Nothing Less than Literal: Architecture
after Minimalism (2004) and is completing That’s Brutal,
What’s Modern? which argues that the intellectual formation
and design practices of the New Brutalism are instances of
modern architecture coming to terms with the transdiscipli-
nary question, "What would architectural practice become if
imaging were its acknowledged means and ends?” Linder
lives and works in Syracuse, United States.

John Macarthur (b. 1958) is Professor of Architecture at
the University of Queensland where he teaches history, the-
ory, and design. He is a Fellow of the Australian Academy of
Humanities and a Fellow of the Queensland Academy of Arts
and Sciences. He was the founding Director of the Research
Centre for Architecture, Theory, Criticism and History and
remains an active member of the Centre. His research on the
intellectual history of architecture has focused on the concep-
tual framework of the relation of architecture and the visual
arts from the Picturesque to the present. Macarthur lives and
works in Brisbane, Australia.

Philip Metten (b. 1977) is an artist who freely moves
between the respective media and regimes of sculpture and

224



About the Authors

architecture, suspending disciplinary differences. He teaches
in the sculpture Department of kask / School of Arts,
Ghent. Metten’s recent projects include the scenography for
the group show “The Corner Show’, Extra City Kunsthal,
Antwerp, 2015; a new fagade for the Kai Matsumiya gallery
153. Stanton, New York, 2015; and the interior for the restau-
rant ESSEN, Borgerhout, 2019. In May 2019, he has a solo
show at Zeno X Gallery, Antwerp. Metten lives and works in
Antwerp, Belgium.

Sarah Oppenheimer (b. 1972) is an artist whose work
explores the built environment as an orchestrated field of sta-
sis and change. Oppenheimer is a Senior Critic at the Yale
University School of Art. Recent solo exhibitions include
'$-399390, Mudam Luxembourg, 2016, ‘s-281913 at Pérez
Art Museum Miami, 2016 and ‘s-337473 at Wexner Center
for the Arts, Columbus. 2017. Oppenheimer lives and works
in New York City, United States.

Ashley Paine (b. 1979) is a Senior Lecturer at the
University of Queensland. His recent research and publica-
tions have examined topics as diverse as the history of striped
facades, the collection and reconstruction of architecture in
museums, contemporary pavilions, and the posthumously
built works of Frank Lloyd Wright. He has contributed to
journals including A A Files, ARQ, The Architectural Review,
and Interstices, and is co-author of the book Pavilion
Proposition: Nine Points on an Architectural Phenomenon.
Paine is also a practicing architect, and co-founder of the
Brisbane-based practice PHAB Architects. Paine lives and
works in Brisbane, Australia.

225



About the Authors

Léa-Catherine Szacka (b. 1979) is Lecturer in
Architectural Studies at the University of Manchester and
Visiting Lecturer at Harvard gsp. Szacka’s work focuses on
the history of architecture exhibitions and postmodern archi-
tecture. Work includes Mediated Messages: Periodicals,
Exhibitions and the Shaping of Postmodern Architecture
(co-edited with Véronique Patteeuw, 2018), Concrete Oslo
(co-edited with Erik Langdalen and Andrea Pinochet, 2018),
Le Concert: Pink Floyd a Venise (2017), Exhibiting the
Postmodern: The 1980 Venice Architecture Biennale (2016,
winner of the sarGB Alice Davis Hitchcock Medallion).
She sits on the editorial boards of Footprint and Architectural
History. Szacka lives and works in Manchester, United
Kingdom.

Annalise Varghese (b. 1992) is a PhD candidate at the
University of Queensland and part of the ARc funded project
‘Is Architecture Art? A history of categories, concepts and
recent practises.” Her research orbits conceptual architectural
practices, with regard to the architectural pavilion and its ris-
ing presence in the contemporary design sphere. Varghese
explores the pavilion’s indeterminate and shifting identity
over time, as a form somewhere between art and architecture,
with equal footing in physical and virtual domains—present-
ing and publishing her early research findings through inter-
national conferences: SAHANZ and AHRA in 2017. Varghese
lives and works in Brisbane, Australia.

Stefaan Vervoort (b. 1986) is a PhD candidate at the
Department of Architecture and Urban Planning, Ghent
University. His research focuses on the exchange between
postwar art and architecture, specifically on architectural
scale models and postmodern architecture theory in the 1980s

226



About the Authors

visual arts. Recent publications include Aglaia Konrad from
Ato K (co-edited with Emiliano Battista, 2016); Raymond
Barion (co-edited with Mihnea Mircan and Stijn Maes,
2014); and Luc Deleu — 1.0.P. office: Orban Space (co-
edited with Wouter Davidts and Guy Chétel, 2012). Vervoort
lives in Antwerp and works in Brussels and Ghent, Belgium.

Stephen Walker (b. 1966) is currently Head of
Architecture at the University of Manchester. His research
draws upon architectural and critical theory and examines the
questions that theoretical projects can raise about particular
moments of architectural and artistic practice. A developing
methodology has brought together aspects of theory with a
broad range of practical work including Mediaeval Breton
architecture, ring-roads and the work of contemporary artists
(in particular Gordon Matta-Clark, Helen Chadwick, about
whom he has published widely, and more recently, Warren
and Mosley). Walker lives in Sheffield and works in
Manchester, United Kingdom.

Rosemary Willink (b. 1988) is a PhD candidate in the
School of Architecture at the University of Queensland and
part of the ARc Discovery Project Is Architecture Art? A
history of categories, concepts and recent practices’. With
prior experience working in cultural institutions in Australia,
Europe and the United Kingdom, Willink’s research focuses
on how museums and galleries collect, curate and commis-
sion architecture. Her qualifications include a Masters of
Contemporary Art from Sotheby’s Institute and a Bachelor of
Music Performance from the Victorian College of the Arts.
Willink lives and works in both Brisbane, Australia and
Washington pc, United States.

227






Index

‘1:1 Period Rooms’ 184, 185
‘5th International Architecture
Exhibition’ 121, 126, 127

AAM Galleria, Rome IT 129

Abraham, Raymund 129

Adam, Robert 99

Agee, James 82

Alsop, Will 18

Altay, Can 97

Aljs, Francis 217

Amsterdam Museum, NL 185

Angelidakis, Andreas 184, 185

Ant Farm 18

Apollo Galerie, Brussels BE 67

Appleyard, Donald 70

Architectural Association (AA),
London UK 17, 24, 109, 112, 114

Archizoom 18

Arrhenius, Thordis 212

Art Academy Diisseldorf, DE 195, 202

Art Basel Unlimited, CH 181

Art Net Gallery, London UK 17

Art of this Century Gallery,
New York US 80

Arts Council England (ACE), UK 61

Asher, Michael 105, 200-203

Asociacién de Arte Util (Office of
Useful Art) 53, 61

Assemble 51-56, 58-62

Atkinson, Dennis 103, 104

‘Atlas van de foto’s en schetsen’ 133

Balmond, Cecil 36
Banham, Reyner 18, 23
Barbaro, Danielo 79
Barbican, London UK 209
Barcelona Pavilion, ES 196
Bartelli, Carlo 125
Barthes, Roland 13, 204, 214
Batteux, Abbé Charles 53
Bauhaus 69, 145

Bayer, Herbert 69

Beaufort Triennale, BE 218

‘Behind the Green Door’ 209

Behrens, Peter 82

Benjamin, Walter 35, 83, 141, 21}

Biesenbach, Klaus 217

Billiet, Lionel 208

Binet, Hélene 109, 110, 117-119

Bishop, Claire 35, 37, 38, 56, 59, 60, 150

Blazwick, Iwona 134, 136

Bloc, André 67

Bois, Yve-Alain 13

Bolles, Julia 112

Bolles+Wilson 109-113, 115, 117, 118

Boniver, Tristan 208

Bonvicini, Monica 217

Borasi, Giovanna 59

Bétticher, Karl 128

Boullée, Etienne-Louis 22

Bourriaud, Nicolas 30, 34, 35, 37, 56, 58

Boyarski, Alvin 109, 110

Branningan, Bud 184

Branzi, Andrea 109

Breuer, Marcel 145-155

‘Breuer Revisited: New Photographs
by Luisa Lambri and Bas Princen’
145-150, 152, 154, 155

Brick Country House project 194, 197, 200

Broodthaers, Marcel 202, 204

Bruges Triennale, BE 218

Bruguera, Tania 53

Brunelleschi, Filippo 83

Buchloh, Benjamin H.D. 96, 105, 133,
134, 140, 142, 143, 200, 202, 213

Buren, Daniel 105, 195, 200-204

Burgin, Victor 18

Canadian Centre for Architecture,
Montreal CA 59

Canaletto (Giovanni Antonio Canal) 195

Casco Art Institute, Utrecht NL 97

Castellt Gallery, Leo, New York US 115

Centre Pompidou, Paris FR 129

Chaplin, Charlie 82

Christo (Christo Vladimirov Javacheff) 197

‘c/o Haus Esters’ 193, 200

229



Common Grond, UK 58

Conceptual Architecture symposium 17, 21

Congrés Internationauz d’Architecture
Moderne (CIAM) platform 68

Cook & Hawley 109

Cook, Peter 17, 18, 115

Coop Himmelb(l)au 109, 115

Cooper Union School of Architecture,
New York US 129

Cosmos Commercial Building project 111

Cox, Peter 40

Crafts Council, Liverpool UK 55

Crompton, Dennis 17

Cross, Susan 186

Dal Co, Francesco 121, 126, 127

Dallegret, Francois 18

Davidson, Donald 195

Davidts, Wouter 29, 105, 153

‘Deconstructivist Architecture’ 115

Delevoy, Robert L. 67

Department of Culture, Media and Sport
(DCMS), London UK 61

Derrida, Jacques 25

Deutsche Guggenheim, Berlin DE 13}

Deutsches Architekturmuseum (DAM),
Frankfurt DE 129

Devlieger, Lionel 208

Dickinson, Emily 186

Dietrich, Dorothea 135

‘documenta IX’ 133, 134

Déohne, Volker 193, 197, 201

Dreier, Katherine 77

Duchamp, Marcel 18, 78, 80, 81, 83

Dunster, David 112

Diirer, Albrecht 83

Dylan, Bob 52

Eden House Estate, London UK 97

Eisenman, Peter 17-19, 22, 24, 25, 115,
202

Elger, Dietmar 136, 137

Eliasson, Olafur 187

Ernst Galerie, Hanover DE 137

Esters, Jozef 196

Evans, Robin 24, 25, 99-102, 104

Evans, Walker 82

‘Expo ’90: International Garden and
Greenery Exposition’ 109-111, 113,
114, 117-119

‘Exposition Internationale des Arts Déco-
ratifs et Industriels Modernes’ 212, 213

Feyerabend, Paul 195

‘Figurationen’ 136

Filipovic, Elena 211

Finch, Spencer 181, 182, 185-190

Fischli, Peter 37

Flavin, Dan 188

‘Follies: Architecture for the Late-
Twentieth-Century Landscape’ 115

Fortnum & Mason, London UK 32, 34

Frampton, Kenneth 128

Freundlich, Otto 69, 72

Fujimoto, Sou 36

Fuller, Loie 82

‘Fiir Salvador Dali (For Salvador Dali)’
137

Furneaux Jordan, Robert 23

Garnier, Charles 212

Gerdes, Ludger 193-200, 202-204
German Pavilion, Venice IT 134

Index

Ghyoot, Michaél 208
Giedion, Sigfried 68
Gielen, Maarten 208, 209
Gigante, Roberta 207, 208, 210, 211, 217
Gigantes € Zenghelis 109
Gillick, Liam 29
Girardin, René 195
Godfrey, Mark 139, 188
Goeritz, Mathias 66, 71-73
Goldberg, Roselee 18
Goldsmiths University, London UK 103
Gonzalez-Torres, Felix 217
Gowan, James 23
Graham, Dan 199
Granby Four Streets Community Land
Trust (CLT), UK 53-55
Granby Four Streets, Liverpool UK
51, 53-55, 57-59, 61
Granby Residents Association, Liverpool
UK 5}
Granby Workshop, Liverpool UK
51, 55-57, 59-61
Grand Palais, Paris FR 34
‘Grindbakken’ 207-218
Grizedale Arts, Lawson Park UK 57
Groupe Espace platform 67, 68
Griiterich, Marlies 142

Hadid, Zaha 109, 115, 117, 118

Haerlingen, Renaud 208

Haidu, Rachel 134

Hall, Emily 185, 188

Hamilton, Richard 18

Hammer Prints 59

Hardy Holzman Pfeiffer Associates 151

Harris, John 183

Hatoum, Mona 217

Haus der Kunst, Munich DE 138

Haus Esters, Krefeld DE 193, 194, 196,
197, 200-202

Haus Lange, Krefeld DE 194, 196, 197,
200-202

Haus-Rucker-Company 19

Haussmann, Georges-Eugéne Baron 212

Hays, Michael K. 200

Hejduk, John 117, 129

Henderson, Nigel 59

Herder, Johann Gottfried von 194, 195

Hewison, John 60, 61

Heynen, Julian 193

Highmore, Ben 59

Hirschhorn, Thomas 29

Hirst, Damien 51

Hitler, Adolf 139

Hoffmann, Heinrich 139

Holl, Steven 20

Hollein, Hans 134

Homework project 55

Honest Shop project 57

Hudson, Alistair 52, 53, 56, 57, 59, 61, 62

Hudson, Mark 52

Independent Group, UK 18, 59

‘Inside|Outside: Trading Between Art
and Architecture’ 21

Institute of Architecture and Urban
Studies, New York US 129

Institute of Contemporary Arts (ICA),
London UK 18

International Sculpture symposia 71

Isozaki, Arata 109, 110, 115

Istituto Universitario di Architettura di
Venezia (Iuav), Venice IT 121, 122, 130

230



Jacobs, Steven 139

Jencks, Charles 17, 18, 198, 199
Jones, Lewis 56, 58

Joselit, David 155

Kant, Immanuel 29, 33-35

Kapoor, Anish 61

Kempenaers, Jan 86

Kennedy, Jackie 186

Kevin Roche John Dinkeloo and Associates
183

Kiesler, Frederick 37, 75-85

Kiesler, Frederick and Lillian Private
Foundation, Vienna AT 75

Klein, Robert 141

Klein, Yves 36, 197

Klingelholler, Harald 193, 202

Kobayashi, Koji 110, 117, 118

Koelewijn, Job 9, 10, 15

Kélnischer Kunstverein, Cologne DE 30

Koolhaas, Rem 36

Krauss, Rosalind 11, 29, 200, 214

Krier, Léon 199

Kunstverein, Diisseldorf DE 136

Kunst-Werke (KW Institute for
Contemporary Art), Berlin DE 217

Kiirster, Kerstin 136

Laan, Barbara 189

Laboratory of Design Correlation,
Columbia University, New York US
15, 18-80

Lambri, Luisa 145-147, 149, 155

Lange, Hermann 196

Lapena & Torres 109

Lasserre, Benjamin 208

Laugier, Marc-Antoine 195

Lavin, Silvia 33, 21}

Le Corbusier (Charles-Edouard Jeanneret-
Gris) 123, 212, 213

Léger, Fernand 68

Lévi-Strauss, Claude 196, 204

LeWitt, Sol 37, 197

Libeskind, Daniel 109, 115, 117, 118

Lissitzky, El (Lazar Markovitsj
Lisitski) 99

Liverpool Mutual Homes, UK 55

London Legacy Development Corporation,
UK 61

Lorenzen, Paul 195

Los Angeles County Museum (LACMA), US
151

Lutter, Vera 151

Luy, Wolfgang 193

Macarthur, John 29

Macdonald and Salter 109

Macken, Marian 99, 100

Maiano, Benedetto da 194

Mairiaux, Eric 209, 21}

Malevich, Kazimir 195

Mallet-Stevens, Robert 83

Malraux, André 83

Manifesta biennale, Palermo IT 218

Maranzano, Attilo 133

Margolies, John 18

Matta-Clark, Gordon 31, 53

Maxwell, Robert 18, 21

Meesterproef 2010 competition 208

Melsens, Sarah

Met Breuer, The, New York US 145-150,
152-154, 156

Met Cloisters, The, New York US 148, 154

Index

Metropolitan Museum of Art (MET), New
York US 146, 148, 149, 183

Middlesbrough Institute of Contemporary
Art (MIMA), UK 53, 61

Mies van der Rohe, Ludwig 83, 193,
196-199

Milan Polytechnic Architecture School, IT
122, 123

Ministry of Public Works, BE 66

Modern House, The, London UK 61

Moholy-Nagy, Ldaszlé 83

Moos, Stanislaus von 212

Morphosis 109

Morris € Co. 57

Morris, William 57, 59

Morton, Callum 29

Mosley, Jonathan 97, 103

Moussiaux, Gustave 65

Mucha, Reinhard 193

MUF, London UK 58

Miinster City Library, DE 111, 112, 195

Museum of Modern Art (MoMA),
New York US 9, 115, 129, 149, 198

Nauman, Bruce 208
neugerriemschneider Gallery,
Berlin DE 27, 28, 31
Nieuwe Instituut, Het, Rotterdam NL
184, 185, 190
Ninja, The project 112
Nobel Prize for Literature 52
Nouvel, Jean 32

Obrist, Hans-Ulrich 138, 143

Ofili, Chris 51

Olley, Margaret 184

‘OMA /Progress’ 209, 218

Omega Workshops, London UK 59

‘Osaka Follies’ 109, 111, 113-116, 118, 119
Oslo Architecture Triennale, NO 209
Otero Verzia, Marina 32

‘Other Architect, The’ 59

Pacioli, Luca 154

Palermo, Blinky 137

Paolozzi, Eduardo 59

Pardo, Jorge 27-31, 34, 37, 38, 53
Patetta, Luciano 123

Penone, Giuseppe 52

Pereira, William 151

Pevsner, Nikolaus 19

Piano, Renzo 146, 152, 153
Pimlott, Mark 117

Plus Dane 55

‘Political/Minimal’ 217

Polke, Sigmar 138, 152, 195
Popper, Karl 195

Portoghesi, Paolo 123, 126

Price, Cedric 18, 23, 116
Princen, Bas 145, 147-150, 154, 155
PS1, Long Island City US 9, 214

Quaintance, Morgan 52, 53, 58
Queensland Art Gallery, Brisbane AU 187
Quetglas, José 200

Radic, Smiljan 37

Ranciere, Jacques 62, 82

Read, Herbert 59

‘Representation of Architecture 1967-2012,
The’ 129

Richards, Jim 23

Richter, Gerhard 133-143, 152, 195, 202

231



Rietveld Academy, Amsterdam NL 10

Robbrecht, Paul 13}

Robbrecht en Daem 133, 134

Rode, August 194, 195

Rogers, Ernesto Nathan 123

‘Rogue Game’ 97-99, 101-106

‘Rooms’ 133-139, 143, 214

Rontgen, Wilhelm 79

Ross, Toni 35, 38

Rossi, Aldo 122, 123, 126, 127, 199

Rothko, Mark 217

Rotor 207-218

Rotor Deconstruction (Rotor DC) 210

Rousseau, Jean-Jacques 25, 195

Rowe, Colin 18

Royaumont cultural center, FR 72

Ruscha, Ed 19

Ruskin, John 57, 59

Ruta de la Amistad, La (the Road of
Friendship) project 66, 12

Rykwert, Joseph 18

Salter, Peter 109

Samek, Tomasz 118

Schiller, Friedrich 35

Schlenzka, Jenny 217

Schiitte, Thomas 193, 202

Scolari, Massimo 121-131

Sedlmayr, Hans 140, 141

Selgascano 32

Semper, Gottfried 128

Serota, Nicholas 135

Serpentine Galleries, London UK
27, 32-38, 53, 61, 111

Sert, Josep Lluis 68

Shannon, Will 55

Sheraton, Thomas 99, 101, 102

Sherer, Daniel 125, 130, 131

Shinkenchiku Residentail Design
competition 112

Shop at Howgill, The project 57

Showroom Gallery, The, London UK
97, 103

Simmel, Georg 215

Skaife, Thomas 79

Smith, Chris 60, 61

Smith, Hamilton 146

Smithson, Alison and Peter

Soane, John 99

Sotheby’s 151

Speer, Albert 139

Spike Island Gallery, Bristol UK 97, 98,
102, 105

Sportcentrum Olympos, Utrecht NL 97

23, 10

Stdadtische Galerie Lenbachhaus, Miinchen

DE 136

Stdadtisches Museum Abteiberg, Ménchen-

gladbach DE 134
Starling, Simon 52
Stedelijk Museum, Amsterdam NL
Stezaker, John 18, 22
Steinbeck Studio, London UK 55
Stiftung Kunstfonds, Bonn DE 194, 195,
203
Stirling, James 18, 23
Sugarhouse Studios, Stratford UK 61
Suzuki House project 111
Suzuki, Ryoji 109
Székely, Pierre 71, 72

185

Tafuri, Manfredo
Taki, Koji 116
Tamm, Melanie 208

140

Index

Tate Gallery, London UK 51, 135, 139

Tegethoff, Wolf 197, 198, 200

Tiravanija, Rirkrit 30, 34, 35, 37

Tramway Gallery, Glasgow UK 51, 55

Treib, Marc 114

Tschumi, Bernard 18, 22, 24, 115

Turner Prize 51-55, 57, 59, 61, 62

Turrell, James 187, 188

Tweed Regional Gallery, Murwillumbah AU
184

Use Me project 207, 208, 210-212
‘Usus/Usures’ 209, 218,

Van Orman Quine, Willard 195
Vanderbilt Whitney, Gertrude 146
Vattimo, Gianni 129, 130

Venice Biennale 121, 126, 127, 130
Venturi, Robert 199

Verschaffel, Bart 218

Vesely, Dalibor 18

Vidler, Anthony 11

Vision Machine project T5-718, 80—-8}

Wagstaff, Sheena 152, 153

Walker Art Center, Minneapolis US 18

Walker, Stephen 98

Warburg, Aby 83

Warren € Mosley 97-99, 101-106

Warren, Sophie 97, 103

Water House project 111

Weiner, Lawrence 213

Weiss, David 37

Weissenhof Estate, Stuttgart DE

‘Western Objects Eastern Fields’

Wezler, Alan 29

Whiteread, Rachel 52

Whitney Museum of American Art,
New York US 146, 148-150, 152-156

Wilson, Peter 112, 119

Wright, Frank Lloyd 183, 184

Wiirttembergischer Kunstverein,
Stuttgart DE 136

196
112

Yale School of Architecture’s Gallery,
New Haven US 129

Yardhouse, Stratford UK 61

Yatsuka, Hajime 109

Ziehe, Jens 27

Zimmerman, Claire
Zittel, Andrea 29
Zumthor, Peter 33

147, 150

232









Acknowledgments

This publication is an outcome of the conference, ‘Inside |
Outside: Trading between Art and Architecture’, convened
by Wouter Davidts, John Macarthur, Susan Holden, and
Ashley Paine, and held in Ghent, 4—6 May 2017. The confer-
ence was organized in collaboration with the Royal Academy
of Fine Arts (K Ask), School of Arts, Ghent.

‘Inside | Outside’ was the inaugural event of ‘Ts
Architecture Art?: A history of categories, concepts and
recent practices, a research project of the Centre for
Architecture, Theory, History and Criticism (ATCH), at the
University of Queensland (uQ) in partnership with the
Department of Architecture & Urban Planning, Ghent
University (UGent). The project is funded by The University
of Queensland, Ghent University, and the Australian
Research Council (arc) through Discovery Grant
(DP160101569) led by John Macarthur (Chief Investigator,
UQ), with Susan Holden (Chief Investigator, uQ), Ashley
Paine (Chief Investigator, uQ) and Wouter Davidts (Partner
Investigator, UGent).

235



Acknowledgments

The conference organizers are grateful for the generous
support of Archipel. Much gratitude also goes to Wim De
Temmerman, Katrien Vuylsteke Vanfleteren, Liene Aerts,
Laurent Derycke and the team of K Ask café at KAsk School
of Arts for providing the best possible conditions for hosting
the conference, as well as to Philip Metten and the artist’s
K AsK-funded research project for providing additional funds.
Hong Wan Chan deserves a special mention for her meticu-
lous assistance in organizing the conference. Thanks also go
to the session chairs, Bart Verschaffel, Steven Jacobs, and
Catharina Gabrielsson, and to Wouter Van Acker and Lara
Schrijver for acting as respondents.

The editors wish to thank John Macarthur at ugQ for
leading the larger research project, and Macarena de la Vega
de Ledn from ATcH for acting as the final gatekeeper for the
manuscripts and illustrations prior to publication. We also
thank Sandra Kaji-O’Grady who, as the Head of the School
of Architecture at UQ, secured the University funding. At
Valiz we wish to thank Astrid Vorstermans for her ongoing
belief in the book project (and for her support in getting it
done), as well as Pia Pol and Sarah van Binsbergen for mak-
ing it possible. Leo Reijnen, Els Brinkman and Elke Stevens
we wish to thank for their careful attention to the manuscript,
and Sam de Groot for providing our book with its exquisite
design. Finally we wish to thank all the contributors for stay-
ing with us from conference to book.

236






Editors: Wouter Davidts, Susan Holden, Ashley Paine

Text essays: Angelique Campens, Guy Léon Chitel, Wouter
Davidts, Mark Dorrian, Susan Holden, Maarten
Liefooghe, Mark Linder, John Macarthur, Ashley Paine,
Léa-Catherine Szacka, Annalise Varghese, Stefaan
Vervoort, Stephen Walker, Rosemary Willink

Visual essays: John Kérmeling, Philip Metten, Sarah
Oppenheimer

Editorial assistant: Macarena de la Vega de Leén

Copy-editing: Leo Reijnen

Proofreading: Els Brinkman

Index: Elke Stevens

Design: Sam de Groot

Typefaces: Eldorado (William Addison Dwiggins, 1953),
Computer Modern (Donald Knuth, 1984),
S« DATA (Tariq Heijboer, 2014)

Printing and binding: Bariet/Ten Brink, Meppel

Production: Till Hormann, Sarah van Binsbergen

Publisher: Astrid Vorstermans, Valiz, Amsterdam,
«<www.valiz.nl>

Publishing Partners
The Australian Research Council
The University of Queensland
Ghent University
KASK School of Arts

Project’s financial support
Discovery Grant (Dp160o101569) of the Australian Research
Council (arc), and The University of Queensland’s School
of Architecture and Centre for Architecture Theory Criticism
History (ATCH)



Creative Commons CC—BY—NC—ND

For all images and the visual essays of John Kormeling,
Philip Metten, and Sarah Oppenheimer: © all rights
reserved.

Distribution
USA: DAP, <www.artbook.com>
GB/IE: Anagram Books, «<www.anagrambooks.com>
~NL/BE/LU: Centraal Boekhuis, <www.cb.nl>
Europe/Asia: 1dea Books, «<www.ideabooks.nl>
Australia: Perimeter, <www.perimeterdistribution.com>»
Individual orders: «<www.valiz.nl

This book has been produced on Fsc-certified paper.

ISBN 978-94-92095-67-1
Printed and bound in the EU, 2019

The text essays in this book is
licensed under a Creative
Commons Attribution-Non-
Commercial-NoDerivativeWorks
license.

The user is free to share — to
copy, distribute and transmit
the work under the following
conditions:

O Attribution — You must attribute
the work in the manner specified
by the author or licensor (but
not in any way that suggests that
they endorse you or your use of
the work).

O Noncommercial — You may not
use this work for commercial
purposes.

(O No Derivative Works — You may
not alter, transform, or build
upon this work.

With the understanding that:
O Waiver — Any of the above con-
ditions can be waived if you get
permission from the copyright
holder.
(O Other Rights — In no way are
any of the following rights
affected by the license:
Your fair dealing or fair use
rights;
The author’s moral rights;
Rights other persons may have
either in the work itself or in
how the work is used, such as
publicity or privacy rights.

Notice — For any reuse or distri-
bution, you must make clear to
others the license terms of this
work. The best way to do this is
with a link to the web page men-
tioned below.

The full license text can
be found at http://creative
commons.org/licenses/
by-nc-nd/3.0/nl/deed.en_GB.



V18-0-VU18

The vis-a-vis series provides a platform to stimulating and relevant subjects
in recent and emerging visual arts, architecture and design. The authors
relate to history and art history, to other authors, to recent topics and to

the reader. Most are academic researchers. What binds them is a visual
way of thinking, an undaunted treatment of the subject matter and a skilful,
creative style of writing.

Series design by Sam de Groot, <www.samdegroot.nl.

2015

Sophie Berrebi, The Shape of Evidence: Contemporary Art and the
Document, 1SBN 978-90-78088-98-1

Janneke Wesseling, De volmaakte beschouwer: De ervaring van het kunst-
werk en receptie-esthetica, ISBN 978-94-92095-09-1 (e-book)

2016
Janneke Wesseling, Of Sponge, Stone and the Intertwinement with the Here
and Now: A Methodology of Artistic Research, 1SBN 78-94-92095-21-3

2017

Janneke Wesseling, The Perfect Spectator: The Experience of the Art Work
and Reception Aesthetics, 1SBN 978-90-80818-50-7

Wouter Davidts, Triple Bond: Essays on Art, Architecture, and Museums,
ISBN 978-90-78088-49-3

Sandra Kisters, The Lure of the Biographical: On the (Self-)Representation
of Artists, ISBN 978-94-92095-25-1

Christa-Maria Lerm Hayes (ed.), Brian O’Doherty/Patrick Ireland:
Word, Image and Institutional Critique, I1SBN 978-94-92095-24-4

2018

John Macarthur, Susan Holden, Ashley Paine, Wouter Davidts,
Pavilion Propositions: Nine Points on an Architectural Phenomenon,
ISBN 978-94-92095-50-3

Jeroen Lutters, The Trade of the Teacher: Visual Thinking with Mieke Bal,
ISBN 978-94-92095-56-5

Ernst van Alphen, Failed Images: Photography and its Counter-Practices,
ISBN 978-94-92095-45-9

Paul Kempers, ‘Het gaat om heel eenvoudige dingen’: Jean Leering en
de kunst, 1ISBN 978-94-92095-07-7

Eva Wittocx, Ann Demeester, Melanie Biihler, The Transhistorical
Museum: Mapping the Field, 1SBN 978-94-92095-52-7

2019
Nathalie Zonnenberg, Conceptual Art in a Curatorial Perspective: Between
Dematerialization and Documentation, 1SBN 978-90-78088-76-9



