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| first came across the name of Bernard Rudofsky in the course of a
study of the archetypes of human dwellings. | read whatever | was able
to find by him in the libraries to which | had access; when | had grown so
tascinated that | wanted to get to know the author, | discoverad that it
was too late. However, Lisa Licitra Ponti put me in touch with
Rudofsky's wife, Berta, without whose indispensable help and constant
support this book would not have bean possible.

Over the ten succeeding years, | tried to follow some his traces in places
that were important to him, and | had the opportunity to study firsthand
the archives he left behind: his personal ones above all, but also those
now preserved in various institutions in Europe and the United States.

Tha Mediterranean was Rudofsky’s first great love. Its scents, its
warmth, and the “truth” ot its way of life attracted him when, as a
student, he began the ceaseless and curious travels that furthered his
exploration of the art of living. He moved there at the moment when
modernist architects were reading its rural buildings in terms of affinities
with their own intentions. Le Corbusier, guided by Anastassios
Orandos, was discovering the white cubes of the Greek isles and setting
forth a Mediterranean ideology, a powerful tool for trying 1o get beyond
the schematic functionalist bases of German rationalist architecture;!
Sert was finding, in the minor architecture of the Balearic Islands,
elements that could help make up for the delay with which the Catalan
modernists had appeared on the international artistic scene; and the
young Italian modernists were exalting the architacture of the Bay of
Naples in an attempt to reconcile the new formal language with the
rhetoric of autarchy. But while all this was happening, Rudofsky was
going beyond stylistic questions: in his architectural training modernism
had been an accepted point of departure, not a topic for discussion. He
was seeking in the Mediterranean a way of life not yet ruined by the
progress he so feared, for all that he was unable (and unwilling) to turn
his back on it. .

It was, once again, curiosity that lad him, in the fifties, to spend two
years in Japan, a country whose material culture he had admired while
a student, and where he turned his attention — as he also did in ltaly
and elsewhere — to the way of life rather than to the monuments.

The life of Rudofsky — who was born and lived in many “places that
belong not to geography but to time"? — intersected with a good

1 Josap M. Rovira, José Luis Sert. 1901-1983, Milano: Elects, 2000, p. 204, 220- 221,
223. See also Le Corbusier et la Méditerranéde, Marseille; Parenthéses - Muséas do
Marseille, 1987.

2 Saul Swinbarg, Riffessi @ ombra, Milano: Adelphi, 2001, p. 36.

Introduction
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number of the twentieth century’s most decisive cultural events: the
Finis Austniae; the heroic period of the “new architecture;” the cultural
blossoming of Brazil, a land of great hopes; the pilgrimage of European
artists and intellectuals towards the intense cultural climate of New
York in the forties; the intensification of the relationship between the
West and Japan; the critique of progress and of homogenization under
Anglo-American cultural hagemony. Rudofsky experienced all this,
encountering many of the period’s leading intellectual and creative
figures. But he never made it into the charmed circle of the elect,
despite the worldwide success of his most famous show, Architecture
without Architects.

Rudofsky could have become a celebrated architect, like some of his
contemporaries who balonged to the so-called "second generation” of
modernism.3 His buildings in Italy and Brazil attracted extraordinary
attention in the period around the war. But once he had moved to the
United States, he didn't receive {or was incapable of obtaining) —
despite credentials such as Brazil Builds and Organic Design, and not-
withstanding the notable success of the show Are Clothes Modern? —
opportunities for the development of a busy career as & designer of
buildings. And because of his individualistic and stubborn character, he
systematically broke off his academic activity in all the important schools
where he had a chance to teach. Nevertheless, he found in New York
the rich cultural environment he was looking for. What other place in
the world could have offered similar opportunities for intellectual
contacts? What other setting could have been so influential, so capable
of giving rise to such a wide and intense debate and of spreading his
ideas throughout the world?

Endowed with a taste for the polemical, he had an agreeably ironic
manner of stigmatizing the American way of life, standardization and
cultural oversimplification; having elected to become “the critical salt
of modern living,”4 he became — perhaps to a degree surpassing his
own intentions — one of the putative fathers of social and intellectual
movements offering an alternative to mass culture, standardization,
and modernism itself.

Rudofsky knew how to look; he knew how to bring together experiences
gathered over decades of living in different countries and set them forth
in the form of books and shows. These were aimed at the general public,
on account of his bitter lack of faith in architects’ ability to fulfil their task
of building houses in which real people might live a pleasant life. He knew

3 Vittorio Magnago Lampugnani, “Medern, Movement® and “Roationalism®, in Vittorio
Magnago Lempugnani (ed.), Lexikon der Architektur das 20. Jahrhunderts, Ostlildemn
Ruit: Verlag Gerd Hatje, 1998,

4 ARBS8.1.



how to connect, with no academic restrictions, matters that seemed to
him to be simply different aspects of the same problem: housing,
clothing, the urban setting, food, the way of life.

This is, | believe, the deepest meaning of Rudotsky's work, and the
fundamental reason for paying attention to him today: his life and work
constitute an example — not the only one, to be sure, but nevertheless
one of the twentieth century’s most complete and convincing — of a
person who reflects and creates in terms of the humanistic wholeness
of life. His independent activity, detached from prevailing habits, offers
an early example of attention to material culture and everyday life,
presaging the contemporary cross-cultural attitude, with its readiness
to learn from heterogeneous and fragmentary sources in order to
recompose them into a whole that can no longer aspire to stability and
absoluteness.

With respect to innovation, he was at once an insider (with his purist
architectural vocabulary, his pursuit of “rationality” and simplification, his
radicalism, his interest in spontaneous architecture as a primordial
source, his belief in the singleness of human nature, etc.) and an outsider
(with his distrust of progress, his refusal of materialism and of the
reduction to a functional minimum, his emphasis on the guality of the
vernacular, which ended up by providing arguments against modernity,
his search for a relationship with each specific place, his rejection
of standardized solutions, etc.). This stance, at once coherent and
contradictory, makes him a figure worthy of particular critical attention.

Despite the numerous reasons for interest in his thought, for a long
time Rudofsky remained somewhat neglected, to the point where,
until quite recently, the literature on him amounted to just a few pages.
Over the past ten years, various signs from within the architectural
discipline in different countries have seemed to indicate a reawakening
of critical interest in him.

At this point, | must offer two clarifications.

The first is that this book is intended both for those who already know
some of Rudofsky's work and for those whe are not yet acquainted
with him. It provides a first introduction to his work and thought, in
hopes of arousing the reader’s curiosity and the desire to go more deeply
into the subject through personal research. There are so many aspects
to my subject that, even in a book of 320 pages, it has not been possible
for me to explore them all thoroughly, in part because of the slightness
of my familiarity with certain of them. Specific topics touched on only
lightly here deserve to be more adequately developed in the future,

11
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just as it would be worthwhile to publish certain of Rudofsky’s
unpublished texts.

The second is that, like Rudofsky himself, the author of this book is not
a historian, but an architect; | have approached his work as a person
with practical architectural experience. | am convinced that the study
of Rudofsky not only constitutes one small tessera in the mosaic of
twentieth-century cultural history, but that there can still be found in
his work issues relevant to criticism and fruitful, usable elements, and
that the questions to which he draws attention remain crucially important
for thinking about architecture.

The book is structured as follows.

First of all, a short biographical note. Although | have been able to gather
direct personal testimony and consult a large number of documents, |
nave tried not to linger too long over biographical details. A vita mirabilis
would certainly not have pleased Rudofsky, who was committed to
preserving the intimacy of the individual’s private life. This has allowed
me to devote more space to his work and thought, which | believe to
be of greater importance to the reader.

There follows an essay by myself: a personal and selective reading
structured around two themes that run through Rudofsky's work —
two nuclei, as it were, around which | have condensed what seems to
me his intellectual legacy. It is to the first of these themes, the dignity
of material life, that the first two chapters of my critical essay are
devoted: the first emphasizes aspects having to do most directly with
architecture, whiie the second lays stress upon ways of life. The second
theme, the teaching of curiosity and independence of judgment, forms
the subject of the third and final chapter.

The essay is made up of brief texts, sometimes in the form of fragments,
elsewhere connected in @ more sequential manner: there are also
some maps and boxed sections containing comparative readings and
drawings made for this specific purpose.

| have made considerable use of published and unpublished texts by
Rudofsky and other authors. For reasons of space and in order to prevent
my argument’s getting bogged down in too much detail, it has not
been possible to explain on every occasion the reasoning behind the
connections which are thus established. In general, the other figures
ciled are people with whom Rudofsky had a direct relationship, or the
authors of sources which he consulted; in some instances, | discern in
their work a direct relationship with his own. The most frequently
quoted are Adelf Loos and Josef Frank, on account of the continuity of
themes, critical commitment, and ways of understanding “modernity”



that links the three Viennese architects. Overall, the evocation of so
many voices has served me as a way of trying to situate Rudofsky
within the context of debate on culture as a whole and architecture
in particular.

The freguent use of the historical present tense in my discussion is
intended to suggest that a chronological treatment is not the most
suitable for Rudofsky, given the surprising stability over time of his
thought and work, for which | have nonetheless attampted to establish
a temporal context.

Next comes a “reader” of 13 of Rudofsky's most important writings,
selected from among hard-to-find articles, some of them never before
translated into English, and from numerous unpublished pieces found
in his files. | have included no selections from his books. The texts
cover a period of around 50 years, from the early thirties to 1980. |
have tried to give a broad idea of his literary output in terms both of
genres [articles, lectures, projects, diaries) and topics (dwelling,
architecture without architects, clothing, teaching, autobicgraphy...). It
has been my intention to let him speak for himself, so that the reader
may appreciate directly his style and arguments.

This selection is followed by a catalogue of the 69 non-literary works
of Rudofsky known to me. | have thought it best to aveid dividing them
into the categories of architecture, furniture, and clothing, so as to
draw attention to the unity of a corpus that is heterogeneous but
coherent.

The book is completad by a bibliography of those of Rudofsky’s writings
that are known to me and of writings about him by others.

The catalogue and apparatus are meant to provide supporting infor-
mation for further scholarly inquiry.

The whole text is accompanied by a generous selection of images, of
which more than half are previously unpublished.

| hope that this book may offer the reader arguments in support of the
idea that, independently of material resources, what matters is our
knowing how to lead a full existence, one worthy of being lived.

13
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As was customn at the time, Rudafsky oftan signad by translating his first name into
the language ot the country he was currently living in. In the originel documents, there-
tore, we find Bernhard, Barnardo, Bernard and even Banado depending on whelher
he was living in Austria, Germany, Itely, Brazil, the U.S.A. and Jepen. In this book, the
pristine German spelling has bean used up to Rudofsky's first trip to tha U.S.A
(1936-36), after which the English version has been adopted.

(Author's remark)

The captions credit lirst tha name of the matarial author(s) of the illustration — author of
the phologrephy (nol ol 9 subject), draughtsman (not author of the architactural
dasign), elc. —; this is followad by a (7] i tha attribution is uncertain. Thea come the title

lif known) or description of the illustration’s subject, and the date, Proper credit ref-
erences ore given gt page 318,



This document derives largely from notes compiled by Rudofsky himself
and from information by Berta Rudofsky over the course of the last 10
vears. Anyway, | take the responsibility of any inaccuracy or omission.
In particular, while precise internal verification has been attempted,
it has often not been possible to check data from external sources.

: 8

Bernhard Rudofsky was born on April 19, 1906 in Zaucht! (Suchdol),
Moravia.! He was the eldest son of Bernhard Rudotsky, born in 1875, and
of Elisabeth Primus. The couple were married in 1903. The family was
Catholic on the father's side and Evangelical on the mother's.

Family records reach back as far as Johann Georg Rudowsky, who was
born in 1653 in Rudow, Galizia, and who settled in Bischofteinitz
(Horsovski Tin), Bohemia, in about 1680. The farm he founded is said
still to exist. The original surname, Rudowsky, was changed to Rudofsky
in 1898.

In 1908, the family moved to Vienna where Rudofsky's father, a
veterinarian doctor, inspected imported cattle and swine at the Market
Supervisory Board of the city.

His only sister, Elfriede, was born in 1909.

In 1916, he entered the Realschule XV.

1 Due to a transcription arror probably dating from 1836, the following decuments
bear the date April 13.
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Biographical Notes

Bernhard Rudofsky. Project for a high-class
mansion and dairy annex, designed as

a practical exercise for the Course in
Construction Theory. The drawing bears the
stamp of the Vienna Technische Hochschule,
1927. Section and elevation, 1:100 xcale.
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Unknown photagrapher. Rudofsky (cenier)
enjoying a snack of grapes and volcanic
wine on a Santorini terrace, 1929,

See The Indigenous Environment, p. 242 ff.

Unknown draughtsman (Bernhard Rudofsky?).
Study of architectural elements of rraditional
buildings on Santorini, ca. 1920s.
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2.

After graduating from college in 1922, Rudofsky embarked on his
studies at the Technische Hochschule. He did not attach much
importance to his university training, nevertheless it stood him in good
stead in the countries where he worked and constituted an effective
visiting card: “The professorsZ who taught us the tricks of the trade
were mostly aristocrats, snug in the shade of their stout family trees.
In the course of their life they had bestowed upon the nation their
quota of neo-baroque theaters, neo-gothic cathadrals and some
such pseudomorphs. Of course, it wasn't their work that captivated
us; the active leavening tor the dough was only partly obtained at the
university. !nstead, the fermentation of architectural thought and
feeling was furthered by, of all places, the stage.”? As a student,
Rudofsky preferred plays, concerts and lessons at the conservatory
to his architecture lectures.

Of greater importance still was the knowledge he acquired through the
extended travels he undertook every summer, including a 1923 journay to
Germany where he visited Weimar and the Bauhaus exhibition, a voyage
down the Danube to Istanbul and further into Asia Minor in 1925,4
and trips to France in 1926, and Italy in 1927. He studied archaeological
remains, traditional Mediterranean architecture, as well as recent
Northern European buildings.

3.

In the last part of his university attendance, he worked with the film
director G.\W. Pabst as a set designer,

He took his finals at the Technische Hochschule betwean May and July
1928 and graduated with a degree in Architecture and Engineering.
During the summer, he took a trip to Sweden. In September, he moved
to Berlin to work in the office of Otto Rudolf Salvisberg.

His mother died.

7 Sea ARG5.9
3 GYC,
4 Bernard Rudofsky's letter to Luis Marsans, daled 11 November 1963
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During the summer of 1929, Rudofsky went to Greece, spending some
time on the island of Santarini.

He returned to Vienna in January 1930, and began working at the
office of Thei® and Jaksch in March.

He designed the layout for the Austrian section of the Deutsche
Bauausstellung Berlin where he exhibited photographs ot examples of
‘'spontaneous’ architecture, mostly taken on Santorini. Also on Santorini
he wrote his doctoral dissertation, Eine primitive Betonbauwsise...,
which he successfully defended in 1931 at the Technische Hochschule td
become a Doktor der Technischen Wissenschatten (Doctor of Technical
Sciences). The thesis was an analysis of the logic and techniques of
traditional cement construction in the Greek islands compared with
modern concrete structures.”

In October, he exhibited 26 architectural landscapes of scenes from ltaly,
Turkey and the Greek Islands at the Aussteliung der Aquarellisten -
Vereinigung der Genossenschaft der bildenden Kinstler Wiens at the
Kiinstlerhaus.

5 TPB, p. 238

Bernhard Rudofsky. Caricatural drawing of
the Isiand of Capri, ca. 1933, From the series
Die Insel der Verrickien (The Isle of Crazy
Peaple).

Sece The Origin of the Dwelling, p. 184 ff,
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Bernhard Rudofsky. Marina Corricella, the
fishermen's harbor on rthe island of Procida,
1934,

18

4,

In March 1932, Rudofsky, who loved the sea and the sun, went to live
in Capri, which he had praviously visited in the summer of 1931. He
stayed there tar almost two years.

The Capri period was characterized by Rudofsky’s having a good time
and meeting people. He made ends meel by writing articles for the
Viennese journal die Bihne and for the illustrated supplements of the
Berliner Tageblatt, and as a draftsman for planners and building
companies, as well as by teaching German.

He met Luigi Cosenza, who invited him to collaborate on a project
for the competition for the Palazzo del Littorio in Rome.

B.

Rudofsky published his first article on architecture in the January 1934
issue of Wasmuths Monatshefte fir Baukunst.

After he had established a more stable working relationship with
Cosenza, he went to Naples. They worked together on a project for the
Rome Auditorium competition, and visited Ischia and Procida, taking
photographs and making sketches; they also went to Milan, to meet
Gio Ponti.® During that same summer 1934, Rudofsky met Berta
Doctor, a Viennese musicologist, who later became his wife.

In early 1935, he began the process of purchasing a plot of land in Procida
to build a house for Berta. He went to live on the island. Working in
Cosenza's office, he designed a Tennis Club and the Oro house, both
in Naples.

B This is not confirmed in tha diary, which does, however, mention fraquent trips to
Home




B.

Rudofsky had wanted to go to the United States for some time, but he
finally took the decision to make the journey after having received the
prize money from the Auditorium competition. He left Naples for Paris in
September 1935, where he stayed nearly a month and met | e Corbusier.
He arnved in New York on November 3. Three days later he married
Berta Doctor at New York's City Hall,

in December 1335, while Rudofsky was in America, Cosenza met Pagano
and Persico. As a result of some encounters, the April 1936 issue of
Casabella was dedicated to him.?

Although Rudcfsky's first sojourn in New York lasted only nine months,
his desire to live there can be traced to the period. It was mainly due to
the irresistible lure of the 427d Street Public Library which gave him
an unparalleled opportunity to continue his studies.B

In January 1936, Berta Rudofsky left the United States for Vienna. In
May she gave birth to their only child, Peter.

Between May and July 1936, Bernhard Rudofsky commuted between
Forest Hills and Pittsburgh where cccasionally gave a helping hand to
Laszlé Géaboer, who a few months earlier had become art director at the
Kaufmann Department Store.® There he met Frank Lloyd Wright and
saw his fellow citizen Oskar Wilach again.

After the end of the Abissinian war, Cosenza informed him that
everything was in place to begin building the Oro house and asked
him to return immediately to Naples.

T.

He resumed working with Cosenza in August 1936. The definitive
drawings for the Oro house, and for the Campanella project, date from
that period.

Rudofsky’s father died in 1837. In Spring, he went to live for 6 months in
Positano, taking his office equipment with him to continue working there.
Aftar the Oro house was almost completed, he let himself be persuaded
by Gio Ponti te join him in Milan for working together. Ponti introduced
him to the city's artistic and architectural milieu.

Their collaboration produced the plans for the San Michele Hotel at
Anacapri, and the editing of the issues for February, March and April
1938 of the journal Domus, in which Rudofsky published his ideas about
architecture and the way of life. His co-operation with the magazine
founded and directed by Ponti lasted several decades,

In February 1938, his son Peter died at Camaearlata, near Como.

In order to avoid becoming a citizen of the Reich and being called back
10 his native country following the Anschluss {1938), Rudofsky obtained
a visa for Argentina. In April, he left Triaste aboard an Italian liner.

8.

He arrived at Buenos Aires in May equipped with letters of introduction
by prominent Italian architects. But, after only six weeks, when a
possibility arose to exchange Argentina for Brazil, he did not hesitate
and took the next boat to Rio de Janeiro, where he lived for 6 months.,
In Rio, he met Crnesto De Fiori, who was working on a sculpture for the

7 AHR36.1. Ct. also Luigl Cosenza's letter to Rudofsky, 26 Decembor 1936

8 Cf. Rudofsky's latter to Alberlo Fernando Xavier, 24 Oclober 1978

28 We learn from Berta Rudofsky’s interviow with Maria Welzig theat Kaufmann provided
Rudolsky with tinancigl assistance as well as halping him with the gffidavit tor his
residence permil (AR95.4, p. 202).
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The Architectural Review cover for June
1940, featuring a view of Rudofsky's
Oro house in Naples,

Bernard Rudofsky. Portrait of his friend Saul
Steinberg sporting one af his many hats,
ca.1950s.
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Bernard Rudofsky. Sketch for Inleriors
magazine cover for January 1946,

George Barkentin, Bernardo Sandals sryle
“The Net," 1947 (?).

The Nert had a thin, flat leather sole, pierced
at 7 points, to allow two strings of natural
leather to pass through and tie in many dif-
ferent ways.
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Ministry of Education which was being built at the time. Rudofsky
possibly was the first to write about modern Brazilian architecture for
an kturopean magazine.

In December 1938, Rudofsky went to Sao Paulo to work at the neawly
opened subsidiary (Studio Casa e Jsrdim) of the Heuberger Gallery,
tounded and directed by the German immigrant, Theodor Heuberger.1?
He worked there as art director and independent designer. But as a
foreigner with a foreign degree, his quslifications were not legally
recognized in Brazil. He took an apartment in the recently finished
Esther building (Alvaro Vital Brazil and Adhemar Marinho), a symbol of
modern architecture in 5ao Paulo.

Betwean 1939 and 1940, he designed and built for Europeans who
had immigrated to Brazil the Hollenstein house at ltapecerica; a number
of shops. the Frontini and Arnstein houses in Sao Paulo; and designed
houses and villas which were naver built. (It seems that within the
modern German and Italian élite, naw building jobs and new professional
contacts came quickly and easily).

He took part in the second Salao da Familia Artistica Paulista and in
at least one Salao de Maio.

The Architectural Review published the Oro house and Rudofsky’s
photographs of popular architecture on Santorini. 1!

He went to New York in April 1941, after learning that he was one of the
winners of the Museum of Modern Art's pan-American Organic Design
competition. (Since his Austrian passport had become useless following
the Anschluss and by refusing to accept a German passport, he was
given a provisional document valid for this one trip only: entry to the USA.)

9,

Either directly or indirectly through the reception for the winners of the
Organic Design competition, Rudofsky met Eames, Gropius, Johnson,
and the Saarinens, as well as the future authors of Brazil Builds,
Goodwin and Kidder Smith.

He mada friends with the Italian artist Costantino Nivola, and met Sert,
Texidor, Steinberg and Schawinsky.

Part of the Organic Design prize was a round trip across the United
States, which Rudofsky took between July and September. In
California, he met Chermayeff, Neutra, Wurster and a number of
European film directors.12

Rudofsky recounted that “| was asked by Philip L. Goodwin, director
of [MoMAs] Department of Architecture, to suggest some unhackneyed
subjects for exhibitions.” 13 It is possible that among the propositions
he made were Are Clothes Modern? and An Analogy Between
Architecture and Clothgs,'4 as well as an exhibition on spontaneous
architecture (which eventually bacame Architecture without Architects).
In the wake of Pearl Harbor, the Rudofskys would have been considered
enemy aliens in Brazil, while they could decide to stay in the USA,
where Austrians were considerad victims of Nazism, and apply for
first papers. Rudefsky's cheice of whare to live was a determining
factor in the subsequent development of his professional career.
The possibilities offered by New York were very different from

10 See ARBJ.1.

11 AR40.3 and BRA1.3.

12 While in ltaly, Rudofsky had exchanged iotters with Neutra in the ultimataly
forlorn hope of working with him.

13  TPB, p. 366.

14 Based on Gereld Heerd, Narcigsus. An Anatormy of Clothes, London, 1824



those in California (or Brazil).15 In fact, even though the move to
New York almost marked the end of his career as an architect, he

found there a rich cultural life in the 1940s unparalleled anywhere
in the world.

15 Slegiried Giedion cbserved that "had [Nautra) remainad in New York like so many
others, he would probably hove been driven into the world ot pure theory or into the

taaching profession” (Willy Boesiger (ed.), Richard Neutrs, Bauten und Projekte Band |
(1923-1950), Zirich: Fditions Girsharger, 19561, p. 8.
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Barbara Sutro. Rudofsky preparing a trans-

lucent board for his Are Clothes Modern?
exhibition, 1944,
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Bernard Rudofsky. Invitation card to the
presentation of a new collection of
Bernardo Sandals, 1953,
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10.

Rudofsky spent the 1940s in New York.

Due to the War, architectural jobs were hard to get even for native
Americans. The only project Rudofsky completed was the office-
cum-pied-a-terre for John B. Salterini in New York. Despite the fact
that his Brazilian work was much remarked upon and had been widsly
reported in the specialized press, receiving enthusiastic response, '8
the houses he designed for himself and his wife and others remained
at the conceptual stage. He workad for a short period in William
Lescaze's studio, where Augenfeld was also employed.

From 1942 to 1943, Rudofsky was associate editor and art director
of New Pencil Points, where he was responsible for layout, graphics,
and magazine covers. In June 1946, he succeeded Nivola as art and
architectural editor of /nteriors magazine; in June 1947 he became
its editorial director. He was responsible for layout and graphics. Since
he had no budget, he made friends, including Steinberg, Albers, Le
Corbusier, Ray Johnson, and himself, design the covers. The articles
published in Interiors during this pariod bear witness to Modernism’s
victory in the USA. Their subjects included Fuiler, Eames, Raymond,
Harris, Breuer, Sert, Chermayeff, Augenfeld, Corbett, Neutra, Gruen,
and Lapidus. Rudofsky published his own articles and edited reports on
stage design, and interior architecture and furnishings in Italy. He left
the magazine in January 1949,

The exhibition Are Clothes Modern? established Rudofsky as a member
of the New York cultural élite. The show, which opened in 1944, was
widely reported and gave rise to & virulent debate lasting several
months. Three years later, Theobald published the eponymous book.
The first Bernardo Sandals collection, designed by Rudofsky according
to the principles he had illustrated in the Museum of Modern Art
exhibition, was presented at the Ritz Carlton Hotel in April 1946. The
sandals met with great success and were produced for twenty years.
In 1948 he became an American citizen,

16 “|Kiddar] Smith ard | have been in S&o Paulo five days and want to write t0 you 8t
once to tell you how great my pleasure and, | admit, my surprise at the Frontini end
Amstein houses larel. Without quastion they are the best private modern houses in
Sdo Paulo and would stand up anywhere as architecture of exceptional charm and
originality.” (Letter from Goodwin to Rudolsky deled 25 June 1842).
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11.
As soon as he had acquired his American passport, Rudofsky began to  Bernard Rudofsky. The Third Rome, 1949,
visit Europe again. In 1948, he went to ltaly, France and Switzerland; in  This is just one out of a large series of photo-
1949, ltaly, France, Switzerland and Austria. These first trips took the  sraphs by Rudofsky, representing an amazing
form for almost all those that followed until his death; he would spend  discovery of his: the abandoned incomplete
some months visiting highly civilized countries, making extensive buildings of Mussolini’s “Third Rome" or
notes and taking many photographs. The longest trip of this period was ~ CUR#2, the satellite town meant to host
the one he took to Mexico in 1951=52. Rome Umwr:r:af f:rﬁ:f::mﬂ.n..rrhfdnfrdfm
He transformed some of the curious discoveries he made into articles 1942, Ar.Hu' time of his w.1.m', lh:-: districi

. . looked like an archaeological site full of
for Life magazine. - _ (neojclassical ruins; it was guarded by the
From the late 1940s to the ::md-mﬁns. Fiur:intsi:y designed drapery and  ,..iiary and the access was restricted.
upholstery fabrics (the Stimulus collection); the Alpha lamp, with As an American citizen, Rudofsky could go
Richard Blow, Bernardo Separates, costumes for Maxwell Anderson's  in and shoot photographs, which were
play Barefoor in Athens, and furnishings for Hans Kncll International.  successively published both by Life and
During this period, his only completed architectural work was the Nivola  The Architectural Review.
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Unknown photographer. Peter Harnden (left)
and Bernard Rudofsky (right) at work on the
Brussels Expo project in Harnden's office at
Orgeval, France, ca. 1957.

24

“house-garden” in Long Island, published in The Architectural Review,
as well as in Arts and Architecture, Domus, and Kokusai Kentiku,
accompanied by one of his theoretical articles.

He was one of the authors of the book Seven Designers Look at
Trademark Design (1952). 1955 saw the publication ot Behind the
Picture Window {Qxford University Press), a book on domestic usas
and functions.1? The first dated notes for the unpublished book Give
Your Child a Chance (Letters of an Optimistic Father) are from 1951,
Also in 1951, his architectural works were published tor the first
time in Japan.18 This marked the beginning of a long series: more of
his books have been translated into Japanese than into any other
language.

12

Rudofsky's interest in Japan originated during his student days. The
desire to visit it persisted for many years until he finally made up his
mind to spend 3 months there in the summer of 1955. The trip was
organizationally supported by Isamu Kenmochi.

Rudofsky was in New York from the fall of 1955 to the spring of 1857.
During this period he was Bemis Visiting Lecturer and Critic at the MIT
Graduate School of Architecture (at the invitation of Pietro Belluschi). He
also designed the installation of the Museum of Modem Art exhibition,
Textiles [JSA.

In 1957, he was named “Chief Architect and Originator of the U.S.
Government Exhibits” and was given the job, with Peter Harnden, of
designing the layout of the USA pavilion at Expo 1868. He did much
of the work at Harnden's office in Orgeval, France, starting in May
1957. He stayed in Europe until April 1958, when he left for his
second voyage to Japan. This was funded by a Fulbright Scholarship
obtained also thanks to the recommendations of Neutra, Belluschi
and Gropius.

He remained in Japan until January 1960. During the summer of 1859,
he spent 5 months in Tsuda, in a house provided for him by the
Governor of Kagawa Prefecture, Masanori Kaneko. He was Research
Professor at Waseda University in Tokyo, where he gave lectures and
conferences. Various ideas saw the light of day during his Japanese
sojourn, including an exhibition on the Everyday Art of Japan ("an
exhibition of Japanese ingenuity and taste — stripped to the bones,
so to speak. | compiled a list of more than 100 objects — none of
them arty or chichi:* an intuition that would have been the right thing
at the right time);’? two books, one of them on the Westarnization of
Japan: and a comparative study of Japanese and American domestic
life.<0 "

He left Japan with the dasire of going back to architectural design.2’
He stayed in Hawaii until September, at which point he eventually
returned to New York.

17 Tha project was conceived years before, end bore many differant titlas, ncluding
Are Houses Modern/ end Budofsky’s favorite, Uncle 5am’s Cabin,

18 ! haven't been able to identify how Rudofsky got published in Kokuvsar Kernilrku.
13 Letter lrom Rudofsky 1o Rend D'Harnoncourt.

20 Lattar from Rudofsky to Isamu Kenmochi, 24 Apnil 1955

21 Letters from Rudolsky lo Richerd Neutra, 28 April 1869; to Walter Gropius,

15 August 1953; and to Pietro Belluschi, 12 March 1360,
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13.

Having returned to New York, he took up residence in the Kips Bay
apartments (lech Ming Pei). His application to the AlA was rejected.
The Museum of Modern Art asked him “to organize a number of
didactic {traveling] exhibitions, their subjects laft to my discretion.”22
Baginning in 1961, the following projects were completad: Japanese
Viernacular Graphics, Roads, Stairs, Antoni Gaudi, and Architecture
without Architects. The agreed list of exhibitions also included The
Outdoor Room and, possibly, Streets, Arcades and Galleries, naither
of which were actually produced.?3 Rudofsky also presented the
Museum of Modern Art with a project for a “monumental” exhibition,
entitled The Japanese Culture.24

From 1963 to 1964, Rudofsky won a Ford Foundation Scholarship, and
two Guggenheim Memorial Foundation Fellowships.?® He was thus
able to make a journey to Europe in the summer of 1963 to complete
documentation for Architecture without Architects. The exhibition
met with great success and was shown in 84 different locations over

22 1TPB, p. 366

?3 ARBEA4

24 Letter from Rudofsky to Mrs. Maki, 28 Juna 1961,

26 RAecommendations were produced by Neutra, Tenge, Ponti, Sert, and Belluschi.
Rudolsky colled the lotter the “godiather™ of Architecture without Architects.

o ik
.""'-' A
(] - ﬂ-l—l;-.]l :r‘,lt-\.
.'.

'h-l-nl'.'_.-l

Bernard Rudofsky. Garrovillas' porticoed
square, 1963,

Just an example — documented by rtwo photo-
graphs, similar 1o this one, which were
published in the book — of the extensive
phorographic campaigns which Rudofsky
undertook to prepare Architecture without
Architects.

25
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a period of about twelve years. It was probably the MoMA's
Department of Architecture and Design's longest running exhibition
aver.

It was planned to accompany each of the shows, with the exception of
Antoni Gaudj, with a largely photographic book.?® The book-catalogue
Architecture without Architects was criginally intended as a gift to be
offered to the trustees and membars of the Museum, but when the
general public discoverad it, it sold so well that it rapidly went out of
print. When the different places where the exhibition was shown also
ordered quantities of copies the situation got worse. Rudofsky decided
to find another publisher; the Museum of Modern Art condition was
a wait of 2 years before Doubleday could take over.?” The Road as a
Work of Art, which was to have been sponsored by Standard Oil Co.,
never saw tha light of day, perhaps because Rudofsky did not accept
that Arthur Drexler be credited as co-author.

The cancellation of the exhibition The Outdoor Room, disagreements
concerning content and approach in Streets, Arcades and Galleries,
as well as differances over monay, all contributed to the breakdown of
Rudofsky's relationship with Drexler in 1967.28

Two exhibition projects were thus converted into editorial ones: The
Outdoor Room (or The Conditioned Outdoor Reom), which was never
produced; and Streets, Arcades and Galleries, which became Streels
for People (1969).

14.

Between 1962 and 1964, Rudofsky designed and built a “house-garden”
near Detroit for James Carmael.

During the 1960s, Rudofsky worked intensively giving lectures and
teaching university courses. In 1961, he was invited to give a talk in
Aspen Design Conference, which he defined as “my very first con-
ference.” He was invited by Serge Chermayeff to be Visiting Critic at
the Graduate School of Architecture at Yale. He was named member
of the Advisory Screening Committee on Art and Architecture for the

26 Correspondence with Carroll Bowen (Director, MIT Press), 1982-83.

27 Berte Rudofsky’s written recollections, 2002,

28 It would certainly be worthwhile 1o make a doaper study of the intellectually
stimulating but somatimas parsonally conflictual relationship between Budofsky and
the MoMA.

The following cormments by Rudolsky date lrom 1958: “The liveliest workshop for
experimentation, today end in the years past, is the Museum of Modern Art in New
York... That museum_..is in a class by itsalf. It gives the exhibition director complels
freadom .. Onca you have signed the contract, every decision is yours. From there on,
nnbody I8 going to question you, 1o advise you, to cornect you. You sre responsible to
yourselt only. This is as it should be, and | have never seen a goond axhibition done by
a man who was not free to do what he wantad to do.” {An Archirecr Looks at
Extibition Design, unpublished manuseript, pp. 5-8).

But espacially in the 1960s, an institution such as the MoMA found it increasingly diffi
cult to deal with Rudofsky’s independent position. One gets the impression that the one
wos eager Lo exploit the other — the MoMA, Rudofsky’s brilliant ideas; and Rudofsky, a
prastigious springboard and the oppartunity of putting on his exhibitions without having
to make compromises (he seemed to have been continually putting distance between
himsalf and tha MoMA and detending his position as an author-creator with the final
say n all areas).

It should be mentioned in passing that the MoMA prabably did not see much difterence
between projects such as Roads and as Architecture without Architects. Preblems be-
tween Rudofsky and the MoMA started to occur @ lew months after D'Harmoncourt’s
sudden desth in August 1968. It was he who had guaranteed Rudolsky considerable
Ireedom ol action (see Rudofsky’s latter to D'Harnoncourt, 4 April 1962).



). S. Governmant Awards (a role he honored for 3 years). In 1962, he
adited a monographic issue of Design Quarterly, entitled “Japan: Book
Design Yesterday,” and gave a series of conferences on Japan at the
Walker Art Center in Minneapolis. He became a free-lance contributar
to the magazine Horizon (and continued to be so until 1976). In 1965,
he finally published the book The Kimono Mind, the fruit of his long
tamiliarity with Japan. Also in 1965, he was Visiting Professor of Art at
Yale, perhaps with a five-year tenure. While st Yale, he suggested
innovations in teaching methods and structures, amongst them the
creation of a Center for Environmental Studies. The project was never
undertaken, perhaps due to the death of its sponsor.?? He left Yale
after only one year. In 1966, he was one of the speakers at the 15t
Annual Northwest Regiocnal Conference of the AlA, held in Seattls.
He spent some months of every year in the QOld World. During the

ummer of 1969, he found in Andalusia what he had been looking for
many years: the ideal site on which to build a house for himself and
his wife.

29 Lstter from Rudatsky 12 Yahudi Menuhin, 15 Dacamber 1372

See Proposal for a Center for Environmental

Studies, p. 231 ff.

Antonio Niego. Bernard Rudofsky phaoto-
graphing the sandaled foot of the polychrome
marble statue of the muse Citharoeda in
Naples's National Archaeological Museum,
1983.
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Alex Gotfrvd. Bernard Rudofsky as he appears
on Now 1 Lay Me Down to Eal jacker,
ca. 1980.
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15.

The house was built in 1970-71. He went there avery summer, using
it as a retreat for his work and as a base for his trips in Europe. It was
the last house Rudofsky built.

In 1971, he published the book The Unfashionable Human Body, in
which he revisited the themes of Are Clothes Modern? In the same year,
he received his third Guggenheim Memorial Foundation Fellowship.
Encouraged by the success of the eponymous book, he attempted to
out on Streets for Peaple as an exhibition at the Whitney Museum of
American Art.

In the fall of 1972, Yehudi Menuhin, one of the trustees of the Edward
James Foundation, asked Rudofsky to set up 8 new school of
architecture at West Dean College near Chichester, England. This
gave him the opportunity to revisit the ideas he had bean working on
at Yale a tew years earlier. In April 1973, he left his house in New York
to go and live in London. .4

However, his first course, set for 1974, was cancelled, as not enough
students enrolled.

During the winter of 1974 he went to Copenhagen where, in 1975, he
was Guest Professor of Architecture at the Royal Academy of Fine
Arts 31

He spent winter 19756-76 in the Canaries, after which, he returned to
the United States after an absence of almost three years.

By the end of 1975, 50,000 copies of Architecture without Architects
had been sold in the United States alone. (The Unfashionable Ruman
Body had sold 8,000 copies, The Kimono Mind 16,700, and Strests for
People 22,000). A further 15,000 copies of Architecture without
Architects had been sold in the United Kingdom. (By 1985, 100,000
copies had been sold just in the United States).

16.

In 1976, Rudofsky began working with Michael Blackwood on a
documentary about traditional Spanish architecture. The project was
abandoned in 1978, just before filming was set to begin.

In 1977, he published The Prodigious Builders, in which he gave detailed
arguments in support of the ideas he had presented in Architecture
without Architects. During the summer, he went to Vienna for the first
time since the War. The Technische Universitat, where he had been a
student, awarded him the Prechtl-Madaille. in 1978, he was a member
of the Advisory Board of the Japanese journal Process Architecture. In
1979, he received the AIA Medal for the Visual Arts. He continued to
give lots of lectures. In 1980, he was speaker at the Aspen IDCA "Form
and Purpose” conference, directed by Moshae Safdie.

The first outlines of an unpublished book on profane architecture,
especially casties, between the 10" and 14'h centuries — provisional
titles; Vintage Architecture, Private Reserve, and The Missing Link —,
date from 1978. The book was to have had the same layout as
Architecture without Architects, Roads, and Stairs, with numerous
photographs and little text.?2 The National Endowment for the Arts
(two Research Grants in 1978 and 1982; two Senior Fellowships in
1983 and 1984) enabled him to conduct fresh research into one of his

30 Latter from Rudofsky to Richard White, 22 April 1973 *) am leaving the [USA] and
it | come back it will be as a tourist only.”

31 Dean Tobias Faber's invitation was relayad by Kyaholm.

37 Bernard Rudofsky, Manusaript of an Qutiing for 8 Book on Architecture in the Form
of a Letter ra an Unknown Lditor, ca. 1978 (/).
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favorite themes: the foot and footwear. The book resulting from this
research, which was to have been entitied Pieds Nus, Pieds Chaussés,
was never completed.

From 1979 to 1981, Rudofsky was Smithsonian Scholar in Residence
at the Cooper-Hewitt Museum in New York. In 1980, aided and abetted
by the enthusiasm of the Museum’s director, Lisa Taylor, he organized
the exhibition Now | Lay Me Down to Fat and published the book of
the same name.

In 1984, he began his collaboration with the journal Interior Design,
to which he contributed short articles accompanied by photographs
taken on his travels. On his death, only seven of the thirty articles he
had proposed to the magazine had been published.

In 1985, he traveled to India to take part in Golden Eye, a craftsmanship
developmeant program.

In 1986, he was awarded the Vienna Architecture Prize: the encomium
was delivered by Hans Hollein. The following winter, he stayed in
Vienna, where, on the invitation of Peter Noever, the director of the
MAK, he organized Sparta/Sybaris. The exhibition opened in October
1987. The eponymous book — Rudofsky's only one in German — was
published at the same timea,

Bernard Rudofsky died in New York on March 12, 1988.

R - e ——

1800 Chermayeff, Fathy

1901 Kahn, Sartoris, Sert, Wachsmann

1902 Barragan, Breuer, Costa, Jacobsen, Lapidus, Stone

1903 Backstrém, Figini, Gruen, Libera, Owings (SOM), Plischke, Pollini
1804 Goff, Ridelfi, Terragni, van der Laan

1905 Albini, Cosenza, Gardella, Maskawa, Mollino, O'German, Rudofsky, Speer
1906 Johnson, Scarpa

1907 Bill, Eames, Munari, Niemeyer, Segal

? 1908 Melson, Peressutti (BBFPR)

1909 Baelgiojoso (BBFR), Burle Marx, Reidy, Rogers (EBFR)

1910 Banfi (BBPR), Candela, Prouvé, Rainer, Saarinen

Some of the architects belonging to the same generation as Rudofsky
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Map of Rudofsky’s Personal and Professional Contacts

NEW YORK

Stanley Abarcromble
Josef Albers
Maxwell Anderson
Borls Aronson

Felix Augenfeld
Richard Blow
Roberto Brambilla
Marcel Breuer

Aldo Bruzzichelli
Alexander Calder
Christo & Jeanne-Claude
René d'Harnoncourt
Sarl Dienes

Arthur Drexler
Zette Emmons

Lucy Fellowes
Buckminster Fuller
Dorathy Globus
Myron Goldfinger
Philip Coodwin
Peter Harnden
Bernard J, Hassan
Ira A Hirschmann
Ada Louise Huxtable
Cuen and Fumi Inokuma
Philip Johnson
Cyorgy Kepes

C.E Kidder Smith
Willam Klein

Hans Knoll

Marris Lapldus
Richard Lindrner
John Maass

Clalre McCardell
Ceorge Nelson
Costantino Nivola
Isamu Noguchl
Dorothy Norman
Bernard Plriem
Gordon N. Ray
John B. Salterini
Irene Schawinsky
Josep Lluis Sert
Saul Steinberg

Lisa Tayler
Fermando Texidor
Lili van Ameringen
Diana Vreeland

Paul Lester Wiener
Valy Wieselthier

-
DETROIT. i
James Carmel |
Eliel and Eero Saarinen ” _
oy s 7
rank Lloyd Wright i W - -
| | ¥
PITTSBURGH - " s
Edgar Kaufmann b A Cumrincea BOSTON
RANC " Christopher Alexander
'mlrm'%rﬁ? ) Pietro Belluschi
i Serge Chermayeff
! Glbson A. Danes
! Walter Groplus
Jack Tworkow
_ Konrad Wachsmann
! MFaul Rand
. Joseph Rylwert
Moshe Safdie
‘ % _ PHILADELFHIA
ILOS ANGE Pietro Dorazio
Vico: Erin | ® 4:-”*“;:’;“"
Harwell H. Harris PaulRudolph
Richard Neutra gl tpa. o
o™ . |I|.il J’

'RIO DE JANEIRO

.. SAQ PAULO

LONDON'E=>
Nobuko Albery

Hugh Casson

John Lowe

Jehudi Menuhin Q&
Robin Middieton

John F.C. Turner

PARIS o

André Bloc

Jacques Binoux

Maxime de la Falalse

Yona Friedman

Le Corbusier

Frangols Spoerry

MADRID

Jerdnimo junguera
BARCELONA

José Antonio C
ROMA
Giorgla de Chiico
Pericle Fazzinl
Lulgi Piccinato
Bruno fevi

h y de Sentmenat

Glovannl Barttista)Ceas

Luigi Cosenza
Alfredo Cottrau
Roberto Pane
Guglieimo Terracciano

Lucio Costa
Theodor Heuberger
Carlos Kleibers sr.
Oscar Niemeyer

Pletro Maria Bardi

Flavio de Camvalha
Ernasto De Flori

Alberto Fernando Xavier
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Petar Moever
Georg Wilhelm Pabst
todaqd Rainer

t. r Roda Roda
Slegiridd Thelss & Hans Jaksch

Lisl Woil ]‘ .

ECYPT

Hassan Fat

_MILANO T
BBPR

Massiiio Campigh

\Dofmenico Cantatore

‘Lucio fontana

Catrige and Genny Mucch
Ciuseppe Pagano *‘

Cdoafdo Persico

Anitp Pittonl

Attifio Podesta

G and Lisa Ponti
nhardo Sinisgalll

TORING
Carlo Mollino

Ettore Sottsass sr.

-

DELHI
Rajeev Sethi

MUMBAI

Charles Correa

TORYC
Shimokobe Atsushi

Alko Hasegawa
Masahiro Hikita
Masanorl Kaneko
Hidetoshl Kalo
Yamashita Kazumara
Isamu Kenmochi
Fumiko Maki
Tashio Nakamura
Antonin Raymond
Kenzo Tange
Koichi Tsukamoto
Yunzo Yoshimura

We are the sum of the people we meet. The
people we love, those who have brought
something to us, who have appreciated us,
from whom we have learned, with whom we
have shared ideas, and with whom we have
spent time. It would be vain and inappropriaie,
in this book, to attempt to describe the nature
of the relations Rudofsky had with all the
people he met, or to include an anecdotal or
chronological reconstruction of them.

3



- — ——— -

Bernard Rudaofsky (?). The play of terraces
on different levels at Oro house, with Berta
Rudofsky and Maria Teresa Cosenza, 1937,
In the foreground, the dining terrace with the
protruding master bedroom on top; behind,
the living room'’s roof serves as terrace for
the child's bedroom.

The formal results achieved at the Oro house
are close to the aesthetics of the purist, ratio-
nalist avani-garde. Unlike other Rudofsky
designs, this one seems to stress how the white
walls create a pure play of velumes in the
stark sunlight.
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The greater part of Rudofsky's explorations in the field of architectural
design is devoted to residential buildings. Like Loes, Schindler, and
Neutra, he was primarily active as an "architect of villas.”

This does not come about entirely by chance. Citing Palladio, Rudofsky
insists upon the central role of the dwelling, from which every other type
of architecture is descended. In this, he is certainly not alone: for many
madern architects, including Frank Lioyd Wright, the single-family house
seems to be the quintessential architectural theme.

Not only does Rudofsky design buildings on a limited scale; his
professional output is restricted in quantitative terms, and his career as
an architect ends early. It is perhaps for these reasons that his work has
remained little-known, despite having enjoyed, in its day, favorable
reviews and notable visibility: in the thirties, the magazine Casabella
published six of his works, as well as an article by him about the Ministry
of Education in Rio; 2 during the second World War, he appeared three
times in The Architectural Review.3

The houses he built in Brazil were widely published and celebrated.
One reads of them: “Call it a house, pavilion, or pleasure dome of
Xanadu, the Arnstein family has as lovely a place to live in as could
be found in the Americas. It is a splendid house... [T|here is no such
homogenous and successful example of the modern house-garden in
the Americas... During three years of architectural work in Brazil,
Rudofsky built some houses which were considered the best on the
American continent.”4 Sacheverell Sitwell wrote that, during the

1 ARS7.1, p. 34

2 AR36.1, AR37.2, AR39, BR39.1. Rudofsky's works oppesred a'so in AR34.2 and AR35.4.
3 AR40.1, AR40.3, BR41.2. | am not abla to wll whathaer this happened thanks to Jim
Richards, nor to ascertain how did Rudafsky’s Oro house happen to appear in the
limitad selection of contamporary Italian works presented in the monographic article in
The Architectural Review.

4 AHR431.

On the Architectural

Oeuvre
(A Natural Philosophy
of Architecture)’

See Catalogue no. 30 (p. 277) and no. 32
(p. 279)
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architect’s stay in Brazil, "Bernard Rudofsky built a pair of private
houses that in their way are among the greatest successes of the
whole modern movement. [T)he temple gardens of Daisen-in and
Ryuanji in Kyoto... are among the greatest assthetic mastarpieces of
Japan, while [the Arnstain and Frontini gardens) are the best modern
architecture of our time.” In the exhibition Brazil Builds and its catalogue
(1943), not much less space was devoted to Rudofsky's buildings as
to those of Niemeyar; in the lengthy article that The Architectural
See Catalogue no. 17 (p. 264) Revue devoted to Italian architecture in 1940, the Oro house is set
beside the work of Albini. In the early forties, Rudofsky stood a good
chance of becoming aone of the twentieth century’'s famous architects.

Bernard Rudofsky. Preliminary perspective
sketch of Oro house, 1935 (7).
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Page 254 ff. My catalogue contains a description of the works known to me, whether
L

or not they were actually built.
In this chapter, we shall analyze some of the recurrent design themes
which run through Rudofsky’s architectural output,
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Peter C. Scheier. House for Dr. Virgilio
Frontini, seen from northern (front) garden,
ca. 1941=42,

The wing to the left contains the playroom ]
living room (first floor) and the dressing
rooms and one bedroom (second floor); the
ane to the right, the study and the master
bedroom.

In their time the Frontini house and the
Arnstein house, both in Sdo Paulo, Brazil,
were probably the mast celebrated of
Rudofsky's huildings.
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Table of Correspondences
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Plan of the Society of Nations by
Le Corbusier (1927) ! Plan of the
Auditorium 5 m above ground
level (design by L. Cosenza and
B. Rudofsky) (1934)

The piers that make it possible to
pass beneath the auditorium are
closer to Le Corbusier than the
plan itself.

36

This table relates some of Rudofsky's architectural
works to earlier buildings that may have formed
part of the world of formal references within which
he can be placed.? In most instances, Rudofsky's
knowledge of the works cited is documented; in
any event, these are all works which he very
probably knew, either directly or through pub-
lications.

The table’s purpose is to suggest a contextualization
of his works with regard to a cultural and creative
anvironment, without, however, implying any
copying on his part.

9 Henri Focillon, Vie des formes suivi de Eloge de la main,
Paris. PUF, 1843

Ground plan of the house am Horn at Weimar, by G,
Muche and W, Gropius (1923) ! Ground plan of B.
house in Capri by Rudofsky (1932-33).

Facgade of a design for an auditorium by J. Haffmann
(1922) / Perspective view of the Palazzo del Littorio
along the Via dell’ Impero in Rome, looking towards the
Colosseum (design by L. Cosenza and B, Rudofsky)
(1934)

The ground plans in the two designs are quite different,
but share a similar appearance of modernist monumen-
tality in the main facade.

The composition of Rudofsky's drawing displays a
visual culture reminiscent of the panels painted with
perspective views on an “ideal city,” now in Urbino
and Baltimore.
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Arbeitsamt Leising by E. A. Plischke (1930=31) | South front of the Naples Tennis Club (design by L. Cosenza and B. Rudofsky)
(1915)

Josef Frank. Ideal project for a courtyard house for Dagmar Grill in Skdrgdrden, 1927 | Bernard Rudofsky. Imaginary house
for Casa & Jardim brochure, 1938 (?).

If not among Rudofsky's sources, Frank's ideal project for Skdrgdrden is, at the least, one of his points of reference; a large
reproduction of it was to be found among his papers. In both houses, one may note a wide range of open-air rooms, but
also a variety in the plans; both houses teem with life.

Haus Wenhold, near Bremen, by E. Fahrenkamp e R,
(1929): parden elevation | Oro house (by B. Rudafsky 5 Dk -’:_:j.;f
and L. Cosenza) (1935): parden elevation. - il il
The spread of cultural innovations, like that of

material goods, is neither immediate nor isotropic.
In the Naples area the Oro house constilutes, in
the mid-thirties, the first fully realized project in
the rationalist style, felicitously cross-bred with
elements from the local vernacular: a style that
had constituted a common expressive language of
the Northern European avant-garde for at least a
decade.

The Wenhold house looks like a compact Oro house,
not yet “set in motion.”
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Pavilion for L.’Esprit Nouveau, by Le
Corbusier (1925) { Villa Campanelia
(design by B. Rudofsky and L. Cosenza)
(1936)

In both model buildings, the roof is
pierced by a tree that passes through
it. While the Esprit Nouveau pavilion
was conditioned by the pre-existence
of a tree that could not be cut down, in
the Vilila Campanella — which stands
on a reef unsuitable for cultivation —
the trees are the fruit of a symbolic
intent.

“Open room” in the Salvisherg Il house in Zitrich (1929) by O.
R. Salvisberg | Room opening onio the garden in Orvo house (by
8. Rudofsky and L. Cosenza) (1935)

Both buildings are equipped with a summer living room, opening
onto the garden like a broad portico.

In the Salvisberg Il house — probably on account of the climate —
the room, while having a floor uniform with that outdoors, can be
closed by a sliding plass door that, when open, is accommodaled
within the walls; in the Oro house, the room cannot be closed off
and, in fact, the projection of the upper floor runs through two
flowerbeds.

In the Frontini house in Sdo Paulo, Rudofsky will take up the
theme of a living room opening completely onto the garden by
means of a large sliding glass door.

Casa Laporte roof garden, by G. Ponti (1935} | Second-floor selarium of Frontini house by Rudofsky (1940).
Both top-floor outdoor rooms feature an awning similar to those of liners.
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Villa Alexander Moissi, Lido, Venezia, by Adolf Loos
(1923) / Elemients from diverse designs by Rudofsky
(clackwise from upper left: house in Berkshire,
Marsicano house, alberghetto at Positano)

Brazilian Pavilion by Costa and Niemeyer at the New York World's Fair (1939) | Courtyard of Frontini house (1940). In
Costa and Niemeyer's pavilion, the glass walls are set a little ways back the reinforced concrete structure, while in Rudofsky's

Frontini house the large plates of limpid glass are positioned between the pillars themselves. In both examples, a simplified,
albeit monumental, structural rhythm is evideni,



Unknown photographer. Mddchenschule des
Kreuzschwestern (Girls' School of the Sisters
of the Heoly Cross) in Linz a.d.D. by Clemens
Holzmeister (ca. 1928). Side view with
kinderparten.

Like that of many other architects of his
generation, Holzmeister's “rationalism”
was the result of visual simplification and
stripping-down of a professionally
consolidated building layour.

Charlton House in Berlin-Dahlem (1929), by
ite Rudolf Salvisberg. View from the garden,
In Rudofsky's work it is possible to trace
elements — both constructive and compositional
— already present in that of the architects
under whom he had served his professional
apprenticeship, such as protruding windows,
“wagnerian” windows withoul labels,
protruding rooms (cantilevered or not), winter
gardens, porches open to the garden, sliding
glass walls, helicoidal staircases, erc,

Bruno Reiffenstein. View from the Wenzgasse
of Hietzing Mddchenrealgymnasium {completed
1931), by Siegfried Theiff & Hans Jaksch
with the collaboration of B, Rudofsky and

W. Fabian, 1931 (7).
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The works of Thei & Jaksch on which Rudofsky collaberated, but On Style

also the plans he drew up with Cosenza.for participation in competi-

tions, can be related to the work ot the architects of an “other See Catalogue no. 3 (p. 255), 4 (p. 256),
modernism” (Salvisberg, Holzmeister); architects who, belonging to 2 (p. 258), and 10 (p. 259)

an earlier generation, had not played a pioneering role in modern

architecture, but who had nonetheless opted, decisively and at a

high level of quality, for the new way of building, giving it currency

in the German context at the end of the twenties.® Theirs was a pro-

fessional approach to modernism, one that did not cry out for atten-

tion, since it did not belong to an avant-garde infatuated with the

myth of technology. Buildings such as the Oro house and the Naples

lennis Club can be more properly related to the aesthetics of the  see Catalogue no. 14 (p. 262)

purist, rationalist avant-garde. In the ccllaborations with Ponti, and

then in the Brazilian works, one may perhaps spot some of the seeds  sec Catalogue no. 24 (p. 271), 25 (p. 272),
of the regionalist evolution of modern architecture. 29 to 33 (p. 276 f1.), and 35 (p. 282)
But these are nuances of the formal aspect. For Rudofsky, modernist

compositional language is a given which he 1s capable of using with

ease and freedom. This allows him to concentrate his attention on  Bernhard Rudofsky (7). Model of Naples Tennis
what is beyond style, without remaining a prisoner of the debates  Club (project by Luigi Cosenza and Bernhard
connected with the formal aspect of architecture. jfud;rf'-'kri seen from the swimming pool,
035,
Rudofsky's work and thought find their historical context in the story of
rationalism. Even his subsequent rebellion against modemnism and pro-
gress would be inexplicable without reference to the epic clash, in Central
Eurcpe in the first decades of the twentieth century, between innovation
and conservatism in architecture.
In this conflict, Rudofsky's position was not unequivocal. His radicalism
was such as to demand that every question be re-examined rationally
from the beginning, seeking ta fres itsalf from the hernitage of the most
recent tradition (and the academic tradition in particular); but, like some

6 See Cleude Liechtenstein, Otto Rudolf Salisbarg (1882 -1940). Eina andgre Modama,
Zurich: GTA, 1996, To undarstand this way ol doing architactura, it may be usaful ta browse
some years of Moderne Bautormen.
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Kurt Unger. Isometric view of Dr. Fleischner's
House in Haifa (praject by Adolf Loas), 1931.
Rudofsky's domestic designs share certain
traits with those of Adolf Loos, in the way the
inhabitable volumes are put rogether, the ter-
raced roofs, the double-height interiors, the
cubical compactness of certain volumes, the
clear-cut apertures—and, above all, in the
“culture of dwelling” (Wohnkultur).
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others of his period, Rudofsky maintained that it was possible to
measure oneself against the basic principles which could be read in
the traditions of building and dwelling of ancient civilizations and
popular cultures. For him, “modern® meant: that which, thanks both to
the overcoming of habitual limitations and to the possibilities offered
by technology, permits a freedom never before experienced; that which
is derived from a rational approach to questions, with no doctrinaire
conditioning.

Already in the thirties Rudofsky was challenging, like Jasef Frank before
him, the betrayal of the idea of the modern by those who had won a
powserful position within the modernist movement, which had rapidly
turned into an aesthetic-stylistic trend content to create architecture
that looked functional.?

His general approach to "modernity” brings Rudofsky closer than any
other architect to Josef Frank and Adolf Loos. Loos had recommended
the avoidance of formal novelties as an end in themselves, especially
in “delicate” contexts: "Modifications of the traditional way of building
are allowed only if they constitute an improvement; otherwise, stick
to tradition."® What is more, Loos firmly excluded the house from the
field of art: “The work of art is a private concern of the artist. Not so the
house. The work of art is placed into the world, although there is no
need for it. The house satisfies a nesd.”? This means that the architect
must moderate his drive to become tha protagonist: a “total work of
art” tends to condition its users’ way of life excessively.!?

In his mind, this applied not only to buildings” appearance. In the same
way, Frank was convinced that: "If humankind in the course of its
cultural history had developed certain tried-and-true solutions, then
there could be no reason to replace them simply because of their age.”11
Frank's attack on the dogmas of "functionalism” as the justification for
a new style, and on the negation of the spiritual and psychological vaiues
of architecture that it involves, is very lucid and very harsh: architecture
cannot exhaust its potential merely by providing an answer to functional
necessities.'? The exteriors of Frank's houses show an obvious debt
to Loos and modernism.!3 But their interiors, in both the disposition
of the rooms and the furnishing, are not rigid and bare like those of
the majority of his colleagues; instead, they reveal a more eclectic
attitude towards form, and a greater tolerance of the tastes and real
needs of the inhabitants.

7  Christopher Long, *Tha Wayward Hair: Josef Frank’s Vienna Years, 1886-1933", in
Nina Stritzler-Levine (ed.), Josef Frank. Architect and Designer. An giternative vision of
the modermn home, New Haven-London: Yale University Press, 1996, p. b5, Compare
with BR38.10.

A  Adoll Loos, “Regeln for dan, der in den bargen baut”, Trerzdem, Innshruck:
Brenner-Verlag, 1831,

9 Adolt Loos, “Architektur”, Trotzdemrn, op. cil.

10 ARB7Y.1, p. 332

11 Christian Witt-Dérring, ""Stoal is not a Raw Material: Steal is a Waltanschauung':
Tha Early Furniture Designs of Josef Frank, 1910-1933", in Nina Stritzler-Levine l(ed.),
op. ¢it., p. 106,

12 Josel Fiank, "Wahn", Architeklur als Symbol. Elemente devitschen neven Bawens,
Wien: Schroll, 1931, p. 167 1I.

13 For a complate survey of Loos's work, see Burkhardt Rukscheio (ad.), Adolf Loos,
Wien: Graphische Sammiung Albertina, 1383, Aboul Frank's architectural ceuvre, see
Maria Welzig. Josef Frenk 1885-1967. Das architektonisches Werk, Wien-Kéln-Weimar.
Bohlau, 1998,



