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No part of this exercise is an apologia. The essence of this 

undertaking is that of a beginning , and although it is not to be a 

"thesis'Mn the proper sense of the word, my hopes are that it is 

founded in scholarly attitudes towards learning, as well as in learning 

itself. 

lo "start from scratch" is an idea of German persuasion. It is 

irrational and probably impossible; ev/en so, it is "done" in hopes of 

achieving an absolute rationale. The fact cannot be denied that the 

pad of lined paper upon which I am writing consists of a lot of "scratch 

But to commence requires a direction and an idea of which 1 have both. 

The exploration that follows delves into the realm of Architecture. 

That is the initial direction. 

Learning from Architecture is a many-faceted thing. To feast 

upon the visual aspects of the past and present is an ongoing experience 

Biases are formed and opinions are made as to what one feels to be 

good or bad. Sometimes opinions go as far as to term something beau

tiful and somehow inspiring. Visual inspiration, however, must go 

beyond that which is pleasing to the eye. In some way, there must be 

a connection with the will and the knowledge to create architecture. 

Ideas and architecture change in terms of the reasoning 

processes which bring the two together. Emil Kaufmann refers to this 

1 
change as a "system." The purpose of this study is to investigate a 

"system" change between emotional and intellectual ways of understanding 

things, and how this is reflected in works of architecture. 



The inherent complexities of architecture are so extremely rich 

in potential that there need be no diversification from it in a search 

for meaning. Meanings are inherent in architecture. They are not 

designed "into" a building. Hence, the following studies are intern

ally directed. They are towards Architecture. 

Experiences within buildings vary between appeals to the emotion 

and appeals to the intellect. The manner in which mass, void, and idea 

interconnect reflect the attitude of a culture. 

Scholars term architecture which is of the intellectual origin 

as being Eastern. Conversely, that which is deriv/ed from a desire to 

appeal to a person's emotion is called Western. 

As will be shown, the differences between an Eastern and 

Western system of thought greatly influence the way in which a building 

is composed. \lilia Madama, in Rome, is composed in such a way so as to 

optimize the illusionistic aspects of building. Un the other hand, 

nowhere is the delineation of parts more imbued into an Eastern idea 

than that of Egypt. The Temple of Amon at Karnak is a good example of 

how the Egyptian system of thought is manifested in a building. 

The Nile is characterized by elements which provide many of the 

initiating architectural ideas of the Egyptians. it is unidirectional 

and linear; a dynamic entity bounded by the vast and static. Egyptian 

works of architecture such as the Temple of Amon reflect these character 

istics in how parts interact within the building. To quote Christian 

Norberg-Schulz: 



(Egyptian) articulation in general consists of simultaneous 
dividing and linking of parts. Any articulate totality has 
to consist of parts vuhich have a different function within 
the whole, but which are interdependent rather than independent. 
Egyptian architecture provides the ficst conscious and system
atic attempt at an articulation of this kind. 

Physically, the Temple of Amon is composed of three major com

ponents: a collonaded courtyard, a hypo-style hall, and a sanctuary. 

The form u»hich these elements assume is "the enclosed oasis, the endur

able and megalithic mass, the orthogonal order, and the path or axis.""5 

The dominant component is the axis. R.G. Carrott mentions that 

4 
Egyptian is that which "flanks" and the collonades, pylons, and 

obelisks primarily support the axis . . . the Way. 

The axis itself does not function as a means of ingress to an 

illusionistic context. The context's main duty is to support the idea 

of the axis as one very important path. The axis is a result of the 

parts' "systemized" juncture. 

Just as the Nile possesses its uni-directional flow through the 

desert, so does the Pathway maintain a singularity of direction through 

the trilogy of courtyard, hall, and sanctuary. 

To perceive this tunnel of gates would be to realize a passage 

which diminishes in the distance. This, when in the Egyptian line of 

thought, is designed to correspond to abstract notions of an actual 

compression; for as one penetrates into the building, the structure 

itself contracts. The ceiling becomes lower and the floor gets higher. 

The perceptual aspect of diminishing linos is therefore interrelated to 

the abstract conception of parts actually becoming nearer to one another. 
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Any manipulation of parts has its illusionistic traits; however, 

as with the making of the axis at the Temple of Amon, illusionism is 

subsidiary to the enforcement of an intellectual notion of direction. 

The Temple of Amon possesses a quality which is discrete in 

terms of how a system of reason brings its parts together. Its begin

nings and ends are kept within the bounds of the structure itself. 

The axiality is an enclosed one; hence, it exists solely within defined 

physical limits. This separation, well evidenced by a monastery, assists in 

attaining a contemplative train of thought that is abstract and 

intellectual. 

Villa Madama is composed in such a way so as to optimize the 

illusionistic aspects of building. Formal attitudes give way to ones 

where an emotional experience is more important. It is diametrically 

opposed to the "intellectual" means of understanding the Temple of Amon. 

The axis at Villa Madama is, however, the antithesis of the 

Egyptian path. Whereas the interplay of parts in monuments such as 

the Temple of Amon provides a "framework" for axiation, in Villa 

Madama, the axiation provides a framework for a variety of components 

to be separately perceived. 

Symmetry is often synonymous with the idea of an axis. In 

Villa Madama, however, "There were no duplications; every room was 

different. Uniformity was restricted to the parts where it could be 

5 
immediately apprehended; the building as a whole was diverse." 

Independent parts combine to make a whole out of contrasting elements. 
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Raphael realizes a Vilia Madama which is not physically divorced 

from the hills of Monte Mario on which it rests. The parts are such 

that in plan it is not easy to distinguish between that which is open 

and that which is enclosed. 

The axes allow ingress to an accumulation of enclosures defined 

by a variety of walled shapes. A single piece of Villa Madama is 

format- only in its own right. 

Within Villa Madama there, too, is a gradual compression of 

space along the axes. At the Temple of Amon, "compression" enforces 

a directional aspect of the axis. At Villa Madama it enforces the 

illusionistic grandeur of the large open court pt the intersection of 

the axes. Ihe path(s) are ones of transition. They begin, end, and 

begin again. 

The desire to create a primarily illusionistic building, as 

Villa Madama, is closely related with the ability to allow for the 

realization of as many diverse parts as possible. The difficulty in 

creating such lies in maintaining some order, and a totality. 

The differences are subtlp in how buildings come together out 

of fragments. "I here are hierarchies of reason that sway between the 

emotional and intellectual. Eventually affected is the way in which 

parts combine with other parts. Axiation differs greatly between 

cultures, due to a change in the reasoning behind the conscious inter

mingling of parts. But even though hierarchies change, they do 

indeed exist. The system centers around "something." 

The world today is a pluralistic one. T|-0t means that there 

are no hierarchies. What then does, or should, a system of reason find 



a basis in? Where does architecture find a home of understanding in a 

world which is so diverse? Perhaps systems of reason must be re-learned,. 

It seems that due to the diverse nature of today, an attempt is 

made to somehow classify the parts which create the environment. It is 

sort of an environmental bookkeeping. The means is not a system of 

reason, but a systematic zoning. It is void of an idea where parts 

intertwine. Instead, separate components are brought not together, but 

into a "region." 

This is evidenced not only in a city's masterplan of today, but 

also in buildings created under circumstances where the separate parts 

are diverse. The work of the Ecole des Beaux-Arts is an example of this. 

The scale of a building or project from the Ecole is immense. 

The multitude of parts $re not inter-mingled. They are sequentially 

arranged around what was termed to be an "architectural journey." 

Order gives way to orderliness merely to accommodate the large program.^ 

Composition is a much used word within the Ecole, and indeed it 

must have been a necessity. The entire composition of parts revolves 

around the Axis. It, in fact, is as the Egyptian idea: enclosed 

axiality. But to the Ecole, this is a categorized composition based 

upon one all-encompassing idea. This presumably allows for a "legi

bility" of diverse functions. 

The large scale of a program is rationalized through sequential 

zoning and the utilization of Classical motifs. In the Ecole des Beaux-

Arts, axial orderliness is founded in mankind's classified relationship 

to a building type. 





As reasoning processes in Architecture, systems are easy to 

come by. What is rare is a system which achieves a whole. 

If a system is used for its own sake, as a classifier of sorts, 

architecture becomes commercialized in the sense that it is "zoned." 

The search for order degenerates into a desire for orderliness. 

Many of the buildings by Kahn, Wright, and Aalto are proof 

that an order can exist within our multi-faceted society. It is a 

search for a way in which parts continue to make wholes that is the 

most difficult part of learning how to create Architecture. 





The following are excerpts from a recent journal^ written in 

London during the six months which preceded- the winter and spring 

terms of the thesis program. Many of the lines are overassumptive 

and naive. Regarding this "thesis", however, the journal is sig

nificant for two reasons. 

Firstly, and from a developmental point of view, the documenta

tion of thought herein reflects the importance of a thesis as a 

progression of ideas and their inter-connection, as opposed to the 

elaboration of an idea in the singular sense of the word. They enforce 

the fact that an accumulation of ideas is not hereditary. 

Secondly, the journal provides documentation of ideas which 

stem from the unique experience of "knowing" the frontier of Montana 

and "learning" the urbanity of London. 

In effect, the lines which follow represent a "system" of reason 

in themselves . . . They are parts which have yet to synthesize. 



27 3une 1970 - 12 Koyal Crescent, L.onoon 

One night say that on this somewhat bent page of this book, and 

appropriately so, a "required" part of my college education called "thesis 

began. If nothing else, I may surely work on my penmanship and approach 

earth-shaking decisions such as whether or not to curl the tails on some 

letters. 

J will probably need an advisor. A good "advisor" must be good 

at advisi^fng end not instructing ... or better said, not necessarily 

good at instructing. 

Thp odds are good that this should be not only an exercise in 

mental discipline, but also an intense attempt to communicate the results 

of such an exercise. It may well be that the results and the exercise 

are not a cause and effect, but instead, a part of one thing ... a "whol 

This undergoing shall require a "statement" which in itself should 

not be an end. It should provide assistance in reaching a product. The 

product is the culmination of one's efforts or at least a documentation of 

the work involved to that certain point in time: the inevitable deadline. 

As attract as so many things are when dealing with this thesis 

business, some things are pretty well laid out, of which one of them is 

in it having to deal in the realm of "architecture." 

Praise th« Lord! 

Tonight I should deliver my "first of a series" thesis statements, 

and than see how many times I change it during the five or six months that 

I spend here in London. That might not be a bad approach. It will be 



interesting to see houj much anxiety will be provoked, and whether or not 

that it will bra simply due to just too large of a field of potentially 

benefitting topics to choose from, or if the anxiety will derive from 

the apprehension of choosing the wrong ideas to begin with. But no "ideas" 
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are wrong ones, and "failure only comes through inaction." 

I think that I am simple-minded. Not un-intelligent, though 

perhaps at times unintelligible; but of a way of thought which is simple 

as opposed to complex. It would be better put to say that a simple mind 

deals in the abstract, and it is probably valid to imply that the "abstract" 

in architecture, or anything else, is simple in principle and the com

plexities associated with this term are merely manifestations of the vague. 

A complex way of reasoning may have difficulties when confronted with the 

pure potential of the abstract. 

With the introduction of this word—potential, there is the im

plication that, in some way, an ideal exists. In this case, the ideal 

is Architecture. The "statement" within this exercise shall be pure 

potential and therefore dealing in ideas of the abstract, or vice-versa. 

Upon the derivation of a statement, the following chore will be 

to "create" . . . ideally, to create architecture; at least on paper. 

The range of incentives and enquiries that students maintain are 

a funny thing. There must be a better means of reaffirming a commitment 

other than absolute mediocrities such as, "when I grow up, I want to be 

an architect; or when I grow up I want to be an architect and make 

lots of money; or —- I want to "do" good architecture; or this is 

what I feel an architect woulrl have to know; or this is what it takes 



to be a good architect; or I ;im really "into" the- buHfc environment; 

or 1 am intrigued by why man lives as and whore he does, or whatever 

line seems to sound O.K. for a given situation. These are all super

ficialities. They are only a mouthful, essentially unproductive in the 

quest for learning, and end in someone asking what architecture even is. 

Uefor - you know it, somebody, most likely a jerk, asks what art really 

in and the whole day has gone to hell. - 27 3une '78 

28 June '78 - 12 Uoyol Crescent. London 

With the re-Trading of the entire preceding entry, I do sincerely 

hope that I will maintain o 1ein a certain amount of the attitudes 

which surfaced; however, I would like to think that my writings become 

more coherent in certain places, whereas in the previous lines important 

thoughts became muddled, dun to irrelevant ramblings, and poor ones at 

that. 

IXJ F  to practice and morn accumulative thinking, I should "mature" 

both in ways of reasoning ana in the methods used to document what is 

felt to be important issues. - 20 Sun^, 1978. 

30 June. - '76 - 12 Moyal crescent 

Last night after work 1 took a stroll over to the Fisn'n Chips 

shop near Covent Garden. It is called the Rock and Sole Plaice -«• . . 

nifty. Afterwards, the route was east to the rtiver Thames, and then 

back up to irafalger Square, etc. And as the rain started to fall for 

the first tin*. since early afternoon, I managed to dive into a Dookstore 

just over from Cambridge Circus. The clerk was flashing the lights on 

and off, but in those few minutes I picked up Tropie of Capricorn for 



one pound, put it in the bag provided by the black woman behind the cash 

'register and submerged below the pavement to the land of the tubes to 

avoid the wot. 

I cannot decide whether or not to list "things" and sequences, 

or to painstakingly probe my sensory reserves and describe in rather 

intense fashion, selected topics, planes or people. I isting is too un

inspiring for me, so I shall try to improve my "sensible" memories . . . 

tomorrow. 30 June - 1978. 

J July '78 - 12 i^oyal Crescent, London 

Shepherd's Bush has a lot going for it in terms of activity, cheer, 

variety, and street-life in general. It is a wild mixture of skin tones, 

costume, language and culture. It is always moving and yet at repose and 

content in itself. 

In mid-town London things are different only in that, with the 

exception of secluded areas, the recipe of life is not content with all 

of the ingredients. Perhaps the real difference is that at Shepherd's 

liush the people live and work there day in and day out until the fabric 

of the city becomes rather custom ifit to a wide variety of life styles. 

)owntown though, the majority of the buildings are occupied by weekday 

transients; and therefore, on days like today, life there is just a little 

lacking. Portions of the streets become isolated and desolate no-man's-

lands. 

Unp, of course, can find a rich life downtown and just as easily 

find lack of life in places like Shepherd's Bush, "i he differences are 

not py.treme—only relative. But it is in this type of variance that many 



secrets and important ideas lie. The differences are subtle and yet so 

very obvious if ono can be in the right frameof mind to look, listen, and 

l^arn. Don't try . . . just do . 

F.arlier this morning I went to the Antiquarian bookstore near the 

Holland Park tube station, and found a few books which interest me: The 

History of Michelangelo Hased on His Own Letters, and a number of Buskin1s 

works, but particularly one called The Poetry of Architecture. 

Tonight the seats at the cinema had all been taken, so I strolled 

about and eventually ended up at the Architectural Association again. 

This time I went in. Displays were being made for their annual showing 

of work, which will begin next week. And on the bulletin board was a 

flyer announcing a series of lectures entitled something like Rally 2. 

Among those speakers whom I recognized were Peter Cook, the Smithsons, 

Stirling, and Liscnman. I will try to catch as many as possible -

'I July, 1978. 

2 July, 1978 - IZ Hoyal Crescent, London 

This evening as 1 moved through the streets, my ways led me to 

the local church; and as things do happen, something beckoned me to go 

inside and poke around a bit. This was not any spiritual force. At 

least I don't think it was. What caused my curiosity was a man garbed 

in Tuxedo and t 5»ils, stuffing a cigarette in his mouth for a few "anxious" 

final puffs. Out of the back church door that he left cracked open came 

the sound of a flute. 

Upon sticking my nose in the front door, a scattered applause 

was welcoming si, musicians . . . si> musicians to play some 18th century 



chambpr music, I think. Somehow, the church itself was more entertain

ing than the music. Perhaps it was "romantic" in the 19th century Uritish 

definition of the word. Within, there mere lines which rose into the 

shadows above the sanctuary. Reds and oranges outlined the uihite vaulting, 

and rich blues and golds were faintly visible in the subdued evening light 

of the apse. 

1 will do well not to forget that ticking, that resounding marking 

of time by the clock, which on the railing wall of the choir loft, seemed 

to use every tied down piece of aisle, vault, and doorway, as an enormous 

sounding board. And whan the flute, harpsichord, cello, viola, and two 

violins ceased playing, it was not dead silence that awaited applause, but 

the steady and time-forging ticking of the whole church. The church was 

alive. 

Maybe colors are what give shape recognition; and before anything 

has meaning it must be recognized. - 2 -luly, 1978. 

20 August, fJt. Paul's, London 

The bells ore to ring at 1:00, and I now sit against a wall in 

the northern transcept. The sunlight coming through the window opposite 

from me is illuminating a silver-gold chandelier in such a manner that it 

appears as though it is suspended in space. 

Evensong is at three o'clock. I shall wait. Evensong at 

Salisbury was also at three ... I wonder if the skies will cloud up. 

It becomes more and more obvious to me that I really do not know 

much of anything at all. This realization might be rather disturbing at 

times; however, if 1 think about it, there really is no reason why I should 

know anything. 



I have got these nifty quotes tucked away in the back of this 

book, and since they am on a separate piece of paper that one day might 

"run amiss" I shall jot them down here. They range from final deductions 

to initial proclamations, or vice-versa, and that is appropriate for I am 

always going to be in a situation somewhere between those parameters. 

Anyhow, a fellow by the name of Cervantes said, "Thou hast seen nothing 

yet." From Socrates: "As for me, all I know is that I know nothing." 

From Lucretius: "Nothing can be created out of nothing." From H.L. 

Menken: "Nothing can come out of the artist that is not in the man." 

From the Epistle of Paul to Timothy I, 6:7: "We brought nothing into this 

world and it is certain we can carry nothing out." From Francis Thompson: 

"Nothing begins and nothing ends." From Giambattista \lico: "One truly 

only 
understands*what one can create." From Marie Antoinette: "There is 

nothing new except what has been forgotten." From Ira Gershwin: "I've 

got plenty of nothing." From A1 3olson: "You ain't seen nothin' yet." 

It has just come to mafthat this whole system that I am going 

through is not unlike a mathematical postulate of sorts. In a way, there 

is a hypothesis, a protif, and finally a theorem. This is like a debate 

with myself. I am to decide upon the issues and arguments both. I am to 

equate the pros and cons; and eventually I shall decide upon &n issue and 

topic that I will pursue and defend. 

Early September - London 

V.'hat made arid makes folks like Michelangelo tick? Just try and 

imagine the amount of magic that man somehow acquired. He ate bread like 

everybody else, and he probably had crumbs fall out of his rnouth and onto 

the table. 3ust what did he do with his time? 



When ho merit to wherever it was that hie people wont to defecate, 

just uihat was he thinking about? Perhaps, all he thought, about was just 

how nice it would be to take a good crap. Maybe all he did was talk to 

himself. Now that might be understandable. Perhaps in the evenings he 

wrote Iptters and cursed when the candle flame would not put out enough 

light or when it. would die away entirely. 

I imagine that he was quite a religious man, but he might have 

been in it for the dough and a true cynic-at-heart. I wouldn't doubt 

it if h-r really was a cynical son-of-a-bitch who, when the situation 

was right, took every opportunity to exploit traditional standards. 

Obviously though, there were times when he simply did not screw 

around with any ideas other than those which he felt were so sacred that 

it was time to take himself seriously and get down to doing the magic act. 

Maybe I will look into this fellow and find out. That would be the 

scholarly thing to do.- London - Early September 

17 September - '164 Straftesbury Ave., London 

Lin symbolism: W.H. Auden -

What shall man do who can whistle tunes by heart; 

knows to the bar when death will cut him short like 

the cry of the shearwater, what can he do but defend 
himself from his knowledge?" 

2rJ- September. 1970 - LaTorre 5nack Bar, Lndell Lit. 

Food for thought: 

- the coming of a journey to Paris 

- the days in Paris 

- the journey back to London 

- Peris: a retrospective view 

- London: a re-evaluation ... 25 September, 1978. 



Mid Uctober. 1978 - London 

I am questioning "unity" as a concept which isthrown about with 

reckless abandon and, frankly, I just don't get it. If so many people 

find it in so many different mays, what then is unity? 

Can unity be designed into something or is it merely a result? 

What has unity got. in common u»ith a Whole? Unity implies that more than 

onp part appears or functions as one thing in itself. I imagine that 

unity creates a dependency of parts on other parts. The dictionary would 

tell me all of these things, but a dictionary is one thing that 1 have 

not got. 

Unity is so many things, and I don't think that if "unity" is 

acclaimed to be achieved that something is necessarily good. And now 

that I think about it, I will kick myself in the ass anytime I^Jse the 

word "unity" to give whatever I am designing a reason for being good. 

It is a cheap out, I am afraid. So many things are bad excuses for 

giving bad creations the cosmetician's touch of being good. 

Again, I have been to the Alvar Aalto exhibition. What 1 want 

to write down concerns a point on town planning which Aalto mentioned in 

one of his schemes. It interests me in that he qualifies the type of 

community he designs as an "architectonic town." Hence he implies this 

is an entity in its own right. To Aalto, what is important about an 

architectonic town is that all of its parts are organized so as to 

optimize the myriad of functions necessary for the town to be a salient 

piece of urbanity. 
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Emil Kaufmann, Architecture in the Age of Reason, Dover 

Publications, Inc., New York, 1968, p. 76. 

2 
Christian Norberg-Schulz, Meanings in Western Architecture, 

Praeger Publishers, New York, 1975, p. 18. 

3 
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4 
Richard C. Carrott, The Egyptian Revival: Its Sources, 

Monuments and Meaning, University of California Press, Berkeley, 
1978, p. 183. 

5 
Robin Evans, "Figures, Doors, and Passages," Architectural 

Design, April 1978, p. 263. 

^Leon Krier, "Law and Disorder," Architectural Design, Vol. 48, 
No. 11-12, 1978, p. 84. 

7 
Stanford Wyatt, Correspondence to me in the form of a September 

1978 letter. 
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