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AnctpakT:

ApXUTEKTOHCKIN PUMEPU MIUHUMANN3Ma, KOMOUHOBaHM (a
CTporum dopmama MofiepHor noKpeTa Kao 1 ca moryhiHocTima
Koje Hyfie HOBIN MaTepujanu 1 TexHosoruje, AonpuHoce
Tpujymdy ecTeTuke Koja je nocTana cumbon Haller BpemeHa.
MuHUManu3am, Kao HajopuriHanHuju ZonNpuHoC naeje
jeBHOCTAaBHOCTH Y apXUTEKTypU AaHac, (Boje KopeHe uma y
Pa3NMUMTUM CpefMHaMa Kao 1y CTBapatby UCTaKHYTUX
nojeaMHaLa — CHaXHIX ayTOPCKUX IMYHOCTI Koje He Tpne 6uno
KaKBYy KaTeropu3auujy. JeiaH of TakBuxX ayTopa je cBakako i
Anond Joc. tberose TeopeTcke naeje no nuTary ykpaca bune cy
CeH3aLMOoHanHe — 0K Cy MOAEPHUCTY UMani AuAemy Ko Tora
rZie 1 Kako ia nocTaBe opHameHTe, Jloc je 6uo oanyyan —
HeroBO ApacTUYHO peLuetbe Ouno je bIxoBa NOTNYHa
enMMIUHaLja. Y Halem BpeMeHy, MUHUManuCTIYKa
apxuTeKTypa 0XMB/baBa jesHocTaBHOCT Agonda Jloca, unju je
AN3ajH ofbaLmo MctopuLM3am 1 HeroBor napasuTa —
OpHaMeHT, y KOPUCT HarnalueHor pauuoHanuma. Moryhe je
MpaTUTH HAT BOAWSBY HberoBe ,popmanHe TuwmHe” npeko Kapn
Anapea (Carl Andre) no Xepuora v e MepoHa (Herzog u de
Meuron), Kao 1 npeko MefyTepaHCKe BepHaKynapHe
apxutekType o Anbepta Kamno baece (Alberto Campo Baeza) n
Angapa Cu3e (Alvaro Siza).

KrbyuHe peun: muHumanusam, apxutektypa, Agond Jloc,
,$OpManHa TMWmMHA", pauroHanu3am
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N SEARCHING FOR THE ROOTS OF MINIMALISM
IN ARCHITECTURE:
FORMAL SILENCE OF ADOLF LOOS

Abstract:

Architectural examples of minimalism, combined with strict
forms of modern movements, and the possibilities offered by
new materials and technologies, contributing to the triumph of
aesthetics that has become a symbol of our times. Minimalism in
architecture, as the most original contribution to the idea of
simplicity in architecture today has its roots in different areas as
well as creation of prominent individuals — copyright strong
individualities that do not tolerate any kind of categorization.
One such author is certainly Adolf Loos. His theoretical ideas
regarding decorations were sensational, because while the
modernists had a dilemma about where and how to place
ornaments, Los was adamant: his drastic solution predicted the
complete elimination of ornament. In our time, minimalist
architecture brings the ease of Adolf Loosa, whose design is
rejected historicism and its parasites, decoration, to the
pronounced rationalism. It is possible to follow the guiding
principle of his,,formal silence” by Carl Andre to Herzog u de
Meuron, as well as over the Mediterranean vernacular
architecture to Alberto Campo Baeza and Alvaro Siza.
Keywords: minimalism, architecture, Adolf Loos, ,formal
silence”, rationalism
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YBop

Mehy oHe unje cy mpeje epuKkacHo fonpuHene u nogpxane
CaBpeMeH1 NOKpeT, Mopa Ce HeCyMHbBO yopojati n Anond Jloc,
1aKo je HeroB JOMPUHOC 61O CMOpadiMyaH, fIMYaH U He yBeK
BEoMa 030M/bHOr TOHa. Kao apxuTeKTa, OH je jefiaH 0f MPBUX Koju
je rpaZmo Ha HauMH Koju je 3a11CTa LieHNO jeiHOCTaBHOCT Gopme
Kao BpAKHY N0 cebu, anu YecTo je KBapuo Ty jeAHOCTABHOCT 13
TeXHe [a je HAMEPHO HanycTu, unu u3bopom ynoTpebrbeHmx
matepujana. Kao nucaw 6uo je 6opbeH, KOHTpaAMKTOPaH 1 UMao
je cnocobHocT a nuuHe cBahe npeTBapa Yy jaBHe KpCTallke
paToBe, an Unak je 61o 060xaBaH 1 NPUBUNErOBaH, a JbYAN CY,
[BaJieceT Na U BHULLE FOAMHA HAaKOH HeroBe CMpTy, 1 farbe ounu
MOHOCHM Kafia Cy MOINIM Ka3aTu Aa Cy ra no3HaBanu.

[Jlobpo je no3HaTo Aa je ycamIbeHO apXUTEKTOHCKO 1 KPUTUYKO
AenoBatbe Agonda Jloca 6uno npuxeahieHo of cTpaHe mogepHor
MOKpeTa Kao Hocunay ApacTMuHUX pe3oBa i ocakaherba, a cam
Jloc npetBOpeH je y durypy CTouuKkor MMOHMPA, Hekora Ko je
NMPOrHaH 3apaj HOBUX Wfeja, KO je Ha rpaHuLM HOBOTr (BeTa,
YMOPHOT 0/1 PaHUjer Koju Camo LUTO Huje HeCTao 3ayBekK, anu Koju
je jow yBek 6e3 foaupa ca CTBapHUM npobnemuma v 3axTeBiMa
MAaCOBHOT TEXHONOLLKOT ApyLUTBA.

Anond Jloc je yrnaBHOM pazno yHyTap KyATYpHOT U ApYLUTBEHOT
noAHe6/ba WUpOKO PacpocTparbeHor ectetuumsma y beuy, y
paHUM rofuHama npownor Beka. OH je 0Baj ecTeTMUM3aM
MOCMaTpa0 Kao HeayTeHTUYHW W 3acTapenu  npuctyn
dopmanu3my, Kao BpCTy TeToBMpatba Tena CTaHOBHUKA rpaja
Koju je HaumukaH lMotemKiH Gacagama. Jloc ce oBuM ¢acagama
YCNPOTUBMO (A UPOHUjOM U KPUTUUKOM LUMPUHOM Koja MYy je
omoryfiuna Ja HanagHe OCHOBHO NO/be WMHTepecoBarba U
WAEHTUTET, Y LWMPEM CMUCTY, KOHTpajuMKLuje nepuopja uuje
nocneauue jow ysek ocehiamo (Bock, 2007).

Y locoBoj kapujepu youaBajy ce Tpu rnaBHa nepuoga. lpsm je, oo
terosor nopatka u3 CAJl-a 1897. roguHe, nepuog efykauuje.
[lpyru je nepuof akTUBHE U3rpajtbe, Npefasatba v HOBUHAPCTBA
y beuy, y KoM JocTixe BpxyHaL npogyKTuBHocTM oko 1910.
TOAWHe, Kafla HacTajy HeroBu HajyTULAjHUjU ecejin n terose
HajkapakTepuctuyHmje 3rpage. Tpehu nepuod nounwe (a
HeroBum onackom y Mapus 1923. roauHe, kaaa je Beh npusxat
n cnasaH. To je da3a toeroBor Hajefier IMYHOT yTULaja, anu jy je
HajTexe yCKnaauTi a UCTOPUjCKUM YnbeHULaMa — Mopajy ce
NpUXBaTUTM CBEJ0YEHA OHUX KOjU Cy ra N03HaBanu, Koju cy bunu
nonackaHu Tume LUTo cy npuxBaheHn y Kpyry weroux npujatesba
W nowuToBanaLa.

Introduction

Adolf Loos clearly must be considered among those whose ideas
have effectively supported and contributed to the modern
movement, although his contribution was sporadic, personal,
and not always very serious. As an architect, he emerged as one
of the first to build in a way that really appreciated the simplicity
of form as a virtue in itself, however, usually spoiling this
simplicity by his practice of deliberately abandoning it, or by his
choice of the materials he used. As a writer, he was tumultuous,
showing the grit, contradiction, and the ability to convert
personal strife into public crusades; yet he was admired and
privileged, and people were still proud to have claimed that they
knew him, twenty or more years after his death.

It is well known that the solitary architectural and critical act of
Adolf Loos was accepted by the Modern Movement as a drastic
price of cuts and mutilation, turning him into a figure of a stoic
pioneer or someone who is expelled for his role as a proposer,
someone who is on the border of a new world, tired from the
previous which is about to disappear forever, but that is still out
of contact with the real problems and demands of mass
technological society.

Adolf Loos largely worked within the cultural and social climate
of widespread aestheticism in Vienna in the early years of the last
century. He considered this aestheticism to be an inauthentic and
outdated approach to formalism, as a kind of tattooing of the
inhabitants’ bodies in the cities overly clad in Potemkin facades.
Loos opposed these facades with irony and critical width that
allowed him to overcome the original field of work and identity
in a broader sense; the contradictions of the period whose
consequences are still present even today (Bock, 2007).

His active career divides itself into three main parts. The first,
before his return from the U.S.A. in 1897, was the period of his
education. The second was the period of active building, teaching
and journalism in Vienna, during which he reached the peak of
his productivity around 1910, and during which he produced his
most influential writings and most characteristic buildings. The
third, which begins with his arrival in Paris in 1923 as an
acknowledged celebrity, is the phase of his greatest personal
influence, but one that is hardest to deal with historically — one
has to accept the testimonies of those who knew him, and were
flattered to be accepted into his circle of friends and admirers.
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J10COBA ECTETUKA U ,TOBOP Y NPAHUHY”

Mo 3aBpLueTKY CBOjUX CTYAM]a, erbaH fia npoLunpi Buamke, Jloc
je npoBeo Tpu roauHe y Amepuun, rae je yuno nocmatpajyhin
focturdyha Ynkaluke Wwkone — eKCnpecuBHe YenuHe pamoBCKe
ctpykType Bunujema Lukua (William Le Baron Jenney), koje je
KacHuje yHeo Yy mpojekTe CBOjUX MOCNMOBHMX 06jekata, 3aTum
cTpory 6nokoBcky cTpykTypy bapxama (Daniel Hudson Burnham)
n Pyta (John Wellborn Root) kao u 6eckoMnpoMmCHy jaunHy u
owTpuHy rpahesuHe Kojy je CanuseH (Louis Sullivan) octBapuo y
(B0j0j N03HaToj 3rpagu [pahesuHa rapaHumje (Guaranty Building)
nsrpafeHoj 1895. ropune y bydany (Buffalo), npxasa Hbyjopk
(NY). To je 6uo CanugeH Koju je, nowwuto je obenexio amepuuky
APXUTEKTYPY CBOjUM OPUTMHANHUM JINYHUM  CTUNOM  (KOju
CaAipKM M MOBPLUMHCKY GUIbHY fieKopaLmjy), Hanucao ecej nog
Ha3ueom OpHameHT y apxutekTypu, 1892. rogute. ,To 6u 6uno
(jajHO 3a Hawe ecTeTCKo 06po ako 6uCMo ce y MOTMYHOCTY
y3opxanu of ynotpebe OpHaMeHaTa Y jeHOM BpeMeHCKOM
nepuoay, Kako Mo ce KpUTUUKKM yCpeacpesunin Ha rpagy
£06p0 0dopMIbEHNX 3rpaja U 3r0AHO Oro/beHMX’, MNUCAO je OH
(Sullivan, 1892).

0OBaKaB CTaB 0CMKABA 1 LieHTpasnHy no3uumjy Jlocoe ecteTuke,
Koja ce ynpaBo popmupana nog jakimm ytuuajem bopaeka y Ame-
puum. Y cBom npefaBatby ApxuTeKkTypa OH je roBopHo: ... ame-
PUYKM PafHUK je 0cBOj1O CBET YoBeKa...” (Loos, 1908). Amepuuku
PajHUK Koju je ocBojuo Jloca buo je Jlync CanuseH. OH je
MOKpPUBA0 CBoje $acajie POKOKO OPHAMEHTUKOM, Y CYLUTUHI Kao
fa ce wrpao (Sullivan, 1892). Mnagu Jloc 6uo je uHcnupucaH
(anuBeHoM 1 yecTo ra je HaBoaMo Kao yTuuaj. lpumetno je
Knacuuy npupopy CanuBeHoBUX OpHaMeHaTa, jep MpUCYCTBO
yKpaca Ha BpXy 06jeKTa HarnaluaBano je HUXoBO OACYCTBO Ha
MPEXU BULIECNPATHULE, Tj. CKpeTana e MaXHa He TONMKO Ha
YKpac, KOMMKO Ha OHO LUTO je tbuMe AekophcaHo. 0BO jacHo

MOeMo Aa carnefamo Ha objekty [pafeBuHa rapanumje (cn. 1).
,JacHO yupTaHe KOHTYpe 3rpaje (a WUCTO Tako M3paXeHOM
BEPTUKANOM CpefrbUX MOTUBA (@ NyYHUM 3aBplueuuma —
nuHuja ce Bpaha Ha (BOjy MONasHy OCHOBMLY — Ha BOZOPaBHO
CaXeTOM MOAHOX)Y ... L0KA3 Ja Cy OPHAMEHTM Pa3HUX BPCTa Ha
T0j 3rpagn y ctBapu cyBuwHu” (Jobposuh, 1963). Y Jocosoj
AnjanekTuum To 61U Ce MOrNO Ha3BaTu CekynapHu npocTop:
npenas Koju je noctojao passuo ce y yHUBEP3aNHOCT bennHe
Yenuka M cTakna. Kapa Bulle Huje CyWTUHCKA, AeKopaumja
moxe buti opbaueHa Kao HenotpebHa. Tako Ha 6enum 3ugoBUMA
(Mpexw of yenuka 1 CTakna), HacTaje OHO LLTO Ce MOXe Ha3BaTu
HefleduHucaHo npucyctBo, uamehy CTpyKType U Aekopauuje,
Koje je HeoppeheHo ,Hi jeAHOCTAaBHO TenecHo Hi ancTpakTHo”
(Wigley, 1995). Lipyru enemeHT Koji1 je MOAEPHU3aM OTKpHO Y
Bean ca (anuBeHOBUM yKpalaBawem je fJa npUMeHa
OpHameHaTa, Mako je u3rmefano fJa OCHOBHA CTPYKTypa
MpeAcTaB/ba HeKy YHUBEP3anHOCT, nouupa objekat He camo y
ofpeheHom npoctopy u BpemeHy, Beh 1 y ofHocy Ha ,capa”.
Jpyrum peunma, opHameHTH oHemoryhaBajy Aa cTpykTypa byae
MOJiepHa ,ynpaBo (afa’, yMecTo TOra, OHa KOHTEKCTyanHo
nocraje ,Tafa” (Cook & Klotz, 1973).

Mo cBom nospatky y EBpony, Jloc ce ckpacuo y beuy 1896.
FOANHE, KOCMOMONUTCKOM LEHTPY ujy Cy KynTypy KapakTe-
pucanu 0AMEPEeHOCT W eneraHLmja y pasmuLLbary U coduc-
TULMPAHW CKYCTBEHU MaHUpW. Y TakBoj CpefMHI OH Ce 0AMaX
noKa3ao kao 6opbeH u BaTpeH nonemuuap. Y npBoj cepuju
unaHaka koju cy objaebeHn yrnasHom y HoBoj cnobopHoj
wramnu (Neue Freie Presse) 1897. n 1898. roguue, natmo ce
Opyja NPOTUB CTUANCTUYKUX U eCejUCTUYKUX TeHOeHLMja Koje
¢y nponoeganu cnmkap [lycra Knumt (Gustav Klimt) u
apxurtekTe Jozed Onbpux (Joseph Maria Olbrich)  Jozed Xopman
(Josef Hoffmann), ocHuBaum ceuecuje 1897. roaue. Jloc je uecto
010 y kKoHGNUKTY ca ceuecujom (Topp, 2004).

Oopmupajyhu cBoja rneanwTa fenom Ha CanuBeHOBUM YMCTUM
aprymeHTIIMa, @ IeNOM Ha paLoHanUCTUYKOj AOKTPUHY Kojy je
Oto Barnep (Otto Wagner) w3noxuo Ha beukoj akapemuju
NNKOBHUX ymeTHocT 1894. roguue, Jloc je jaBHO M3HOCMO Ja
BPCTa OpHAaMeHTUKe, yBefeHa Of CTpaHe apT HyBoa (Art
Nouveau), He ogroBapa eBponckoj kyntypu. (BecTaH ja cy
tberose naeje bune BaH moge, Jloc je Ha3Bao Boje rMaBHe 30Mpke
eceja fosop y npasHuHy W be3o63upHocm. Hherose TeopeTcke
Weje no nuTary yKpaca bune cy ceH3aumoHanHe, jep (e Ao
bera HUKO Huje 6M0 NpoTUB HMX, Beh NPOTUB HbMXOBE
Henotpe6He u HeoaroBapajyhe npumeHe. [lok cy MogepHuCTH
UManu Junemy oko Tora re W Kako Jja noctase opHameHTe, Jloc
je 6uo oanyyaH — HeroBo ApacTuHo pelerbe npeasuhano je
tbUXOBY MOTMYHY enumuHauujy. tberos ecej u3 1908. rogutHe
OpHamerm w 3n0unn (Ornament and Crime), npeacTaB/bao je

Cn.1.

Nync Canuse: [pahesuHa rapanumje, 1895. roaune,
bydano, ibyjopk

Fig. 1.

Louis Sullivan: Guaranty Building, 1895.Buffalo, NY
http://sr.wikipedia.org, Prudential_buffalo_louis_sullivan.jpg
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DOLF LOOS’ AESTHETICS AND ,SPOKEN INTO THE VOID“

Upon completion of his studies, eager to expand his horizons,
Loos spent three years in America, where he studied by observing
the achievements of the Chicago school, the expressive steel
panel structures by William Le Baron Jenney, which he later
applied to his projects for office buildings; then the strict block
structure by Daniel Hudson Burnham and John Wellborn Root, as
well as the uncompromising strength and sharpness of buildings
by Louis Sullivan visible in his famous Guaranty Building, built in
Buffalo, New York in 1895. It was Sullivan who, having marked
American architecture with his original personal style (which
includes plant and surface decoration), wrote an essay titled
Ornament in Architecture in 1892. “It would be great for our
aesthetic good if we were completely refrained from the use of
ornaments in a period of years, so that we can critically focus on
building well- formed and nicely bare buildings’, he wrote
(Sullivan, 1892:25).

This attitude reflects the central position of Loos’ aesthetic which
was strongly influenced by his time in America. In his lecture
Architecture he said that “... the American worker has conquered
the world. The man in overalls”. (Loos, 1908:97). The American
worker that had conquered Loos was Louis Sullivan who had
covered his essentially proto-modernist buildings with rococo-
esque ornamentation, essentially playing one off against the
other, as if marking a transition point (Sullivan, 1892:25). The
young Adolf Loos was inspired by Sullivan and often cited him as
an influence. What Loos noted was the iconoclastic nature of
Sullivan’s ornamentation, for the presence of ornamentation on
top of the buildings emphasized its absence from the grid of the
proto-skyscraper, that is, attention is being drawn not so much to
the decoration as to that which it decorates. This can be clearly
seen on the Guaranty Building (Fig.1). “Clearly outlined contours
of the building with an equally distinctive vertical of secondary
motives, with arched ends — the line is returning to its starting
base — the compressed horizontal foot ... evidence that the
ornaments of various kinds in the building are actually redundant”
(Dobrovi¢, 1963:291). In Loos’ dialectics, this could be termed as a
secular space: an existing gap that developed into the liminal
universality of whiteness, or steel and glass, and for once no
longer the essence, decoration can be discarded as unnecessary.
So the white walls (a network of steel and glass) produced what
might be called a definable presence, occurring between structure
and decoration, that is vague “neither simply physical nor
abstract” (Wigley, 1995:30). The other element that Sullivan’s
ostentatiously decorated modernism revealed was that while the
underlying structure seemed to represent some universality, the
applied ornamentation not only seemed to locate the building in
a particular place and time, but it also related it to,,now”. In other
words the ornamentation stopped the structure from being
modern “just now”, becoming instead, contextually “back then.”
(Cook, J.W. & Klotz, H., 1973).

Upon his return to Europe, Loos settled down in Vienna in 1896, a
cosmopolitan cultural center characterized by restraint and
elegance of sophisticated thinking and experiential manner. In

this environment, he immediately proved himself as an
aggressive and passionate debater. In the first series of articles,
published mainly in Neue freie Presse in 1897 and 1898, he
diligently took up arms against the stylistic tendencies and
essays preached by Gustav Klimt and the architect Joseph Maria
Olbrich and Josef Hoffmann, the founders of Secession in 1897.
Loos often conflicted with the Secession group (2004 Topp:136).
Forming his own views partly on Sullivan’s clear arguments, and
partly on the rationalist doctrine presented by Otto Wagner at
the Vienna Academy of Fine Arts in 1894, Loos publicly spoke out
against the kind of ornamentation, introduced by Art Nouveau,
claiming that it did not correspond to European culture. Aware
that hisideas were out of fashion, Loos named his main collection
of essays Speaking into the Void and Inconsiderate. His theoretical
ideas regarding decorations were sensational, because to him,
nobody was against them but against their unnecessary and
inappropriate use. While the modernists had a dilemma about
where and how to place ornaments, Loos was determined: his
drastic solution predicted the complete elimination of ornament.
His essay Ornament and Crime written in 1908, represented the
crown of his simple treats the ornament as graffiti, crude and
criminal; and for him a building with decorations was like a man
covered in tattoos. For the Papua tribes tattoos are acceptable,
but as Loos said, “... a modern man who is tattooed has to be
either a criminal or a bum”. The edition from which is this well-
known essay, he ended by saying: “Freedom of ornamentation is
a sign of spiritual freedom”. He believed that “the development
of culture is moving towards the removal of ornaments from
useful objects” (Trachtenberg, 2006: 494). This article was
published in Paris, where the architects in the process of
developing high modernism welcomed Steiner House as an
important precedent, and Loos’ anti-ornamentality as one of the
new architectural key ideas. This essay is the most severe Loos’
debate, the great critic of secession aesthetic hybridity, who saw
decorated secession design as erotic and degenerate.
Postmodernists had condemned modernists like Loos for their
puritan modesty reflected in this opinion.

In another essay, again dating from 1908, entitled The
Superfluous Items, in a polemical debate with the Deutscher
Werkbund and the reigning concept of formalism, Loos reiterated
the need for objects and architecture that clearly demonstrated
their separateness from artistic intentions and non-belonging to
the essentially appreciated Secession of the time. The essay
dedicated to The Elimination of Furniture, 1924, in which Loos
asks himself: "What must the truly modern architect do? He
must build houses in which every item of furniture that cannot
be moved must be concealed inside the walls” (Bertoni, 2002:47).
Loos began his battle with the Secession years before Ornament
and Crime. In 1900, he launched a sharp attack in the form of an
allegorical satire about a “poor little man” who engages
Secession designers to bring “art, in fact, into all things”: “Every
room was a symphony of colors, complete in itself. Walls,
wallpaper, furniture and materials were designed to make the
harmony of the highest artistic level.
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KpYHY HeroBor jelHOCTaBHOT anu pagukanHor npuctyna (Loos,
1982). Y toemy je Jloc TpeTMpao yKpac kao rpadut, NPUMUTUBAH U
3/10UMHAYKN, A 3rpaja Ca YKpacuma je, Mo temy, Kao
NCTETOBUpAHM YOBeK. 3a MamyaHcKa nnemeHa TeToaxa je
npuxBatbuBa, anu no Jlocy: ,..CaBpemMeHU YoBeK Koju ce
TeTOBYpa je u 3104nHaL UK nponanuua”. 0Baj 4o6po no3Haty
ecej 3aBpwuo je peuuma: ,(noboga o OpHaMeHTa je 3HaK
[yxoBHe cnoboge”. (MaTpao je Aa,pa3Boj KynType e y npasLy
yKnamarba ykpaca a kopucHux objekata” (Traktenberg, 2006).
UnaHak je objasmeH u y Mapusy, rae cy apxutekTe Koje cy ce
Hanasune Yy Mpouecy (TBapara BMCOKOr MOAEPHU3MA,
npuxsatune Kyhy LUTajHep Kao BaxaH npecesaH, a Jlocos
AHTUOPHAMEHTaNM3aM  Kao jeAHy Of KIbyuYHUX HOBUX
apxuTekTOHCKMX Waeja. OBaj ecej npeacTasba Hajkewhy
nonemuky Jloca ca ectetckom xubpugHownhy ceuecuje, unju je
KufieHW [u3ajH BWAEO Kao epoTMYaH W [iereHepucaH.
MoctmopepHucT ¢y ocyhuBanu mogepHucte nonyt Jloca ynpaso
360r nypuTaHCKe YeHOCTY KOja Ce Oriefia y TOM CTaBy.

W'y jenHom ppyrom ecejy w3 1908. roguHe, nop Hasuom
(ysutwiHe nojeduHocmu, y NONEMUYKOj AebaTh ca HeMaukom
denepaumjom (Deutscher Werkbund) v Bnagajyfium KoHuentom
dopmanu3ma, Jloc HenpecTaHo NoHaBsba noTpedy 3a objekTma
11 apXUTEKTYPOM Koja jacHO IeMOHCTPUPA CBOjY U3JBOjEeHOCT 04
YMETHUUKe NaXkibe 1 Henpunajarbe CyLUTUHCKI NOLLTOBAHOM Y
TO Bpeme apT HyBoy. Y ecejy nof HasuBom EnumuHayuja
Hamewmaja, u3 1924. rogune, Jloc ce cam nura: ,Ilta mopa aa
pazu npasu MoAepHy apxutekta? Mopa Aa rpaam kyhe y Kojuma
fie CBaKM KOMaj HaMelLTaja Koju ce He MoXe NOMepuTH MopaTi
fia byne cakpuseH yHyTap 3ugoBa” (Bertoni, 2002).

Joc je noyeo 6uTKY ca ceLiecujom roauHama npe OpHamenma u
31oyuna. Owtap Hanag je ynytuo 1900. roguHe y obnauky
aneropujcke catupe 0 ,CUPOMALLHOM ManoM YoBeky” Koju
aHraxyje ceLiecujckor An3ajHepa a yHece ,yMeTHOCT Y 3anpaBo
cBe ctBapu”: ,(Baka coba 6una je cumdoHmja 6oja, notnyHa y
camoj cebu. 3upoBK, TaneTe, HameLUTaj 1 MaTepujanu Guan cy
HanpaB/beHU Tako Ja YlMHe CKNaj Ha HajBULIEM YMETHUYKOM
HBOY. (BaKM NpefMeT y 06jeKTy MMao je CONCTBEHO MeCTo U 610
YKNOM/beH ca Apyruma, ctBapajyfin HajuyaecHuje kombuHauuje.

(n.2.

Fig. 2.

Apond Noc: Kyha Llloj, beu, 1913.

Adolf Loos: Haus Scheu, Wien, 1913.

ApxuTeKTa Huje HUWTa 3abopasuo, 6aw Huwra. Menembape 3a
umrape, npubop 3a jeno, npeknaaye 3a cBeTno — (ge, bal cge
HanpasHo je oH cam” (Foster, 2003).

3a ceLlecujckor An3ajHepa Ta CaBpLUEHOCT Yjeautbyje YMETHOCT 1
IBOT, @ (BY 3HAKOBM CMPTK Ce 3abparbyjy. C Apyre CTpaHe, 3a
TNoca, To Tpujymdanto npenaxerbe orpaHnyerba katactpodana
jerybutak ucTux — rybutax 06jeKTUBHIX OrpaHuuerba noTpedHux
Aa bu ce neduHncano ceako ,0yayhe xuprbetbe n CTpeMiberbe,
pa3Boj 1 xeme” (Foster, 2003). Hecpeha ,cupomalLHor manor
yoBeka” je 4a ymecTo ia Oyze YOBeK Ca (BOjCTBIMA, OH je YoBeK
0e3 wX, jep tbemy ynpaBo Y Herooj (aBpLUeHOCTU HeJjoCTaje
paznuumToct. Agond Jloc nokasyje fa noctoju pasnuka nsmehy
YpHe 1 HoMHe NoCyAie Te Aa Ta pa3nnka U3Hag CBera faje Kyntypu
npocTop cnoboge. Jloc ce NPOTUBYM He (aMo TOTaNHOM [u3ajHy
ceLiecije Hero U teroBom Heoby3gaHom Cy6jekTUBU3MY, anu He
Ka3yje HULITA O MPUPOAHOj OUTM YMETHOCTU HU O anconyTHOj
ayTOHOMUjU KynType.

J10COBA APXUTEKTYPA — OOPMA/HA TULLNHA

ApxuTeKkToHCKO cTBapanawTeo Agonda Jloca noctano je cnasHo
3axBasbyjyhiu, npe cBera, keroBom CTaBy Npema opHaMeHTIMA.
tbero Haj3HauajHMj [ONPUHOC apXUTEKTYPU OCTaje HeroB
KibikeBHU  auckypc (Gravagnuolo, 1995). Tlo merosom
MULLTbetbY, Paj MLLIEH OPHAMEHaTa je 3HaK YMCTUX U NYLUAHUX
pa3muLLIbakba M BUCOKOT HUBOA LiBIAM30BaHOCTH. TakBa Jobpa
dopma mopa (Bojy nenoTy Aa npoHahje y CTeneHy KOpUCHOCTY
KOju 3paxaBa v y HeoCTBap/bUBOM jeJMHCTBY CBOjUX [eNoBa,
Tako Ja (Ba Ta OpHaMeHTaUuja Mopa cucTematckn ja 6yne
on6auexa. (MaTpao je fa MofiepHIU3aM Koju Cy Cliedune kerose
Konere Huje morao Aa focerde ogroBapajyhe sucune. OH je
TEXMO eKCTPEMHOM, TeOMETPHCKOM NYpU3MY, LLTO je M NOCTUrao
y Boja fBa npojekTa: Kyhu Loj (Haus Scheu) 3 1913. rogute
(cn. 2) n Kyhn LWrajuep (Steiner House) n3 1910. roguxe (cn. 3),
0be y beuy.

Kyha LLloj mana je Tepace u paBaH KkpoB, a Kyha LUtajxep, cama
no cebu ofBaxkHa U MoNHa, jedHa je o4 npBux Kyha casuaaHux
apMUpaHuM 6eTOHOM 1 NpefCTaB/ba OPUjEHTUP Y apXUTEKTYpH

(n. 3.

Apond Noc: itajuep kyha, bey, 1910.
Fig. 3.

Adolf Loos: Steiner House, Vienna, 1910.

I
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Each item in the house had its own place and was integrated with
others, creating the most amazing combination. The architect
has forgotten nothing, absolutely nothing. Ashtrays, cutlery,
light switches — everything, absolutely everything he has done
himself” (Foster, 2003:27).

For the Secession designer the perfection combines art and life,
and all signs of death are forbidden. On the other hand, the bad,
the triumphant crossing of the limitations of a catastrophic loss
of the same — the loss of the objective necessary to define any
“future living and striving, development and desires” (Foster,
2003:88). The misfortune of “the poor simple man” is that in-
stead of being a man of properties, he is a man without them;
they just lack diversity in their perfection. Adolf Loos shows
that there is a difference between an urn and a night vessel,
and that this difference above all provides culture with freedom
of space. Loos opposes not only the total design of the Secession
but also its unbridled subjectivism, however, he says nothing
about art or life, or about the absolute autonomy of culture.

L00S’ ARCHITECTURE - FORMAL SILENCE

Architectural accomplishments of Adolf Loos became famous,
first of all, thanks to his attitude towards ornaments: “His most
significant contribution to architecture remains his literary
discourse” (Gravagnuolo, 1995: 18). In his opinion, a work
devoid of ornamentation is a sign of pure and lucid thinking
and a high level of civilization; such good form has its own
beauty to find in the degree of usefulness expressed and in the
unattainable unity of its parts, so that all of the ornamentation
has to be systematically rejected. He believed that the
modernism followed by his colleagues could attain the proper
heights. He strived for the extreme, geometric purism, which
he achieved in his two projects: House Scheu from 1913 (Fig. 2)
and House Steiner from 1910 (Fig. 3), both are located in
Vienna.

House Scheu had a terrace and a flat roof; House Steiner itself
bold and powerful, one of the first houses to be built of
reinforced concrete and a landmark in the architecture of the
twentieth century. It was created under the influence of
Purkersdorf Sanatorium by Josef Hoffmann, a square, bare box
lined with plaster, which resembles a discrete form of the letter
U, with simple square windows and a thin flat wreath on top,

which so clearly captures the geometrical tendency (Fig. 4).
Hoffman, the founder of the Vienna Werkstattea, because of his
obsessive square ways of expression was called the “Square
Hoffman” (“Quadratl-Hoffmann”). For Loos, geometry is the
most important, especially on a curved roof beginning from
the facade looking onto the street. The limited height of the
sides facing the street and the big height towards the side of
the garden characterized this remarkable house. While the
street facade and the facade looking onto the garden are
symmetrical, the side facades are completely asymmetrical.
The structure was more compact and more confident; the
windows appear to be more “functionalist’, particularly their
horizontal parts, while the crown is thinner. The windows do not
say much about the interior behind them. On the facade looking
onto the garden, the windows are vertical and horizontal,
anticipating a common game that is a rule of modernism.
Minimalism is characterized by a facade without any decoration.
The building is shocking for its “ugliness”.

A new method of compression was applied together with dlarity
in expressing the interior space, clean straight lines, a flat roof,
horizontal windows and the dominance of solid, cubic style. As
the Hoffman building can be compared to the Palladio’s naked,
geometric Villa Godi (Fig. 5), as an early work significant for the
absence of external decoration; or Villa Pizani (Fig. 6) to which a
modern look was added, so can Loos" house be viewed as an
example of functionalistic, geometric purism.

“| preach to aristocrats’, declared Loos in “Ornament and Crime”
(Ornament und Verbrechen) (Loos, 1971) and it was aimed at the
elitist Central European bourgeoisie who understood his message
and allowed him to create architectural projects, such as Rufer
House (Fig. 7) and Moller House (Fig. 8) in Vienna, or Muller
House in Prague (fig. 9) which represents the culmination of his
work. The nakedness and the formal essence of Loos buildings
could only be appreciated in closed social circles, where there was
no need for showing off one’s status, and whose members were
able, thanks to their culture and sensibility to respect the
stimulus of purification that the Viennese architect gave to the
local architecture. As De Chirico (Giorgio de Chirico) in his
metaphysical works (Scuola metafisica art movement), Loos also
questioned himself due to his internal doubts that shaped the
essence of his architecture, which may well have been addressed

(n. 4.

Jozed Xodpman: Canatopujym
Mypkepcpopd: rnaBhm ynas u
3anapHu ynas

Fig. 4.

Josef Hoffmann: Sanatorium
Purkersdorf : main entrance
and west entrance
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Auppea lManapno: Buna lfoam, 1537-1542, llonepno au Nyro
BuheHtuHo

Fig. 5.

Andrea Palladio: Villa Godi, 1537-1542, Lonedo di Lugo Vicentino

XX Beka. Hactana je nog ytuuajem Xodmanosor (Josef Hoffmann)
caHatopujyma lypkepcaopd (Purkersdorf), jenHe ueTBpTacte,
OroJbeHe KyTuje obnoxeHe ManTepoM, unju oMK AUCKPETHO
nopceha Ha C10Bo Y, € jeAHOCTAaBHUM, YETBPTACTUM NPO30PUMa U
TaHKUM, PaBHUM BEHLIEM Ha BPXY, KOju TaKo jacHO Jovapasa
TeHfeHUKjy Ka reometpusmy (cn. 4). XodmaH, rnaBHU OCHUBAY
beukor Bepkwrata (Werkstatte), 360r cBOr oncecuBHOr YeTBp-
TacTor HauMHa M3paxaBarba 61o je Npo3saH KeagpatHu XodmaH
(Quadratl-Hoffmann). Kon Ioca, reomeTpuja je HasHaueHwuja,
nocebHO Ha 3aKpUBILEHOM KPOBY KOjU je MouMibao Ha hacapm
npema ynuuu. OrpaHinueHa BUCUHA (a YMYHe CTpaHe 1 Bennka
BUCMHA Mpema DaLUTeHCKoj CTpaHH, KapaKTepulLy 0By U3y3eTHy
kyhy. [lok cy ynuuHa dacapa v dacasa npema BpTy CUMETPUYHE,
bouHe ¢acage cy y MOTMYHOCTM acuMeTpUuHe. 3farbe je
KOMNaKTHWje U CTabunHuje, Npo3opu e uMHe BuWe GYHKLK-
OHaNMHWUM, NocebHO HUXO0BM BOZOPABHW [ENOBY, a BeHal je

Tatbi. [locTaB/beHn npo3opy He roBOPe MHOTO 0 YHYTPALUKOCTH
n3a tux. Ha dpacaan npema 6awwtn npo3opu cy BepTUKaNHM 1
XOpU30HTaNHK, 0ueKyjyNa 3ajefHIuKa Mrpa Koja y MOAepHU3MY
npefcTa/ba npasuno. MuHumanu3am KapakTtepuwe ¢acaja Ha
Kojoj He mocToju 6uno Kakea Aekopauuja. 3rpaja je LWoKaHTHa
CBOjOM,,py><HOROM”.

Y 1b0j Cy NpuMerbeHe HOBe MeTOfe CaxuMara W jacHoha
U3paxaBarba YHyTpalitber Mpoctopa, uuCTe Mpase AWHUje,
paBaH KpOB, XOPW3OHTanHM NPO30pu, JOMUHALMja YBPCTON,
Kybuuor ctuna. Kao wro XodmaHoBo 3hame MOXemo Aa
ynopeaumo ca [lanagujesom (Andrea Palladio) oromeHom,
reomeTpujckom Bunom Togu (Villa Godi) (cn. 5), kao paHum
pafioM 3HauajHuM M0 M30CTaB/batby CNObHE [eKopavuje, unm
Bunom Mu3anm (Villa Pisani) (cn. 6) Kojoj je npuaoaaT caBpemeHi
u3rneg, Tako 1 Jlocoy kyhy moxemo a carnefamo kao npumep
GYHKLMOHANMCTUUKOT, FeOMETPHjCKOT NypU3Ma.



.6

Buna Musauu, oko 1544, bawono
Fig.6

Villa Pisani, 1544, Bagnolo

to the ,aristocrats”, certainly not to the common man (Bertoni,
2002.: 47).

What is characteristic of Loos” houses is the Raumplan concept or
“plan of volumes”, in which he expressed his commitment to
reconsidering the traditional plan based on the configuration of
space in the pre-specified volumes. Loos believed that every
room should be individually designed, with a height that suits it
best. The plans of his houses consisted of small rooms connected
by a short staircase. In his pursuit for modern architecture, Loos
started this complex system of internal organization with Rufer
House in Vienna. In this house, unlike his later houses, the
openings were set completely free, by following freely available
internal volume — which was an introduction to the canon of De
Stijl. Further development of ideas led by Steiner House in
Vienna, the culmination which was achieved in the disaggregated
level house, which he realized at the end of his life: Moller house
in Vienna and the Miller home near Prague. By the time of the
occurrence of the Steiner House, Loos had already achieved a very

abstract outward expression — his unadorned white prism
predicted the appearance of “international style” at least eight
years before its time.

“The final analysis of Loos'importance as a pioneer depends not
only on his great insight as a critic of modern culture, but also on
his formulation of Raumplan as an architectural strategy for over-
coming the contradictory cultural heritage of bourgeois society,
which has freed itself from vernacularism, but could not replace
it with the culture of classicism. No one was better prepared to
accept this hyper-aware sensibility than the post-war Parisian
avant-garde, especially the circle that was regulated by the New
Spirit (LEsprit Nouveau), to which belonged the Dadaists — poet
Paul Dermee and purist painters Amedee Ozenfant and Charles-
Edouard Jeanneret - Le Corbusier, and who published again in
1920 the French translation of “Ornament and Crime” from 1913.
While, as noted by Reiner Banham, the roots of purism lie in the
abstract classicist tendencies of Parisian culture regardless of the
sensibility of the “ready-made” Marcel Duchamp, there is little
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n.7.

Apond Jloc: Kyha Py¢ep, beu, 1922.
Fig. 7.

Adolf Loos: Haus Rufer, 1922.

,Ja npuankyjem apuctokparama’, 06jauo je Jloc y OpHamenmy u
3/104UHY, U TO je 6U0 YCMEpPEHO Ha eNUTHY LieHTPaNHOeBPONCKY
6ypk0a3ujy Koja je CXBaTina eroBy nopyky 1 omoryhuna my aa
Kpempa apxuTeKTOHCKe npojekTe kao wro cy Kyha Pydep (Haus
Rufer) (cn. 7) n Kyha Monep (House Moller) (cn. 8) 'y beuy unu
Mynep kyha (Muller House) y Mpary (cn. 9) koja npeacTasba
BpXyHaL eroBor onyca (Loos, 1971). OrosbeHocT U popmanHa
cywtiHa JlocoBux 3rpafa mMorne ¢y camo 6ut gobpogoLune y
33TBOPEHUM [pYLWUTBEHUM KpyroBMMa KojuMa Huje 6uno
noTpebHO BMA/bUBO XBa/MCatkbe CTaTYCOM, W KOjiu Cy MOTIM,
3axBasbyjyhu CBOjOj KyNTypW M CeH3mbunuteTy, Aa mowTyjy
CTUMYNAHC ounwhetba Koju je Geuku apxutekta Aao aomahoj
apxutektypu. Kao u y [le Ynpukosom (Giorgio de Chirico)
meTadu3nukom peny (Scuola metafisica art movement), n Kop
Joca je nocTojano yHyTpaLukbe NUTatbe NPOUCTEKAO U3 CYMHbE
Koja je obnuKoBana CyWITMHY HeroBe apXUTeKType, a Koje 6u
morno Ja byne ynyhieHo apucTokpatama, HUKako 06UYHOM
yoBeky (Bertoni, 2002).

Kapaktepuctuka Jlocosux kyha je paymnnan (Raumplan)
KOHLLeNT Wnu ,MNaH BONYMeHa', Y KOMe je UCKa3aHo HeroBo
HacTojatbe A Ce NPeMCnUTa TPAAULMOHANHI NNIaH 3aCHOBAH Ha
KOHQUrypaLmju npocTopa y OKBUpY yHanpes 3aAaTor BOMyMeHa.
Toc je BepoBao fa ceaka coba Tpeba Aa byae vHANBMAYanHo
MpojeKToBaHa, (a BUCUHOM Koja joj HajsuLLe ofroBapa. [inaHoBu
HberoBux Kyha cy ce cactojanu o coba mane 3anpemuHe CrojeHunx
KpaTKuM CTeneHuuama. Y (Bojoj NoTpasu 3a MOJEpHOM apXu-
TeKTypoM, Jloc je 0Baj CNOXEHN CMCTeM YHyTpalltbe Opra-
Hu3aumje 3anoyeo ca Pydep kyhiom y beuy. Y woj cy, 3a pasnuky
0} tberoBux kyha KacHuje, 0TBOpY 6unM NoCTaB/bEHN CacBUM

(n.8.

Kyha Monep, beu, 1928.
Fig. 8.

House Moller, Wien, 1928.

cnobopgHo, npatehu  cnobopaH  pacnopen  YHyTpaLUHUX
BONyMeHa, LUTO je MpefAcTaB/bano yBOA Y KaHOHCKa dena [le
Crujna (De Stijl). Waeja ce parbe passujana npexo LUtajHep kyhe y
beuy, f0 KynMIHaLMje Koja je NOCTUTHYTa Y Pa3NoXKEHOM HUBOY
kyha peanusoBaHom Kpajem Jlocoor »uBota y Monep kyhu y
beuy u Munep kyhu y 6nusuxn Mpara. Jo nojage LLitajHep kyhe,
Jloc je Beh mocturao Bpno ancTpakTHU CnOballkbK U3pa3 —
teroBa Oena HeokufieHa npusma npeaBugena je, Hajmaroe
0CaM roAlNHa yHanpen, nojay ,MHTEPHALMOHANHOT CTMNa”.

,KoHauHa aHanu3a Jlocoor 3Hauaja Kao MMOHNMPa OCNatba e He
(amM0 Ha HEeroB u3y3eTaH YBUA KOjU je UMAO0 Kao KpuTuyap
mozepHe KynType, Beh 1 Ha teroBy Gopmynauujy paymniaxa
Kao apXWTEKTOHCKe CTpaTervje 3a npeBasunaXere KOHTpa-
ANKTOpHE KyNTypHe GaluTuHe OypiKoackor ApywTBa, Koje e
0Cn060ANN0 BepHaKyNapHOCTH, anin Hije MOTNo Aa je 3aMeHu
KynTypom Knacuumama. Huko Huje 6uo 6osbe mpunpemsbeH fa
MpUXBaTM OBaj XMnep-CBeCHU CeH3MOMNUTET Hero mocieparHa
napucka aBaHrapaa, HapouuTo Kpyr Koju je ypehusao Hosu ayx
(LEsprit Nouveau), kome cy npunaganu: necHuk aagaucta fon
[llepme (Pol Dermee), nypuctuuku cnukapu Amegse O3eHdaH
(Amedee Ozenfant) u lapn Enyap awepe (Sharl-Eduar
Jeanneret) Jle Kopbusuje (Le Corbusier), koju je 1920. roguxe
MOHOBO LUTaMNao GpaHLycKku NpeBog OpHaMeHma u 3/104UHA U3
1913. roguHe. W nok, kao wro je npumeto Pajuep banxam
(Reiner Banham), kopeH mypu3ma nexu y ancTpakTHUM
KNacuLMCTYKIM TeHAeHUMjaMa napucke Kyntype, 6e3 063upa
Ha ceH3ubunutet ,rotoBor” (ready-made) Mapcena [uwana
(Marcel Duchamp), noctoju mano pasnora Aa ce Cymia fa je
yTuuaj Mloca 6uo oanyuyjyhn y npepagy TunonoLwKor nporpama
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reason to suspect that Loos' influence was decisive in the process-
ing of the typological program of purism, as he gave an impulse
for the synthesis on all possible scales, the “tipeobjects “ of the
modern world. Above all, Loos must now be regarded as the first
to have postulated the problem that was eventually solved by Le
Corbusier through the full development of the free plan. The typo-
logical issue posited by Loos was how to combine the propriety of
mass with the convenience of irregular volume” (Frampton,
2007:39).

One of the buildings that express the character of his work, is
certainly the building named Goldman & The Salatsch in
Michaelerplatz in Vienna from 1910 (Fig.10), where different
levels of organization facilitated the complete expression of the
volumetric plan made in his Rufer House in Vienna in 1922. It is
noticeable that the total absence of ornamentation on the
building (except for the window frames that Loos was forced to
design). Loos has been criticized because of the simplicity of the
building, in the sense that it seemed it was in conflict with its
immediate environment. In the case of Looshaus, as is currently
the name of this building, it is possible to argue that Loos used

(n.9.

Buna Mynep: dpacapa, entepujep, lpar, 1930.
Fig. 9.

Villa Miiller: fasade, interior, Prague, 1930.

urban elements as he saw them in the urban development of the
tradition, the demands that modernity makes to the capital city
and its cultural ties (in London, Chicago etc.). This universality for
creating a new unique reference system, he explained as an
absolute.

His attitude to architecture, Loos explains on the example of a
bank that must claim that their money is safe and well stored
there with honest people. Loos believed in the concept of
building to achieve a proper understanding: the environment has
to speak to the guest or resident in a way that is required, which
is consistent with its function. He suggested honesty, because
nature itself is only on the side of truth. The interior of the
Zentralsparkasse Bank, 1914 (Fig. 11), is an example of what
Loos tried to do: the bank appears as a determined and sincere
place, encouraging customers to entrust their collateral to this
financial institution. Loos uses circular or spherical light nodes (as
in the House Scheu or Miller House), and emphasizes the use of
marble, a network of squares drawn on the floor, ceiling, and
even in the upper parts of walls. Highly placed mirrors are
similarly used in the Goldman & Salatsch.
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Cn.10.
Apon¢ Joc: fongman Canay, bey, 1910.
Fig. 10.

Adolf Loos: The Goldman & Salatsch,
Wien, 1910.

Cn.11. Cn.12. Cn.13.

Apon¢ Jloc: LieHTpanna 3rpapa Auppea Jlypkara, beu, Ayctpuja, Epux Menpencon: Kyha KoxeH, Jlongon, 1936.
wrepnoHula, bey, 1914. 1932. Fig.13.

Fig. 11. Fig. 12. Erich Mendelsohn: Cohen House, London,
Adolf Loos: Zentralsparkasse, Building by André Lurcat, Vienna, 1936.

Wien, 1914. Austria, 1932.

nypu3Mma, jep je Aao MMAYNC 3a CMHTe3y, y (BUM Moryhum
pa3mepama, ,Tunosa objekata” (tipeobjects) caBpemeHor cgeTa.
li3Hag cBera, Jloca Tpeba nocmatpaTi Kao NpBOT Koju je
nocTynupao npobnem koju je Jle Kopbusje Ha Kpajy pewuno kpo3
MyHU pa3Boj cnobopHor nnawa. Jloc je NoCTaBMo TUNOMOLIKO
MUTambe: Kako Ja ce KOMOMHYje NCMPABHOCT NNATOHCKe Mace y3
NpaKTUYHOCT HeNpaBuUnHe 3anpemune” (Frampton, 2007).

Mehy rpahieBuHama Koje obenexaBajy beros pag, (Bakako je u
3rpafia lonamaH Canau (The Goldman & Salatsch) Ha Muxaen
nnauy (Michaelerplatz) y beuy n3 1910. roguHe (cn. 10), y Kojoj je
ypehetbe  pasnMuMTMX HMBOA MOFOJ0BAN0  KOMMIETHOM
13paxxaBatby BONYMETPUjCKOr NAaHa nocTurHytor y Pydep kyhu
y beuy w3 1922. roguHe. You/buBo je MOTMYHO OACYCTBO
OpHameHaTa Ha 3rpajy (ocum Mpo3opcKkuX OKBUpa Koje je Jloc
6uo npumopaH fga ctasu). Jloc je 6uo KputukoaH 360r
jenHOCTAaBHOCT 3rpage, jep je 13rneaanc kao Aa je y cykoby ca
(BOjUM HenocpefHUM OKpyxerem. Y cnyyajy Jlocose Kyhe
(Looshaus), kako ce faHac 30Be 0Ba 3rpaja, Moryhe je TBpAUTH
fa je Jloc Kopuctno ypbaHe enmenTe (Kako X je OH BUAeO Y
ypbaHom pa3Bojy Tpaauuuje) u yTuLAj MOAEPHU3MA Ha FNaBHU
rpaj Kao W yTuuaje eroBux KynTypHuX Be3a ca JloHZOHOM,
Yukarom u cn. buna je To yHUBEP3aNHOCT Y LWbY CTBapakba

HOBOT jeIMHCTBEHOT pedepeHTHOT CUcTeMa.

Joc je BepoBao Aa 3rpaja (BojuM U3rnegom Tpeba fa npeHece
MopyKy — OKONMHA Mopa Ja roBOpU FoCTy WM CTaHOBHUKY Ha
HauMH KOj1 Ce 3aXTeBa, a KOjut je Y Cknapy ca theHoM QYHKLMjoM.
[Tpeanarao je uckpeHocT, jep je u Npupoja cama Ha CTpaHu
ncture. (Boj cTaB npema apxutekTypu Jloc objawraBa Ha
npumepy 6aHke Koja knujeHTUMa Beh CBOjUM U3rnesom Mopa
nocnaT Mopyky fJa je HWXOB HOBAL Ha CUrypHoM, Ao6po
noxparbeH, a Aa Yy t0j pafie NOWTEHN JbYAN. YHYTpaLkbOoCT
LlentpanHe wreavoHuue y beuy (Zentralsparkasse banke), w3
1914. roguHe (cn.11), npeactasba npumep oBsor Jlocosor
(XBaTatba — 0aHKa ce nojaBIbyje kao yTBPHEHO 1 UCKPEHO MecTo,
NOACTULAj KNWjeHTy Aa MoBepu CBOj HOBAL 0BOj (UHAHCUjCKO]
UHCTUTYUMjW. JloC KOpUCT KpyXKHe unu ChepHe (BeTnoCHe
yBopoBe (kao u y Kyhw Lloj unu Munep kyhu), noteHumpa
ynotpe6y mepmepa, a Mpexy KoLke U3BRaun Ha NoAy, NadoHy,
Ma YaK 1 y roprbuM enoBMMa 310Ba. BUcoko nosuumoHnpaqa
ornegana Ha CflnyaH HauuH Kopuctuo je uy fonaman Canauy.
Noc je wu3Bpwuo TpajaH yTuuaj Ha cnepehy reHepauujy
apxutekata, mehy kojuma cy Auppe Jiukar (Andre Luicat) (cn. 12),
Epux Mengencon (Erich Mendelsohn) (cn. 13), Puuapa Hojtpa
(Richard Neutra) (cn. 14) n Pynond Wunanep (Rudolf Schindler)
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(n.14. Cn.15.

Puvapp Hojrpa: Kyha, Kaypman, lanm
Cnpunre, KanudopHrua 1946.

Fig. 14.

Richard Neutra: Kufmann, Palm
Springs, California, 1946.

Fig. 15.

Loos had a lasting impact on the next generation of architects,
including Andre Luicat (Fig.12), Erich Mendelsohn (Fig.13),
Richard Neutra (Fig.14) and Rudolf Schindler (Fig.15). His
influence is even felt on our domestic architectural scene. “To
design a town house for the family Zaborski, Milan Zlokovic
(1898-1965) used an unrealized model project of Loos’ villa
Strauss, 1922. ... In 1926, the (zech architect who lived and
worked in Belgrade, Jan Dubovi (1892-1969) wrote about
“Worker house and worker home”, gave lectures on “garden
cities” and published them in Zagreb “Technical Sheet”. His
drawings illustrate the text, where Adolf Loos’ influence is quite
visible (1870-1933) “(Maldini, 2007).

In Loos’ inexpressive facades of houses, a philosophical outlook
can be discerned that presents a building as “stupid in its exterior
and reveals its wealth only from the inside.” (Sarnitz, 2003: 22).
For Loos, strict, silent abstraction is an ethical imperative for
cultural evolution:

“Nomadic pastors had to be differentiated by using different
colors; modern man uses his clothes as a mask. Therefore, his
individuality is so strong that it cannot be expressed any longer in
terms of apparel products. To be free of decorations is a sign of
spiritual strength. Modern man uses the ornaments of the past or
those from foreign cultures if he sees that they fit. He focuses his
inventiveness on other things “(Tournikiotis, 1996:123).

CONTRADICTIONS IN ATTITUDES

Loos showed dual personal humanism with his misrepresentation
of the art, for he brought confusion into the proper understanding
of architecture: “Everything that serves a purpose ought to be
excluded from the realm of art” (Dobrovic, 1963:92). “A work of
art shows people new ways and thoughts focused on the future.
A house thinks about the present”.

Because he believed that art and architecture, for their exclusive
spheres of influence should be completely independent of each

Pynon¢ Lunpnep: Kyha Jlasen buy,
ban6oa Menuncyna, Kanudophuja, 1926.  1921.

Rudolf Schindler: Lovell Beach House,
Balboa Peninsula, California, 1926.

Cnuka 16.
Apond Nloc: May3sonej 3a Makca [IBopxaka,

Fig 16.
Adolf Loos: Tomb for Max Dvorak, 1921.

other, it is precisely why Loos position was that only the grave
and monument were the allowed exceptions, because only they
had the ability to combine functionality with excitement and
emotions. “Only a very small part of architecture belongs to art:
the tomb and monument. Everything else that fulfills the
function should be excluded from the domain of art” (Sarnitz,
2003:15). The mausoleum modeled for the Viennese professor
and art historian Max Dvorak (Fig. 16), is the only Loos’ project in
the field of graves and monuments.

The attitude which denies the architecture as an art that serves a
purpose is the denial of its closest features: “A house needs to
satisfy all parties, contrary to the work of art that does not have
to. The work is a private matter for the artist. The house is not”.
And: “The House should serve convenience. The work of art is
revolutionary, the house is conservative” (Sarnitz, 2003:24).

His humanism has variable character; there is no inner strength
that gives a strong resistance. His project for workers” homes in
Hietzing in Vienna, which remained only on paper, designed for
the needs of the Viennese social democratic municipality was
accompanied by his statement: “It was a long-standing desire to
design a terraced building with workers" apartments. The fate of
the proletarian child from birth until the start of school is
especially hard. For children from ordinary rental barracks, closed
in a room, a large common terrace could open their imprisoning
apartment when their parents go to work” (ibid, p.93). This was
consistent with his attitude: “Architecture evokes sentiments in
man. The work of an architect, therefore, is to make these feelings
as specific as possible” (Sarnitz, 2003:14).

Two years later, in Paris, Loos presented the idea of a terraced
designed hotel, the Grand Hotel Babylon in Nice, based on the
idea of luxury of this international metropolis. In order to avoid a
rift in his personal humanism, Loos wrote in his report that it is
also possible to adapt the project needs to a large collective
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(cn. 15). Hberos yTUaj e 0CETMO M HA HALLOj apXUTEKTOHCKOj
CueHu. ,3a npojekat rpagcke kyhe 3a mopoguuy 3abopcku,
MunaHy 3nokosuhy (1898-1965) y3op je 6uo Hen3BeseHu NlocoB
npojekat Bune Wtpoc u3 1922. rogune... 1926. roauHe yelku
apxuTeKTa Koju xuBin v pagu y beorpaay, Jan [lybosn (1892-
1969) nuwe Tekct o PajeHnukoj Kyhn u pageHuykom Fomy,
APXW NpefiaBatba 0 ,BPTHUM rpajoBuMa” U objambyje ux y
3arpe6aukom TexHuukom ancty. (Boj TeKCT UAYCTpYje LipTexiMma
Ha Kojuma je BuaaH ytuuaj Anondaloca (1870-1933)" (Mandunu,
2007).

Y JlocoBum  Heuspasutum KyfHum Qacagama Hasupe ce
$uno3odcku CTaB Koju 3rpajy npeacTaBba Kao,rmyny y Bojoj
CNosballbOCTH W OTKPYUBA CBOje 6OraTCTBO CAMO Npema yHyTpa”
(Sarnitz, 2003). Crora je 3a Jloca Hema ancTpakumja eTWYKN
UMNepaTIB 3a KyNTYpHY eBonyLujy:

,Homaacku nactupu mopanu cy mefycobHo Aa ce pasnukyjy
nomohy pa3Hux 60ja, a MofiepaH YoBek KopucT cBojy oehy kao
macky. [lakne, teroBa WHAMBUAYANHOCT je W3y3eTHO jaka,
TONNKO /1A Ce BULLIE HE MOXe U3Pa3unTy NpeKo npou3Boaa ofehe.
(nobopa o yKkpaca je 3HaK AyxoBHe cHare. (aBpemeHn YoBek
KOPUCTU OpHamMeHaTe Of paHuje UW U3 CTPaHUX KynTypa, ako
BUAN Aa ce T0 yKnana. OH KOHLEHTpuLLe CBOjy MHBEHTUBHOCT Ha
apyre ctBapu” (Tournikiotis, 1996).

OHTPAOUKTOPHOCTY CTABOBUMA

[1BOjHU TMYHM XymaHu3am Jloc je ucka3neao CBOjUM MOrpeLLHIM
TyMauerbeM YMETHOCTH, jep je yHOCMO 3abyHy y WCMpaBHO
(XBaTatbe apxutektype cnefiefium cTaBoBuma: ,(Be WTO CIyxu
HEKOM LWby Tpeba Aa ce MCKIbYYM M3 LAPCTBA YMETHOCTH.
YMeTHUYKO Aeno nokasyje /byAuma HoBe npasle M MUCU
ycmepeHe Ha 6yayhiHoct. Kyhia mucn o capatwrboctn” (Jo6posufi,
1963). YnpaBo 360r Tora wWwTo je C(MaTpao Aa YMETHOCT M
apxuTekTypa, 360r BOjUX ekckny3mBHUX chepa yTuuaja, Tpeba
fia byny NoTnyHO He3aBUCHe jesHa oA Apyre, /locos cTaB je 6uo
[ia Cy camo rpob 1 CoMeHIK 03BOSbEHN U3y3eL, jep CaMO OHY
Hanase MoryhHOCT fJa KOMOWHYjy GyHKLMOHANHOCT ca
y36yheroem u emoumjama. ,(amo Bpno Manu fieo apxuteKType
npunaga ymetHocTu: rpob 1 cnomeHnK. (Be Apyro LTo ucnybasa
dyHKumjy Tpeba fa byne MCK/byyeHo M3 JOMeHa ymeTHoCTH”
(Jo6posuhi, 2003). May3onej moenoBaH 3a 6eukor npodecopa u
nctopuuapa ymetHoct Makca [lBopxkaka (Max Dvordk) (cn. 16),
jenwnu je Jlocos npojekat u3 06nactu rpoboBa u CnomeHuKa.
(TaB KojuM Herupa apxuTeKTypy Kao YMeTHOCT Koja CITyi HEKOM
Luiby, NpeaCTaBiba Heruparbe ieHe HajnpucHuje ocobute:  Kyha
Tpeba da 3af0BObU (Be CTpaHe, CYNPOTHO YMETHUUKOM Aeny
Koje He Mopa. PaZ je npuBaTHa cTBap 3a ymeTHuKa. Kyha Huje”. 1
jow: ,Kyha tpeba aa cnyxu ynobHocth. YmeTHUuko geno je
peBonyLMOHapHO, kyha je KonepsatusHa” (Sarnitz, 2003).
lpomeHbIUBOT  KapakTepa je W beroB xymaHusam, 6e3
YHyTpallkbe cHare Koja Gopmupa UBPCTY nocTojaHoCT. Hheros
npojekaT pagHUUKuX AomoBa y Xeuwry (Hietzing) kon beua,
Koju je octao camo Ha nanupy, pahed 3a notpebe
coumjangemokpatcke beuke onwTuHe, 6uo je nponpahen
FeroBOM 113jaBoM: ,buna My je AaBHaLLKbA Xerba [ja 0CTBapUM

TepacacTo NOCTaB/bEH JOM Ca PaAHUYKUM CTaHoBUMa. CyabuHa
nponetepckor AeTeTa o4 poherba na (Be o CTynaba y Wkony je
Hapouuto TBpAa. [leuM u3 Heke 06UyHe HajaMHe KacapHe,
3aTBOPeHOj y cobu, BenMka 3ajeAHMuKa Tepaca morna 6u ja
0TBOPY CTaH Kafa UM poauTesbi nohy Ha pap” (Sarnitz, 2003). To
je buno y cknapy ca HeroBum CTaBoM Ja ,apxutekTypa nobyhyje
oceharba y YoBeKy. 3ajjaTak apxutekTe je Jakne, a Ta ocefarba
YUnHN WTo NpeunHujum” (Sarnitz, 2003).

e roaute kachuje, y Mapu3y, Nloc je u3Heo uaejy Tepacactor
xotena — Benuku xoten Basuno (Grand Hotel Babylon) y Huum,
ypaheH je y cknapy ca npefcTaBOM O packoLn OBe CBETCKe
metponione. Kako Ou wu3berao packon y (BOM NWYHOM
XyMaHu3my, Jloc je y (Bom u3BeLUTajy Hanucao Aa je moryhe fa
e npojekaT NpUnarogu WCTo Tako M noTpebama Benukor
KONekTWUBHOr pajHUuKkor Aoma. OBaka (TaB npeAcTaB/ba
Herupatbe npuHLuna dyHKumoHanHoctu (Jobposuh, 1963).
MpumeHa  nykcysHux matepujana npepctasmba  JlocoBo
1CNOsbaBatbe YHYTpaLLber Hecnlararba ca HoBOM apXUTEKTYpOM
W TO MO MUTaky W3NOKEHOCTU OpPHAMeHTa. JefHOCTAaBHOCT U
0e30pHaMEHTANHOCT Cy MPeTNoCTaBke 3a €KOHOMUYHOCT Y
apXUTEKTYpY, UK Kako je pekao Jloc: ,YoBeky ca mogepHum
XMBUMMA Huje noTpebaH opHameHT” (Jobposuh, 1963). MHore
TpajHe WUCTMHe OTKpUBeHe Y pacnpaBu OpHameHm u 3704UH
Ji0Na3e y HenoMUp/bIUBY CYNPOTHOCT € HeroBUM Npernopykama
3a ynotpeby ckynoLeHux Matepujana.

(Boje cTaBoBe 1 nornege Jloc Huje paspaano Kao cuctem. Jloc ce
APXI jeNHOCTABHOCTA y MOrnedy Crosbiber u3reda 3rpage,
oxBatajyhin eHe Mace kao ynpolwheHe Bonymewe. MehyTum,
U3BecHa KyOucTUYKa 3anaxarba ¢ TUM Y Be3W HUje HUKaja
paspazumo y cuctem. lpocTop Huje AOCE[HO UCTPAXMBAO Y AyXY
CBIX CBOjUX FNeAMLUTa, HUTU je HACTOjao fia Ha TOj OCHOB CTBOPY
yutaB nokpet” (Jobposuhi, 1963). ,byaute nckpenu, camo je
NpUPOAA Ha CTPaHW UCTUHE', TOBOPHO je OH, ,00jeKaT je nen ako je
TaKo CaBpLLeH Aa Huje Moryhe foaatv My unm ogy3eTin 6uno wra
a ;ia ce He nokBapu. To je HajcaBpLUeHuja, anconyTHa XapMoHuja”
(Loos, 1982). Cmatpao je fa nobpa popma mMopa CBojy nenoty Aa
npoHalje y cTeneHy KOPUCHOCTM KOra U3paxasa Kpo3 jeMHCTBO
CBOjUX [ieI0Ba, CTOra CBa OPHaMeHTKa MOpa CMCTeMATCKIN Aa
6byne ogbaueHa. Anu, Taj CUCTeM OH Huje pa3paauo.

TULIAJ NOCA HA CABPEMEHY APXUTEKTYPY
JEAHOCTABHOCTH

HajopuruHanumju fonpuHoC upeje jeAHOCTaBHOCTM [JaHac Y
apXuTeKTypu npeAcTaB/ba MuHMManu3am (Bacuncku, 2008a),
KOj1 Ce 3aT0 Ha3uBa 11 CABPEMeHa apXuTeKTypa jeAHOCTaBHOCTH.
Y caBpeMeHOM (BeTy, MWUHUMaANUCTUYKA  apXUTEKTypa
NpeACTaB/ba jejaH 0/ Haj3HauajHUjUX LONPUHOCA Y NOKYLWAjy Aa
(e MpeKo jefHOCTaBHOCT YCMOCTaBU KBANUTETHUM HAUMH
*uBoTa (Bacuncku, 2010a).

Texrba Ka jeHOCTaBHOCTY, Ko NajTMOTUB NpefCTasiba U uaejy
Boawby Yy JlocoBom cTBaparwy (Bacuncku, 2008a). OHa je
3paKeHa y HeroBoM HajBaxHujem ecejy OpHameHm u 3104UH,
Kao 1y HeroBiM NpojeKkTuma.

Je[HOCTaBHOCT Koja y3auxe npaBe BPeSHOCTM KUBOTA U
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workers” home. This attitude is the negation of the functionality
principles (Dobrovic, p.93).

The application of luxury materials is Loos” expression of his
internal discord, in terms of new architecture, and also in terms of
ornament exposure. Simplicity and the absence of ornamentation
are prerequisites for economy in architecture, or as Loos said: “A
man with modern nerves does not need ornament” (ibid, p.90).
Many permanent truths revealed in the debate Ornament and
(rime are in irreconcilable contradiction with his recommen-
dations for the use of expensive materials.

Loos did not develop his attitudes and views as a system. “Loos
maintained a simplicity in terms of the external appearance of
buildings, understanding their mass as simplified volumes.
However, some of his own cubist observations regarding this he
never developed into a system. Space he did not explore
consistently in the spirit of his views, nor did he strive to create a
movement on this basis”. (/bid., p.95)." Be truthful, nature is only
on the side of truth”, he said, “an object is beautiful if it is so
perfect that you cannot add to it or deprive it of anything without
ruining it. That would be the most perfect and absolute harmony”.
He believed that good form must find its own beauty in the
degree of its usefulness, which is expressed through the unity of
its parts, so that all ornaments must be systematically rejected.
But, he did not develop this system.

00S" INFLUENCE ON CONTEMPORARY ARCHITECTURE
OF SIMPLICITY

Today, the most original contribution to the idea of simplicity in
architecture is minimalism (Vasilski, 2008a:16), which is,
therefore, called the modern architecture of simplicity. In the
contemporary world, minimalist architecture is one of the most
significant contributions in the attempt to establish through
simplicity a more quality way of life (Vasilski, 2010: 29)
Striving for simplicity, as a light motif (Vasilski, 2008a:16) is the
guiding principle in Loos’ work. It is expressed in the main essay
titled Ornament and Crime, as well as in his projects.
Simplicity, which raises the real value of life and eliminates
everything that is superfluous and tricky around us, allows us to
recognize the essence (Vasilski, 2009). In architecture,
minimalism has been addressing this essential quality as the
primary object, using light as a component and material (Vasilski,
2010b). Adolf Loos, in a rant against the “bad taste” of modern
artists and the houses decorated by the architects from the school
of applied arts, had already selected what was essential:
“When | enter a house of this kind, | always pity the individuals
who spend their lives there. Is this the scenario that people would
have chosen for the small joys and great tragedies of their
existence?!!’ Would it have been like this? These houses fit you
like a rented Pierrot fancy-dress costume! | hope the serious
events of life will never touch you, opening your eyes to your
borrowed rags! (...) Just try to imagine what birth and death
must be like in one of Olbrich’s bedrooms, how the painful cry of
an injured son would sound, the agonizing death-rattle of a
dying mother, and the last thoughts of a daughter who has

decided to die. (...) A letter on the table. A letter of farewell. Is the
room in which this scene takes place one of good taste? Who will
worry? It's aroom and that’s all!

But what if the room is furnished by Van de Velde?
In that case, it is not a room..

In that case, it’s ...

Well, what is it then?

An insult to death.

May you always enjoy the small pleasures of life!” (Loos, 1972:11)
The formal silence that denotes the best parts of Loos'architecture,
corresponds to the absence of consciousness about the dominant
architecture of the period. Not only is there an absence of an
ostentatious construction technique, but it is even neglected or
suppressed, and when Loos’ work is compared to contemporary
works of the Modern Movement, one comes to the fact that there
is no similarity. The aspects present in Loos' work, are completely
absent from the practical expression of the Modern Movement
that had severed all relations with the history and culture of the
setting, giving preference to relations with engineering and
industry which, it was thought, had the powers to resolve the
extensive social problems of a mass society.

To appreciate the originality of Loos’ contribution, and to
understand the reasons for his contemporary appreciation, we
need to focus our attention to his two buildings. The first one is
the house for the poet Tristan Tzara, in Paris, 1926 (Fig.17), whose
basement portion in rough stone echoes a typically Parisian
theme of the retaining walls for Montmartre hill. The second one
is the house for the ballerina Josephine Baker, 1928 (Fig.18) in
which a theme from African culture (zebra skin) is encapsulated
in the facing of white and black alternating horizontal stripes, by
which the power of formal abstraction is achieved (Bertoni,
2002). This project has not been realized.

Quality of life was repeatedly examined in Loos' written work; he
was ,obsessed with immediate sensations as ingredients for a
perfect way of life. The quality of smell and touch, the
juxtaposition of textures...All this was foreign to the ways of
thinking at the time — a fact that is important to bear in mind.
Loss followed the ideal of an architecture which could
communicate...with the inhabitant of his buildings...and
beyond him, the passer-by” (Rykwert, 1982). According to Loos,
everyday objects, pictures, furnishings and all the other things
belonging to life must be chosen freely over time by the
inhabitants, and not, as in the moral tale of the “poor rich man”
be designed together in a single act (which was his disagreement
with the Secession). The silent task of drawing our attention back
to what is important is the task reserved for architecture, if it
merits the name: “When, in the woods we come across a mound,
six foot long, three foot wide, heaped up into a pyramid with a
spade, then we become serious and something speaks inside of
us: someone lies buried here. That is architecture” (Bertoni, 2002).
Loos" influence on minimalism is unquestioned. We can talk
about this influence, especially through the Mediterranean
anonymous architecture that has influenced Loos, as well as the
members of minimalism, but also through the influence of Loos’
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Cn.17. (n.18

Apond Noc: Kyha Apon¢ Joc: Mpojekar
Tpucran Llape, 1926. 3a kyhy o3edune
Fig. 17. bekep, 1928.

Adolf Loos: Tristan Fig. 18.

Tzara House, 1926. Adolf Loos: Project for

Josephine Baker’s
house, 1928.

eNMMUHULLE CBe LUTO je CYBMLLHO 1 BAp/bIUBO OKO Ha¢, omoryhiasa
npeno3sHaBate cywrtuHe (Bacuncku, 2009). Y apxutekTypy,
MUHUMaNM3am Ce NpuUMapHo 06aBM OBUM CYLUTUHCKUM KBa-
nuteTom, Kopuctefin (BETNOCT Kao matepujy M maTepujan
(Bacuncku, 20106). Agond Jloc, y jenHom Hanagy Ha ,Jiow yKyc”
MOZIepHUX yMeTHUKa U Kyfie Koje Cy fieKopucane apxutekTe u3
LUKOMe MpUMEHeHUX YMETHOCTH, WCTakao je OHO wWTo je
CYLUTUHCKO:

,Kana yhemy kyfy Te BpcTe, yBeK anum UHanBuAYe Koje y oj
npoBoge (BOj MBOT. [la Nn je 0BO CLEHApUO Koju Cy Jbyam
opabpanu 36or mane pagocTM W Benuke Tpareuje CBOT
noctojarba? 3ap mopa 6uti oako? Oe kyhe Bam oaroBapajy
Kao W3HajMibeHU KOCTUM 3a mackeHban. Hapam ce pa Bac
Hukaga Hehie gotafin 036ubHYM gorahaju y xuBoTy, oTBapajyhin
BaM 0uM 32 Balle no3ajmibeHe Kpne. (amo nokywajre Aa
3amncauTe Ja ce pohere wnu cmpt forabajy y jenHoj on
On6puxoux (Olbrich) cnasahux coba — Kako 3Byum 601HN NNay
noBpeheHor C1Ha, aroHuja Majke Koja ymupe, Koje y nocnepme
mucan fiepke Koja je ognyuuna aa ympe. .. Mucmo Ha ctony —
onpoLwuTajHo. [la nm je coba y Kojoj ce oBe cLeHe oABMjajy coba
nobpor ykyca? Kora je 6pura! To je coba 1 1o je cBe.

Anu, wra ako je coby onpemuno Ban ae Benge?

Y Tom cnyyajy 1o Huje coba.

Y Tom cnyuajy, To je. ..

Ma, wra je 10 oHpa?

YBpepa cmptit.

(meTe yBeK [a yxwBate y Manum 3af0BO/bCTBUMA XMBOTA”
(Loos, 1972).

OopmanHa TuwmHa, Koja obenexasa Hajborbe fenose Jlocose
apXuTeKType, MpeAcTaB/ba OACYCTBO C(BECTW O [JOMMHAHTHOj
apxuTeKTypu Tor nepuofa. He camo Ja He nocTojin pa3meTarbe
KOHCTPYKTMBHOM TeXHIKOM, Befi je OHa 3aHeMapeHa v 3aTajeHa,

Cn. 19.

Apon¢ Noc: NMpojexar Bune Mou3sn,
Jinpo kop BeHeumje, 1923.

Fig. 19.

Adolf Loos: Moissi villa project - Venice
Lido - Italy, 1923

a kapa ynopehyjemo JlocoBo Aeno ca capeMeHum pafoBuMa
MOJiepHOr MoKpeTa, A0Na3NMo [0 3aK/byuka Aa He MocToju
CMYHOCT. ACneKTu NpuUcyTHN Kog Jloca, NOTAYHO Cy OACYTHU Y
npaKcy MoJiepHOr MOKPEeTa Koju je npobnemaTin30Bao (e 0AHoCe
@ UCTOPUjOM U KYNTYpOM Y OKpYXeky, Aajyhu npesHoct
OfJHOCVMA Ca TEXHMKOM M UHAYCTPUjOM 3a Koje (e cMaTpano Aa
WUMajy cHary fa pa3peLLe 06uMHe coljante npobneme MacoBHoOr
ApyLuITBa.

Jla 6u ce ueHuna opuruHanHocT JlocoBor FONpUHOCA, Kao 1
pasno3n 3a (aBpemeHo BpefHOBatbe, Tpebano 6w obpatutn
Nax<my Ha ABa keroa Aena. lpso je kyha 3a necHuka TpuctaHa
Uapy (Tristan Tzara House) y Napu3y, u3 1926. rogue (cn. 17),
yija noapymcka rpyba CTeHa NpeficTaBba exo TUMMYHE Napucke
TeMe 31A0Ba Koju OKkpyKyjy 6pao MoHmaptp. [Ipyro je npojekat
3a kyhy 6anepute Mo3edune bekep (Josephine Baker) n3 1928.
rogute (cn. 18) rae je Tema y3eTa u3 adpuuke kyntype (Koxa
3ebpe) yHeTa y (acagy y Bupy 0eno-LpHUX XOPU3OHTANHUX
Tpaka, uMme je MOCTUrHyTa cHara ¢opmanHe ancTpakuuje
(Bertoni, 2002). Oaj npojekar Hije 0CTBapeH.

Y cBojum nucaHum pagosuma Jloc je MOHOBO MpeUCnnUTUBAO
KBanuTeT uBoTa. buo je ,oncegHyT HenocpesHum ocehajuma
Kao K/by4HUM YCNI0BOM 3@ NepheKTaH HaumH xunBoTa. 360r Tora
Cy bunu BaXHM KBanuTeT MMpMca M JOAMPA W MOCTaB/batbe
TeKCTypa jeaHe nopep Apyre. Ho BaHo je matin Ha ymy Aa je (e
0B0 61n0 Apyraunje 04 HauuHa Ha Koju ce pa3MULLIbaNo y To
Bpeme. Jloc je mpatMo uAean apxuTekType Koja Moxe Aa
KOMYHULMPA...CA CTaHOBHMLMMA H-ErOBUX 3rpaja...nopesa
tbera v nponasHuka” (Rykwert, 1982). pema Jlocy, cBakopHEBHM
00jeKTi, CMKe, HaMeLUTaj U (Be APYro LUTO NPUMaja UBOTY
mopa butu cnobopHo ofabpaHo o4 CTpaHe CTaHOBHUKA, a He Kao
Yy MOpasHoj npuum 0 ,CMpoMalUHOM boraTom yoBeky” fa (Be
Oyne nu3ajHupaHo 3ajefHo, Y jeAHOM Aaxy (To je U 0CHOBa
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minimalism in art and through him onto the architects who have
specifically marked minimalism in architecture, such as Herzog &
de Meuron (Vasilski, 2008c).

Influence: Mediterranean — Adolf Loos -
Alberto Campo Baeza

Influence of Mediterranean vernacular architecture on Loos is
evident (Vasilski, 2010a). He often visited the Mediterranean; he
traveled throughout Italy in search of marble, from the first visit
which was in Massa Carrara, in 1906 to find the marble for
Kartner Bar, and after that, again in 1910, he was looking for
marble for the facade of the house on the Michaelplatz in Vienna.
More trips followed, and then followed his projects for houses
and villas, in which he applied the typical Mediterranean-style
terraces.

In his project for the Moisse House, on the Lido in Venice, 1923
(Fig. 19) Loos combined a regular network with local forms of

Cn.21.

An6epro Kamno baece: Kyha
Mapkoc, Mappup, llinanuja, 1991,
Fig. 21.

Alberto Campo Baeza: Marcos
House, Madrid, Spain, 1991.

architectural elements (external staircase, terrace with pergola,
windows of very different sizes) and configured the windows to
depend on the exposure of the facade. “But, the challenging
innovation was inside the house where the complex of a clear
demonstration of “Raumplan” was set on fire by a low beam of
sun rays that penetrated through a crack in the floor of the terrace
— of the solarium” (McDonough, 1999:17). The outer plastic of the
building was treated in all its cubistic simplicity (Dobrovic,
1963:314), and therefore was destined to become the type - the
form of the canonical Le Corbusier’s purist villa, in Garches, 1927
(Fig. 20) (Frampton, 2007:112). This simplicity, as a light motif,
can be perceived in the Markos House (Fig. 21) or Turegano House
(Fig. 22), in Madrid, by the architect Alberto Campo Baeza. It is a
recognized form of box, which became a symbol of minimalism
in architecture. Otherwise, the name of Alberto Campo Baezais a
synonym for someone who knows perfectly the legality of “poor”
architecture, combined with the Mediterranean tradition and

(n. 20.

e Kop6usuje: Buna
Craju, lapuwec,
Opanuycka, 1927

Fig. 20.

Le Corbusier: Villa
Stein, Garches, France,
1927.

(n.22.

An6epro Kamno baece: Kyha TyperaHo,
Mappup, linanuja, 1988.

Fig.22.

Alberto Campo Baeza: Turegano House,
Madrid, Spain, 1988.
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(n.23.

Ansapo (u3a: ABenuHo flyapre, Oap, 1985.
Fig. 23.

Alvaro Siza: Avelino Duarte, Ovar, 1985

HEroBOT HeCNarakba Ca cellecujom). JlyXHoCT apxuTeKType jecTte
Ja [MCKPeTHO CKpehe Halwy naxHy Ha OHO LTO je 6uTHO: Kada y
LUyMH Hah)eMOo XYMKY, LeCT CToNa Ayrauky v TpW CTone LWMPOKY,
0011KOBaHy NOMAaTOM Kao MMpaMMAa, OHAA MU NOCTajemo
0301/bHM 1 HELLTO Y HaMa KaxKe: HeKO OBJe NiexH 3akona. To je
apxutektypa” (Bertoni, 2002).

J1ocoB yTMLaj Ha MUHIMANN3aM je HeOCMOPaH, ani ako NPaTUMO
TOK yTWLAja, MOXeMO NPBEHCTBEHO FOBOPUTM O YTULAjY
MefuTepaHcke aHOHUMHe apxuTekType Ha Jloca u Ha npu-
NafHNKe MUHUMANN3Ma, a 3aTuM 0 yTuuajy Jloca Ha MMHK-
Masnn3aM y YMeTHOCTU U MPeKO Hera Ha apxuTeKTe Koje ¢y Ha
cneunduuaH HaumH obenexxune MUHMMANNU3am y apxUTEKTypy,
Kao wTo cy To Ha npumep Xepuor u ae MepoH (Herzog u de
Meuron) (Bacuncku, 2008L).

ymuaj: mepuTepaHcka Tpaguumja — Agond Jloc -
An6epto Kamno baece (Alberto Campo Baezae)
YTuuaj mepuTepaHcke BepHakynapHe apxutekType Ha Jloca je
eBupaeHTaH (Bacuncku, 2010u). OH je yecto nocefnao Megu-
TepaH, nyToBao je no Utanuju y notpasu 3a mepmepowm. lpsu nyt
je ornwao y Maca Kapapy (Massa Carrara) 1906. roainHe kako 6u
npoHalwao mepmep 3a KaptHep bap, a mocne 1910. roguHe
MOHOBO je Tpaxuo MepmMep 3a pacany Kyhie Ha Muxaen nnauy y
beuy. Ycnenuna cy HoBa myToBakba, a OHAA UM HErOBU NPOjEKTY
kyhia ¥ Buma y Kojuma je MpUMerMBa0 Tepace TUMMYHO
MejuTepaHcKor cTuna. Y ceom npojekTy 3a Kyhy Moucu (Moissi),
Ha Jlugy ko Beneumje, 1923. rogune, (cn. 19)Jlocje kombuHoBao
perynapHy Mpexy 1 jomafie 06/1Ke apXuTEKTOHCKIX efleMeHaTa
(cnosbHO CTemeHMWTe, Tepacy Ca Mepronom, Nnpo3ope BpAo
Pa3NuuUTUX BENMYMHA) M MOJECAO je Aa MPO30pH 3aBuUCe 0f
n3noxeHocTn Gacage. ,Anu, N3a30BHa MHOBaLKja je buna yHy-

Cn. 24.

Ansapo (u3a: naBHa ynpasa Kaja lenepan pe
Axopoc, [panapa, WLinanuja, 2001.

Fig.24.

Alberto Campo Baeza: Head Office of the (aja
General de Ahorros, Granada, Spain, 2001.

Tap Kyfie rae je komnneKc jacHor npukasuBgatba, paymnnaa” 6uo
,3aNA/bER” HUCKMM CHOMOM CyHUeBUX 3paka Koju cy Npoaupani
Kpo3 NyKOTMHY Ha nopy Tepace — conapujym” (McDonough,
1999). CnosbHa nnacTuka 3rpape obpafeHa je y cBoj CBOjoj
Kybuctnukoj jenHoctaBHocTy (JoBposuh, 1963), na je 3ato 6una
npegoapeheHa Aa noctaHe tan  (obpasau) 3a KaHoHcky Jle
Kop6usjeosy nypuctiuky Buny y lapwecy (Garches) u3 1927.
rogude (cn. 20) (Frampton, 2007). Ty jeaHocTaBHOCT, Kao
N3jTMOTB, MOXeMo carnefaty u Ha Kyhiama Mapkoc (cn. 21) u
TyperaHo (cn. 22) y Mappuay, apxutekte Anbepta Kamno baece.
To je npeno3Hat/buBa Gpopma KyTuje (box) Koja je noctana cumbon
MUHUMaNM3Ma y apxutektypu. MHaue, ume Anbepta Kamno
baece je CMHOHUM 33 HeKora Ko OZIMYHO MO3Haje 3aKOHUTOCTU
,CNPOMaLLIHe” apXuTeKType y KOMOUHALMjI ca MeJUTEPAHCKOM
TPaANLMjOM 1 Ca eBUAEHTHIM YTULAjeM BeNNKAHA Kao LTO je
Anond Joc. Kamno baece je ycmepuo cBoje objekte npema
WReany BaHBPEMEHCKOr, Mpema KMacuyHoj Nemotn Koja je
BeKOBUMa Buna ugean, oHoj nenotu Kog ctapux pka o kojoj je
Jloc roBopH0: ,...CaMO Cy paAunu NPaKkTUuHo, 6e3 pasmuLLsbatba
0 nenoTy, 6e3 xesbe a 3a0B0be ecTeTcke noTpebe. A kaja bu
KOHauHo objekar nocTao ToMKO NpaKTHyaH Aa je 6uno Hemoryfhie
YUMHUTM Fa NPAKTUYHMjM, OHAQA O1 ra OHW Ha3vBanyu nenum”
(Loos, 1982).

Yruuaj: Anond Noc - Kapn Auppe (Carl Andre)
- Xepuor u e Mepox
MoHoBHa npoueHa JlocoBe apxuTekType je penaTiBHO peTka.
Ansapo (u3a je pempopykoBao ropty feo T3apa kyhe kao
LieHTpanHy Huwy 3a Kyhy Asenuno [lyapte y Osapy (Ovar), 1985.
roaute (cn. 23), nok je baece kopucTno kyhy Ha Muxaen nnauy y
beuy y cBom npojekTy 3a 6aHky y [paHanm, 1992. roaune (cn. 24).
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T L T T T e

(n. 25. (n.26.
Kapn Anpgpe: be3 HacnoBa, 2009. Xepuor u ge Mepon: ®abpuka Pukona, Nlayden,
Fig. 25. LliBajuapcka, 1987.
Carl Andre: Untitled, 2009. Fig. 26.
Herzog & de Meuron: Ricola factory, Laufen,

Switzerland, 1987.

with the evident influence of the greats like Adolf Loos. Campo Baeza directed his ob-
jects towards the ideal of timeless, classic beauty that was the ideal of beauty for
many years. The beauty of the ancient Greeks of which Loos was saying, ... they only
worked practically without thinking about beauty, unwilling to meet the aesthetic
requirements. And when, at last, the object became so convenient that it was impossible
to make it more convenient, they called it beautiful” (Loos, 1982).

Influence: Adolf Loos —Carl Andre — Herzog & de Meuron

The reappraisal of Loos’ architecture is relatively rare. Alvaro Siza reproduced the upper
part of the Tzara House with the central niche in the house for Avelino Duarte in Ovar,
1985 (Fig. 23), while Alberto Campo Baeza used the house on Michaelplatz in Vienna in

,c(:pzlzo'r 4 ae Mepo: CHHantm his project for the Bank of Granada in 1992 (Fig. 24).

ueHTap, basen, 1995.

Fig. 27. Conclusion

::::7‘-'1‘;‘9": Meuron: Signal Box, Even Plato said: "A man creates an architectural space according to his feelings. “One such

activity in modern architecture is definitely minimalism. “Minimalism reveals the
invisible...everything that lies at a depth which words cannot reach. Listening
architectures are architectures of places, and they draw strength from the invisible web
that is already present in reality but is waiting to be revealed to the light” (Carmagnola,
Pasca, 1996). And in this network, Loos’ activity can be found as well.

Loos’ white walls and his sharp stereometric volumes, which hide a variability and a
shrewdness of volume that boosts our perception of space, have survived criticism and
misunderstandings; and at the beginning of the new millennium, now, appear to be
more firmly grounded than the buildings of his ungrateful opponents, revealing an
unexpected freshness that is still full of questions. Like the idea of an eternal return of the
same, which was the deepest thought of Nietzsche (Heidegger, 1999). Or, as Loos said:
“No man can do the same work again. Every day produces a new man and the new man
cannot do what the old one had already created. He thinks that he is doing the same, but
he turns out something new. Something imperceptibly new. But still, after hundreds of
years the difference is evident” (Tournikiotis, 1996). Tempora mutantur, nos et mutamur
in illis (The times are changed and we too are changed in them).
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3aKkmyyak

Jow je lnatoH pekao: ,YoBeK CTBapa apXMTEKTOHCKI NpocTop
npema cBojum ocehiarbuma” Y caBpemeHoj apxuTeKTypu ynpaBo
MUHAMaNM3aM NoYMBa Ha OBOM OfHOCY. ,MuHUManu3am
OTKPWBa HEBUALYUBO ... CBE LUTO NIEXN Y AYOUHIN [10 Koje peum He
mory ctuhu. (TBapa y CKnafly a apxuTeKTypom MecTa Koja
HaioNasin U3 HeBUA/bUBE MpEXe 11 Koja MoCToju Y CTBAPHOCTH,
anu Koja jow yBeK ueka Aa Oyoe u3ByyeHa Ha cBeTnocT”
(Carmagnola, Pasca, 1996). ¥ Toj mpexu Hanasn ce u Jlocoso
[enoBatbe.

NocoBn Oenu 3uAOBM W H-ETOBU OLITPU CTEPEOMETPUjCKM
BONYMEHM KOjU CKPUBAjy Pa3HONMKOCT UM OLITPOYMHOCT
BONYMEHa Koju MOApXaBa Hally nepLenuujy npoctopa,
MpeXuBeNu Cy KpUTMKE U Hecnopasyme, U Ha MOYETKY HOBOT
MUneHujyma nojaBunin ce ctojefin MHoro uspLufie Ha 3eMibi 0f
3rpafia IberoBUX He3axBajHUX OMOHEHaTa, OTKpuBajyhin
HeoueKBaHy (BEXMHY Koja je MMaK MyHa NuTarba, Kao MMCao o
BeuHom Bpahatby ucTor, Koja je 6una Hajaybrba HuueoBa mucao
(Hajdeger, 1999). Unu, kaxo je 1o Jloc pekao: ,Hema yoBeKa Koju
MOXe jenHo ucTo feno noHoBuTH. (Baku AaH CTBapa HOBOT
YOBEKa, a HOBM YOBEK He MOXe ypaauTy OHO LUTO je OHaj CTapy
Bef ctBopuo. Mucin fia paju ucto, a MCnaja HewwTo Hogo. HewTo
HenpyUMeTHO HOBO. AN MNaK, Nocne CTOTUHY FoAMHa BUAN Ce
pa3nuka” (Tournikiotis, 1996).

Tempora mutantur et nos mutamur in illis — Bpeme aoHocu
MPOMEHe, a M1 Ce MeHaMo (a tiMa.
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