H MOP®H



"0 apXITEKTOVAG NPENEI va €ival «0 KAAAITEXVNG TG HOPPNAG». MOVO HECA And TNV TEXVN TNG HOPPNG,

0dnYOUHAOTE O€E HIa VEQ ApXITEKTOVIKN,”
August Endell, 1897

BAénoupe Aoindv OTI N Jop@r nepvasl pEoa anod auoTnped aiobnTikn NPOCEYYIoN Tou TI €ival wpaio kal T aaxno.

"0 apXITEKTOVAG TNG GUYXPOVING ENOXNG Eival AUTOG TOU «30TNG TNG HOPPNAG>». O SNHIOUPYOG IEPAPXIKAOV
Kal

OUHBOAIK®V dop®mV nou xapakTnpifovral ano Tn Hia yid TV EVOOoN TOV ENIHEPOUC HEPWV KAl anod Tnv aAAn
yia Tn diapaveia Tng oxeEong HETa&lu HopPNG kai CUHBOAICHOU THG. *

Bernard Tsumi, 1987

Edw BAENouUpE Nwe ouvowiovTal kal Ta NPoBARKATA NoU NPOKUNTOUV ano Tnv &vvold TNG HOpPNG:
12. H pop®n €ival anapaitnTn oTn HOVTEPVA APXITEKTOVIKN
14. H pop®n €ival n dnuioupyia Tou apxITéEKTova

16. H pop®n undpxel yia va YeTadidel EVVOIEC

H MOP®H pad pe Toug opouc XQPO kal To ZXEAIO undapyouv ato MovTépvo Kivnpua.



To npoBAnua nou dnuioupyeital kad’ 0An Tn diapkeia Tou MovTtepvou KivijpaToc and 1o 1930 kal HeTa npokUNTel anod To

duadiopd TG évvolac MOP®H nou eUnePIEXEI TNV €vvola TOU OXNMATOC Kal TNV &vvola Tng 1I9€ac.

oTO onoio oupnepIAauBavovtal n évvoia, ZXHMA.

Opilel Ta NpaypaTa ONwe auTd KaTaypapovTal JECW TwV AIOBNCEWV.

H &vvoia TnG Hop®n¢ eival Eva epyaleio okEWYNG:

oTO onoio cupnepIAauBavovtal n évvoia, IAEA.

OpiCel Ta npaypaTta onwe autd kataypaPovTal JECW TOU JuaAou.

H yeppavikn yAwooa €xel €va npoBadiopa o€ axXeon KE TNV ayyAIKn apou £xel dU0 OpouG yia va npoadiopiosl TN HOPPR:
AITAIKA: FORM = MOPOH
FEPMANIKA: FORM = Opilel Ta npdypata onw¢ auta kataypd@ovTal JEow Tou JualoU apalpeTika.

GESTALT = Opilel Ta npaypaTta onwc auta kataypapovTal HEoW TwV alobnoswv.

EkTOC ano To npdBANKa nou NpokUNTEl ONou eUPEWC N Evvoia TNG MOP®HZ cuyxeetal pe Tov 0po EXHMA ka1 OFKOz
ouxva avTinapatifsral o avTidIaoToAn e AAAeC evvoleg onwc AIAKOZMHZH, AEITOYPIIKOTHTA KTA.



APXAIOTHTA _ NAATQNAZ kar APIXTOTEAHZ

MYGAIOPAZ: (580-500 n.X.) H oucia 0Awv Twv NpayuaTtwv nepiypapeTal Pe apiOpouc.

MAATQNAZ:(427-347 n.X.) H oucia OAwV Twv npaypatwv NEPIYPAPETAl JE YEWUETPIKA OTEPEQ.

APIZTOTEAHZ: (384 — 322 n.X.) Zuveyilel Tn ¢piAocogia Tou MAATWvVA €I0AYOVTAC VEEC EVVOIEC.




MNAATQNAS: 2Tn Bcwpia Twv Idewv Pag Aéel Nwg ol 1I0EEE €ival o1 alwviol TUMNOoI TwV NPAyMATwy, apXETuna Tou opaTou KOGHOU nou

yivovTal avTIANNTEC HOVO HE TO AOYIKO KiI OXI HE TIC aloBRoEIC (€idwAa TwV I0ewV) eV 0 AIoBNTOC KOOWOC OIAPKWE HETABAANETAL.

In making any thing, argues Plato, the maker follows the i .
‘form’, not things already existing (§§27~28). Elsewhere, distinction bqwc:.n the form and thc thing as follows:
in the Dialogue of Cratylus, he gives as an example a

carpenter makine a shuttle: ‘And suppose the shuttle b there exist, first, the unchanging form, uncreated and

indestrucrible, admitting no modification and entering
no combination, imperceptible to sight or the other
senses, the object of thought: second, that which bears

hnmcn in the 'ndl\mi,, will he make anotl her, looking lkt_
thc breken one? Or will he look to the form according to

N - -) ™ £ < i . O [ » .
which he made the other?’. The answer. of COURIE, IR 10 _ B 4o it inaina s thie oot anid. sessciibles it Beat i

the latter; and Plato continues ‘Might not that justly be sensible, has come into existence ... is apprehended
called the true or ideal shuttle?’ (Dialogues, vol. 3, §389) 8 by opinion with the aid of sensation. (§52)




APIZTOTEAHZ: kaBe npayua anoteAeital and YAH kai MINEYMA.
YAH: €ival nadnTikn kai €ival n duvartoTnTa.
MNEYMA: ival evepynTikO Kal €ival autd Nou To kKabioTa npayuaTiko.

AvapéepeTtal aTn Mop@r TO0O PE TNV €vvold TOU ZXNMATOG 000 Kal JE TNV €vvola TG Id€ag, 000 kal Ye To TI Oev €ival akoun,

Aristotle argued that it was wrong to look for the origin
of organic things in the process of their development,
but that rather one must start by considering their gival pia ayveotn aMa npounapyouoa 15éa
characteristics in their completed, final state, and only
then to deal with their evolution. Aristotle justified this
by an analogy with building: MOopP®rC WG YEVETIKOU UAIKOU OTO VOU TOU

Evw yia Tov MAGTwva n €vvoia TnG Mop®nig

O€ OXEON HE TOV OPIOPO TOU ApIOTOTEAN TNC

AnuioupyoU. H UAn noBei Tn pop®n onwg n

the plan of the house, or the house, has this and
that form; and because it has this and that form, yuvaika noBsi Tov avdpa.
therefore is its construction carried out in this or

that manner. For the process of evolution is for the

sake of the thing finally evolved, and not this for

the sake of the process.




NEOMNAATQNIZMOZ

MAwTivoc: (205-270 p.X.) ENNEAAA _ uioBeTei Tn Mop®n yia va avakaAuyel TIC apxec Tou KaAhouc.

third-century AD Alexandrian philosopher Plotinus, in the
Ennead, to show that beauty lies in the Idcal-Form, asks

On what principle does the architect, when he finds
| the house standing before him correspondent with his
| inner ideal of a house, pronounce it beautiful? Is it
not that the house before him, the stones apart, is the

inner idea stamped upon the mass of exterior matter,
the indivisible exhibited in diversity? (Hofstadter and
Kuhns, 144)

Plorinus’s Aifteenth-century Florentine translator, the
neo-Platonist Marsilio Ficino, outlines a similar argument
to identify beauty as in the independence of form

from matter:

In the beginning, an architect conceives an idea of the
building, like an Idea in the soul. Then he builds, as
nearly as possible, the kind of house he has thought
out. Who will deny thar the house is a body, and that
it is very much like the incorporeal idea of the builder
in likeness to which it was made? Furthermore, it is




ANATENNHZH 15°% — 16° aiwvag

|

O1 apXITEKTOVEC QUTNG TNG NEPIGDOU Npoonabolaav va anodei&ouv NwE To £PY0 TOUG TOUG TAV EUNVEUCHEVO ano TIC APXEC Kal
TIG BEWPIEC TWV HEYAAWV PINOCOPWV TNG apXaIdTNTAG KAl EMNIPEVOUV NEPIOCOTEPO TNV £vvold TNS MopPric w¢ Id&a.

O Leon Battista Alberti oTo De Re Aedificatore Baciletal oTn MuBaydpeio Ocwpia Twv apIOPwv:
‘within the form and figure of a building there resides some natural excellence that excites the mind and is immediately
recognized by it'.

AN\OU avapepel oUPPWVA PE TOUC VEONAATWVIOTEC:
‘It is quite possible to project whole forms tin the mind, without any resource to the material’

H ApioToTeAikr) anoyn Tng npoundpxouoac Moppric HECa OTO JUAAO Tou dnuIoupyou BAENOUNE, KATA TNV NEPIOdO TNC
Avayevvnong, va unapyel otnv Texvng TnG MAUNTIKNAG kal AiyOTEPO oTNV APXITEKTOVIKN €KTOC anod éva napadelyua nou
enBeBaiwvel Tov kavova.

O Daniele Barbaro piAwvTag yia Tov Palladio oTo BiBAio Tou Vasari Agel:
'‘0TO £pyo kABe dnuioupyoU PETa anod Tn AOYIKNA Kal HEOW TOUu OXediou pavepwveTal N Mop®r kai n noidTnTa nou NPoundapyouv
OTO HUAAO Tou, 1010ITEPA OTNV APXITEKTOVIKN N HopPn GoUAEUETal NPWTIOTWE and To vou'.



Méoa atrd TNV apuovia TTou JTTopoUoE va TTPOCPEPE! Jia KUKAIKA KATOWN OI APXITEKTOVEG TTPOCTTAB0UV va €pBouv o€

ETTAPN ECW QINOCOPIKWY avalnToewy Pe éva apuovikd TTepIBAANov. AAa aToixEia gival To TETPAYWVO, OTTWGS O1 BIAeG TOu

MaAAGdIOU KAl N NPEEMIA TTOU OOU TTPOCPEPEI Jia KolovooTolxia. AUToi gival TPOTTOI UE TOUG OTTOIOUG Ol APXITEKTOVEG EKEIVNG
me

ePI6Oou avTiAauBavovtal Tn MOPOH.
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Méoa atrd dU0 BIOPOPETIKEG HOPPEG Ol
QPXITEKTOVEG TTPOCTTAB0UV vVa TTEPACOUV GTOV
atrAG BeaTA Ta PnvUuaTa TNG ETTOXAG TOUG.

Ti gival KOAUTEPO Kal TI XEIPOTEPO;

Ymapxel  kai Ta dUo pag yepi¢ouv Je ouvaiodnuara;



META tnv ANAFENNHZH 17°¢ — 18°¢ — 19° aqiwvag

'OAa auTa Ta Xpovia e €Eaipeon TIC YEPHAVOPWVES XwPeg N MOP®H fATav Tautdonun Tou ZXHMATOZ kai Tou OrKOY.

XapakTnpioTikO napadelypya 1o napakdtw andéonacua ano Ti¢ Lectures Tou Viollet — le — Duc:

was talking about an abstract concept. Although Viollet
referred repeatedly to ‘form’ in his Lectures, his purpose
in doing so was to stress its dependence upon the
structural principle employed:

form is not the result of caprice ... only the expression
of structure ... I cannot give you the rules by which
the form [forme] is governed, inasmuch as it s the
very nature of that form to adapt itself to all the
requirements of the strucrure; give me a structure

and 1 will find you the forms that naturally result
from it, but if you change the structure, | must
change the forms. {vol. I, 283-84)

Map’ 6Ao Nou To NEpacpa TnG Evvolac TG Mop®nc o€ pia nio oAokANpwUEVN kal dUVAUIKA napouaia €ixe ndN apxioer ano To
1790 auTn neplopioTnKe POvo aTnv TExvN kal Tnv AIgBNTIKN yia va NEpAcel oTnV apxITEKToVIKN kanou 100 xpovia apyoTepa:
5. KANT: H @iAooogia Tng aiobnTiknG avTiAnyng

7. TKAITE: H giAocogia TnG puong



KANT

To kaGA\oc Oe BpiokeTal 0Ta avTIKEipeva auta kad’ auta aAAd oTov TPOMo HE ToV Oroio Ta
avTiAapBavopaoTe. H pop®n €ival avaykaia yia va avrtiAngBoupe Tnv TExvn onoia ki av €ivai
auTn a@ou n Kpion TNG OHoPPIAa G aVAKEl O€ £va EEXWPIOTO PHEPOG TOU EYKEPAANOU MOU BeV EXEI
oxéon oUTE PE TN yvwon oUTe e TIG aioBnoelc. Ta npdyuaTta nou yivovTal avTIANnTa JECW TwV
aloBnoEewV €ival UAIKA Kal N UAN dev €xel axeon Ke Tn Mopon.

KANT Eniong avaipei kB ox€on Ye TNV ASITOUPYIKOTNTA TWV AVTIKEIHEVWY YIa XAapn Tou KGAAoUC.

The outward objects to which the play-drive
corresponded were ‘living-forms’. Schiller explained
how these were manifested:

The sensous drive
The formal drive
The play drive
the term beauty is neither extended to cover the whole (recognize artistic beauty in living form)
realm of living things nor is it merely confined to this
realm. A block of marble, though it is and remains
SCHILLER lifeless, can nevertheless, thanks to the architect or 1.
sculptor, become living form [lebende Gestalt]; and
a human being, though he may live and have form
[Gestalt], is far from being on that account a living
form. As long as we merely think about his form, it
is lifeless, a mere abstraction; as long as we merely 3. 0 voug avayvwpiel To KGAAoG, TO
feel his life, it is formless, a mere impression. Only wpaio oTa avTikeipeva yiati BAENE
when his form [Form] lives in our feeling and his life MIa aneikovion auTtng TNG HopPNG
takes on form in our understanding, does he become ave&apTnTa anod TO NEPIEXOMEVO Kal
SCHLEGEL living form. (XV.3) TO GUMBOAIGHO TOUC.

H popen BpiokeTal oTn diadikacia
TNG NapaTAPnonG kai oxl oTo
aVvTIKEIYEVO TO onoio napaTnpoupe




[KAITE

% O Tkaite RBeAe va avoiel véoug dpopoug avayvwpilovTag TIG OUVEXEIC AAAAYEC TWV PUOIKWV

E !

- XAPAKTNPIOTIKWV PUONG kal BewpwvTag nwg dev undapxel €va pia povadikr aAnbeia oTo vou.

2UPpwva pe Toug onadouc Tou MeppavikoU PopavTiopoU oTov onoio Kal avikel kal o Fkaite anod Tn ¢uon

MMOpPEI N GUYKEKPIPEVN dlanioTwon va avanapaxBei kai otnv TExvn, YE Tov 0po Opyavikn Mop@n.

The archetypal plant [Urpflanze] will be the strangest
growth the world has ever seen, and Nature herself
shall envy me for it. With such a model, and with the
key to it in one’s hands, one will be able to contrive
an infinite variety of plants. They will be strictly

logical plants — in other words, even though they
may not actually exist, they could exist. They will
not be mere picturesque and imaginative projections.
They will be imbued with inner truth and necessity.
And the same law will be applicable to all that lives.
(Italian Journey, 299)

MEoa anod PEAETEG BoOTaVIKNC NMou gixav TIC pifeg Touc oTov okavoivaBo natepa Tne Ta&ivopiac Twv puTwv Linnaeus, o MkaiTe
KaTaAnyel otnv unapén evog apxETunou (pUTOU GTO OMoIo avaTpPEXOUV of MopPEC OAWV TWV UMOAOIN®YV. Zav YEVETIKO a&iwpua..



OINOZOPIKOZ IAEAAIZMOZ

Ma Toug IdeaMIoTEC PIAOCOPOUC HE KUPIO EKNPOCWNO Toug Tov Hegel:
AuTO nou napouaialeTal oTIC aloBnoeIC anokpUNTEl hia unapxouoa Id€a
>konog TnG AIoBNTIKAG €ival va anokaAuwel Tnv unoBockouaa auTn Id&a.
AIZOHTIKH: eival n epneipia nou npooAauBAVOUNE HECW TWV AIOONOEWV
gival navw ano OAa Ta avTIKEIUEVA YVWATO OVO OTO VOU.

Ocwpia Twv Moppwv oTn Meppavia Tou 19° aiwva, Hop@n civai:

KANT: €ival o TpOnog e Tov onoio avTiAauBavopaoTe Ta avTiKEieva

FKAITE: cival Ta idia Ta QVTIKEIMEVA, 0avV HIKPOOPYAVIOHOI Ol 0rnoiol Npoundapyouv.
EFEAOZ: eival pia I6€a nou npoundpyel Twv avTIKEIMEVWY Kal ival yvwoTr JOVO OTO Vou.

'Evag and Toug apXITEKTOVEG Nou €EEPPAOTE TIG 10€€G Tou Idealiopol oTnv ApXITEKTOVIKN €ival 0

Gottfried Semper (1803-1879) nou €&£dwaoe 1o 1851 £va BiBAio pe Tov TiTAo “The four elements

of Arhitecture”. 2’ autd ava@épel nwc «.... H Mopgpry oTnv TExvn npoEpxeTal ano pia Id€a nou
SEMPER npounapyer» n onwg To BETEI kAnou aAlou ivar «.... H Mop@n eival n I6€a nou yiveral opatn»

In 1851, the German architect Gottfried Semper, then living in exile in London, proposed his theory of the four elements of architecture, which he held
as formative motives: the hearth, the wall, the mound and the roof. Rejecting the simplistic notion of formal development from quasi-mythical origins,
Semper instead concentrated his theory on the development of these four motives through their corresponding material-functional categories:
ceramics (the hearth), textiles (the wall), stereotomy (the mound), and tectonics-carpentry (the roof).



FORMALISM _Meta Tov KANT

H yepuaviky oxoAnl TnG AiIoBNTIKAG XwpioTnke o€ dUo:
TOUG IBEANIOTEG, TTOU ETTIKEVTPWVOVTAV OTNV €VVOIQ KAl T onuacia Tng Mop®Ag Kai
ToU PopuUaAIOTEG TTOU BEWpPOUCAV ONUAVTIKOTEPO TOV TPOTTO HE TOV OTTOIO

avTiAauBavopacTe T Mop®r atToQelyovTag TTEPAITEPW CUMBOAICHOUG KOl ONUOTIEG.

HERBART
Na 1o Adyo auTtd emoTPATEUCAV KAl TV AVTIANWN HECW YPANHWY, XPWHATWY, ETTITTEOWV.

EdW yia TTpwTn @opd ava@epOPaoTE 0€ aPNPNUEVES YPAUUES KAl 1I0£€C KABWG Kal OTNV
€vvola TNG EPTTABEING, TO va gioal IKAVOG va aloBAavecal KATI oav JEPOG TOU CWHATOG COU.
AuTé 10 BAETTOUNE OTOV 10TOPIKO Heinrich Wolfflin kal To yAUTTTn Adolf Hildebrand.

FROEBEL GIFT (1890): H 16€eg Tou Herbart TTwg n Mopon cival eAeUBepn atrd €vvoleg Kal CUUBOAICUOUG avaTTTUuXOnKe atrod
TOoV EABETO TTaidaywyo Friedrich Froebel Tou otroio 1o ouoTnua a1rd atrAoug EUAIVOUG KUPBOUG TTaPEXEI OTO TTAIdI
TTANPo@opieg o€ didPopa TTITTEdA yIO TOV TPOTTO KaAI TA OTOIXEIO ATTO TA OTTOIO €ival KATAOKEUATPEVO TO TTEPIBAGAAOV YUpW
TOU.

Ymrdpxel kai n ekdoxn o1l péoa atrd autod 1o Traividl o Wright eTTéAe€e To HEAAOVTIKO Tou eTTAyyeAual

"Building, aggregation, is first with the child, as it is first in the development of mankind, and in crystallization. The importance of the vertical, the horizontal, and the
rectangular is the first experience which the child gathers from building; then follow equilibrium and symmetry. Thus the child ascends from the construction of the
simplest wall with or without cement to the more complex and even to the invention of every architectural structure lying within the possibilities of the given material."
-p281



WOLFFLIN

What holds us upright and prevents a formless
collapse? It 1s the opposing force that we may call

To KUPIO EPWTNUA TOU ATAV:

will, life, or whatever. I call it force of form

Mwg n Moper| oTnv ApXITEKTOVIKN PTTOPE va ekppdcel diabeon 1 aigbnpa; [Formkraft). The opposition between matter and
force of form, which sets the entire organic world
H amdvrnon 660nke péow TnG euTTABEING. in motion, is the principal theme of architecture....

We assume that in everything there is a will that

To owpa pag eival n Moper péow Tng omoiag aviihapBavopaoTe KABeT QUOIKS. [
resistance of a formless martter. (159)

Ava@epopevog atov ApioToTéAn Bewpei TNV "YAN kai T Mop@r JeTall Toug AppnKTa ouvOEDENEVES EVVOIEC YI' AQUTO::

1. Ae BAETTel 6TTwg TO MovTtépvo Kivnua tn Alakdounon oav aviaywvioTr) TG Mop@ig aAAG cav pia UuTTEPPETPN OUVANIKL TNG.
2. Aev evdlaépel To Movtépvo Kivnua 16oo n oAokAnpwaon g Mop@rg 6co n diadikacia TTou TTponyeital KaBwg dnuioupyeEital.
3. Avayvwpilel TTwg N Mop®n gival o TPOTTOG YE TOV OTToI0 avTIAauBAveTal TO dnuioUupynua o BeaTtAG Kal KATW atrd auTd To
TIPiopa Kal OAEG 01 IOTOPIKEG AAAAYEG OTNV I0TOPIA TNG APXITEKTOVIKAG £XOUV va KAVOUV PE aAAayEg aTnv OTITIKI AvTiAnyn.

(KANT aio0nrikn avtibetn ye 1o Movtépvo kai To Bauhaus, Tn xpnoigotroinon véwv UAIKWVY Kal TTaAiwy Mp@uv.

In this work Wlfflin formulated five pairs of opposed or contrary precepts in the form and style of art of the sixteenth and seventeenth centuries which
demonstrated a shift in the nature of artistic vision between the two periods. These were: from linear painterly, from plane to recession, from closed
(tectonic) form to open (a-tectonic) form, from multiplicity to unity, from absolute clarity to relative clarity of the subject:



HILDEBRAND kai n kataywyn tnS ®aivopevoloyiac

H Bewpia Tou Eekivael atmd €va dlIaXwpPIoHO:

MeTagu Mopeng kai Epgdviong.

Ta avTikeipeva Tapouaidlovtal dIapKwG PE dIAPOPES
EMQavioEIg Kapia atrd TIG oTToiEG OEV ATTOKAAUTITEI TN MOopon

Kal N oTToia yiveTal avTIANTIT JOVO JECW TOU VOU.



usually read for Sullivan’s views on “function’, are even SChMarsow argue e particularity of architecture
lies in the fact that the viewer’s empathetic sense is
directed not to its masses, bur into its space. Schmarsow
proposes a direct equivalence between architectural space
and the body’s form:

more interesting for what he says about ‘form’, To quote
a characteristic passage: “Opyavikil Mopen (Mkaite)

Form in everything and anything, everywhere and

at every instant. According to their nature, their The intuited form of space, which surrounds us
function, some forms are definite, some indefinite; wherever we may be and which we then always erect
some are nebulous, others concrete and sharp; some around ourselves and consider more necessary than
the form of our own body, consists of the residues of
sensory experience to which the muscular sensations
of our body, the sensitivity of our skin, and the
structure of our body all contribute. As soon as we

symmetrical, others purely rhythmical. Some are
abstract, others material. Some appeal to the eye,
some to the ear, some to the touch, some to the

sense of smell ... But all, without fail, stand for [ S R
1ave learned ro experience ourselves and ourselves

. . 1 34 PR nct.d b -
relationships between the immaterial and the alone as the centre of this space, whose co-ordinates

material, between the subjective and the objective - intersect in us, we have found the precious kernel ...
between the Infinite Spirit and the finite mind. (45) on which the architectural creation is based. (286-87)




Ynapxouv 4 d1aQopeTIKOi Kal avTIBETIKOI Opol yia To TI €ival Moper oTtov 19° aiwva:

1. (KavT) Mop®n ayabo Tou TpOMou PE TOV Ornoio BAENOUNE £va AVTIKEIMEVO
2. (Tkaite) MopPpn w¢ yeveTIKO aiwpa Jeoa oTnv opyavikn UAN
('Eyeloc) Moppr w¢ Idea nou Npounapyel TOU AVTIKEIMEVOU
3. (Goller) Moppny oav oAokAnpwon piac TExvNe N
0 TPONOC PECA ano Tov onoio anokaAunTeTal pia Idea

4. Mop®pr 0€ apxITEKTOVIKA £pya napouoialovTtal Jeoa anod Tov OYKO N TO XwWpO.

EIDLITZ: H Mop®n oTnV apXITEKTOVIKN €ival N ékppaon piac I6€éacg o€ 'YAn

ApXITEKTOVAG HE AUOTPIAKN NAIOEIa NOU NPWTOC EICAYAYE TNV €vvoia TG Mop®nc ouppwva He Tov ‘EyeAo oTic HMA.




H popon versus diakoounong _ Adolf Loos

H pyopen avridoto 01n mass culture  KaTmTAANIOCUO.

Bauhaus_Gropius = va 010ax0¢i autd 1Tou d€ utTope
Na doBouv oTo QoITNTH Ta EpyaALia ekeEiva WOTE va

AvatrTugel TIG DIKES TOU 10€€G yia Tn Mopon.

‘Form Qualities of the City": nine din;r';;m from Kevin Lynch's The image of the

City, 1961. Reading from top left: “singularity or figure-background clarity’; ‘form
simplicity”, "motion awarenass’, 'time senes’; ‘visual scope’; “continuity'; 'dominance’;
‘clarity of joint’; ‘directional differentiation’. "We must learn to see hidden forms in
the vast spraw| of our cities’; to Lynch and ather urbamsts, "form’ was the property
that would overcome the alienation of modern clties - and 1t was the task of the

urban designer to discover and revea| ‘form’.




H yop®n versus KoIVWVIKWY a&Iwyv

Mies van der Rohe, then a member of the G group in

MEKEE MONDIAL

Berlin, wrote as follows in 1923:

We know no forms, only building problems.

(=]
Form is not the goal but the result of our work.
There is no form in and for itself. ... Form as
oal is formalism; and that we reject. Nor do we
strive for a style.
Even the will to style is formalism. (Neumeyer, 242)

.

Méoa atrd Tnv opdda Tou Werkbund, avtiBetol pe Tov Kavt 61Tou n)

aloOnTIKA €ival TTAvW atTd TN AEITOUPYIKOTNTA, €idAV TNV APXITEKTOVIKI) OaV

TN €QAPUOYN TNG TEXVOAOYIAG OTNV UTTNPETIA TWV KOIVWVIKWYV AVAYKWY .
Méow Tng Mop@nRg 0 KABEVAG UTTOPET VO avaTITUSEI KOIVWVIKH ouveidnon.

Le Corbusier, Mundaneum Project, 1928-29. The Mundaneum project attracted

notoriety on account of its dominant pyramid form, which was taken to indicate

the neglect of social content.




H yopon versus AsitoupyikdtnTag: H Mop@r, TTou dev gival TTapd £vag unXaviouog TG okéwng, uttdpxel dn otn duon kai

TTEPIMEVEI VO TNV avakaAUwouv Eiseman _ (eival kpuppévn) Wright.

Aldo van Eyck _ Team X _ evAvTia oTnVv AEITOUPYIKOTNTA KAl TNV EAAEIYN TTPWTOTUTTIOG OTOUG PETA TTOAEUIKOUG QPXITEKTOVEG.

, , {right) Fire S5tation no. 4, Columbus, Indiana, Venturi and Rauch, 1965-67.
H HOP®N VErsus evvoiag: Venturi, in his stand against modernist ‘form’, compared the New Haven fire station,
‘whose image derives from. .. architectural qualities transmitted through abstract

torms’, te his own “Ugly and Ordinary’ Columbus fire house, whose image comes

i

from the ‘conventions of roadside architecture’ - falcs facade, banality, familiarity
of the components, and the sign

MetapovTépvo, R. Venturi: eMKeVTpWVEI 0OTN onUacia Kal 0TO CUUBOAICHG.

H mrpoonAwon otn Moper atrdé 1o MovTépvo Kivnua apveiTal TNV oudia TG apXITEKTOVIKAG.

H popon versus TpayuatikoTnTag: TpooTrddnoay yia gia apX. Xwpic Mopen, epruepn.

(opposite) Constant, ‘New Babylon', drawing, 1961. Constant, a one-time member of

the Situationist International, in his ‘New Babylon' developed between 1959 and
1966, investigated a city without *form’. [ou aAAGZel Mop@r) ouvexwg.

H yopon versus TexvoAovIKoUC KAl TTEQIBAAAOVTIKOUC TTAPAVOVTEC:

MTTOPOUV Va 0dnyrnoouv o Mop@ég TTou Ba cival acupBifacTeg e Tov 6po apxiTektovikr (Fuller).



O TpOTTOG YE TOV OTTOIO AM&%—&R AALT
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dlayeipifovTai ol i fongs
OPXITEKTOVEG TO EOWTEPIKO Kal
TO €CWTEPIKO KAl TIG OUVAMEIC
TTOU avaTITUoOOVTAl JETAEU

TOUG €ival SIAQOPETIKOG OTO

Rovaniewi Libvava

MovTtépvo Kivnua atré ot 010

MeTapovTtépvo.
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Tn 816Aeén emipeAROnke n ‘EAeva ABavaoiddou (AékTopag 407/80) yia To padnua Tou 8° e§apnvou, Oswpia Twv Mopewyv Kai Twv
PuBuwv.

Kupio BiBAio avagopdg amotéAeoe 1o BiBAio Tou A. Forty, Words and Buildings, (London: Thames & Hudson, 2000), o€A. 149 — 173.

H 31dAegn TpayuaToTroindnke KAatd To akadnuaiké érog 2007 — 2008.



