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Abstract / The basic thesis of this paper is that temporality gives access
to the primary order of architectural topography and thus to the reality and
meaning of landscapes, streets, buildings, rooms, and their details. Time
is not a contingent attribute of the places intended in design and realized
through construction but a key to their essential structure and significance.
Three dimensions of temporality are discussed: the time of the world, of the
project, and of the experience, as it moves through and comes to rest in a
work’s several spatial situations. The interconnections between prior, present
and future appearances are discussed, in consideration of a building or
landscape’s materials, spatial order, and location. All of this is set out in a two-

part argument: that the stories of our lives are recorded in the spaces of our
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lives, and that this recording is essentially temporal.

Key words / Movement; Qualification; Anticipation; Recollection; Projection

MBI . — e STAN R —AS B, T (87 75 i T ——
BIIFEZ BB — RS E Rt T — T
sk, ORISR ARIR M T — TR

S AR 2655 V) B R [ IO ],
(project) —iAMYIAMHERE LML, HHMAMBL, R
“IRTAET R “projectum” AL “IAIHTHL
P70 XA EANE TR T, e TSI
J 5 3k BT UERYIN R] AT H TR A LR sl LA~ A
W, TR H T R R A S R S T L
T4, BEJLAL o AR R BN AR,
A2 B AR A LUHT SR L C 3 8 3 4 JL A BB
FAEFICE . MBS HT - 1 - IR 4 (1)
- AP, R FRBER R BT T, b
FEHUHIE [ CAEARB T L R o AR EAR BT A% K
S, WAORAMEAL S TORTIEOR, RN 2OR
THOM R fh BEAWTBHERR BT . S IR b, 200 H
I AT RESARAR, AL —TRgAF s . Besh, fHh S
A RN R A, T P IV [l o
T H B 18] BB 5 114 2SR 0 U RE 8 At o A0 4 T H 19 T
K, vt R, USRS ER AL,

SMRITZE Landscape Architecture Frontiers

Each building has a history created by its own fiction
and need to demonstrate its philosophy of existence.
That fiction is part of the debris of history.

— Heaven and Earth, Anselm Kiefer

1 The Three Dimensions of Architectural Temporality
While we tend to think of architecture as a spatial art
— which indeed it is — | believe we should also see
that temporal conditions and considerations are no less
important. There are neither one nor two kinds of time
embodied in buildings, but three; three distinct chronologies
that co-exist, non-synchronically, yet indivisibly.

First is the time of the world, including the calendar of
environmental change and the schedules of daily life. This
time can be seen in the work’s defenses, allowances, and
accommodations, those preparations that anticipate the play
of ambient forces and recall it: shutters, rainwater collectors,
moveable furniture, and so on. World time is also apparent
in the modifications to the work’s surfaces, markings that
attest to its sufferings and show its enhancements. All of
these figures — none of which was designed to signify —
provide a visible record of the project’s past and a proposal
for its future, as if the work were a calendar.

The second sort of time that exists in built works is
the time of the project. The word’s etymology suggests
change; specifically, forward movement; “projectum”
means “thrown forth”. It is not the direction but the pace
of change that matters here, not the days and weeks of the
project’s development, but the decades, even centuries,
through which the disciplinary knowledge has been built
up and changed. Despite our modernity, we still discuss
geometries and elements that concerned architects ages
ago. When Louis I. Kahn famously asked “Le Corbusier,
how am | doing?” he acknowledged his standing within
this history, the disciplinary inheritance that not only
posed specifically architectural problems, but required
his own work for renewal. By comparison with the time
of the world, the time of the project can be very slow,
like a chronicle. Further, while the first follows probable

patterns, the second often advances by detours. This

time comprehends the needs or desires that prompted
the project, the work of design, also the phases of
construction, then of inhabitation, of use, and even misuse,
leading to deterioration and destruction. All of that should
be included in the time of the project.

More purposeful and much quicker is the third kind
of time, the time of experience. This sort of movement is
paced by ones passage through a built work. It involves all
the accelerations, delays, and lingerings that occur between
and within a building’s several settings. Low risers and long
treads, for example, slow one's approach from a forecourt
to a facade. Prospects framed by parapet walls, however,
quicken connections between roof terraces and mountains
— an example is the famous roof terrace of Le Corbusier’s
Unité d’habitation in Marseilles (Fig. 1). Every work has
a structure of sequences that stage the sense of its spaces,
giving the whole ensemble characteristic rhythms, which
are apprehended by the body as much as the mind. A key
alternative here is between succession of settings and their

simultaneity.

1. $RAEBTI2FRITHDRABENER.
1. Le Corbusier, Unité d' habitation, roof terrace, Marseilles, 1952.
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2. Frank Lloyd Wright, Robbie House, 1910.
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2 Knowledge of Space through Time: Spaces as
Stories

The stories of our lives are recorded in the spaces of our
lives. Stories, of course, unfold in time. The philosopher
Paul Ricoeur once observed that time becomes human
through narration. In much the same way that literacy is
both cultivated and preserved in books, cultural memory
obtains legible shape in buildings, persisting as long as they
do. In an age such as ours, when so much in life seems in
flux — social norms, family structures, political allegiances,
and so on — the power of architecture to give practical
affairs orientation and stability is especially important.
Unlike literature, film, or advertising, architecture performs
its signifying role rather quietly and unobtrusively. But
this fact does not diminish its capacity to allow us to feel
“at home” or “at rest” in its many and varied settings.
While experiences of being at rest would seem to annul
architecture’s temporal dimension, this aspect of a work
can only be understood in contrast to experiences of change
and movement. Thus, rest and movement, or permanence
and change are two sides of the same coin. One of the key
tasks of contemporary architectural thought is to grasp
“permanence in time”.

Progress through a building can follow different speeds
or paces. Some configurations compress time, accelerating
what has been anticipated. Others arrangements extend it,
delaying what had been imagined to lie ahead. If you go to a
building designed by Frank Lloyd Wright and pass through
the entry sequence it seems as if the architect had insisted
on prolonging the approach, orienting you as much to the
vicinity as to your principal destination (Fig. 2). Not only
is the space slow, it is tight and low. Still, the consequences
of these decisions are striking. Having been confined for
longer than one might like during the approach, arrival is
extraordinary: the ceiling is twice the height of the corridor
and the wide interior opens in a way you could never have
imagined. Once you are in the main hall you see other
passages leading to other ensembles of spaces, each with
its own delays, accelerations, arrivals, and departures. All

of this is to say that one way of thinking about or working
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3. Louis I. Kahn, Yale Center for British Art, 1969 1974.

with temporality in architecture is through the spatiality of
movement.

The building can be understood as a clock. Still today
we can tell the time of day by studying the shadows cast
on an architectural surface. Obviously, this was common
before the age of mechanical time pieces. But even now
we look to buildings for a sense of natural time. All of the
equipment installed into buildings to respond to changes
in weather, seasons, and climate serves both practical and
representational functions. Architecture’s task is not only
to provide our lives with a clear sense of where we are, but

also when we are.

3 Continual Qualification: the Building’s Body Never
Stops Changing

What is true of spatial movement is also true of
a building’s materials and fabrication. The story of
architectural construction — the narrative of a building
existing in time — unfolds in three chapters or stages: pre-
qualification, qualification, and re-qualification. Materials
are chosen for construction because of the qualities they
possess “by nature”, no matter whether they are found

in the open landscape or a warehouse of manufactured
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elements. As found, they are “pre-qualified” for the
purposes of building. But once they have been delivered
to the construction site they are then modified through
construction techniques (cutting, sizing, shaping, polishing,
and so on). Through these means they are “qualified” for
particular purposes. And once the work of construction has
been finished, once inhabitation begins and then continues,
those same materials are “re-qualified” through use, also by
accident, sometimes on purpose, in order to fulfill changed
needs more adequately.

Although | have presented these three chapters or
kinds of material change in sequence, the truth is they
overlap or interlapse — the same forces that pre-quality
also re-qualify construction materials. Yet, my main point
is that this process is without end: the building’s materials
are continually changing — even if they do so slowly.
Qualities do not exist in themselves, they always emerge
in specific situations, of formation (natural or artificial), of
construction (wet or dry), of use (planned or unforeseen),
and of acclimation (illumination, oxidization, saturation,
bleaching, and staining). This point is difficult because of
our dogmatic, although moralizing, commitment to “the
things themselves”. The interactions between a given
element and the conditions of its appearance disclose the
tendencies or potentialities of each. This is why qualities
do not exist in themselves — they exist in the world — and

why they change over time (Fig. 3).

4 Materials in Time

All manner of ambient phenomena — weather, use,
accidents, additions, and alterations — saturate the
building’s surfaces with traces of what happened in the
past. These marks also serve as invitations to comparable
events in future. For example, when you approach an old
building and walk up its entry steps you can plainly see
that for centuries others have followed the same path,
up the center of the stairway, for example, short-cutting
the width of the landing, pausing on the arrival step. Not
only have the steps of hundreds before you polished the

stone, but they have reshaped its profiles, “dishing” the

treads (Fig. 4). Traces of this kind testify to movement and
therefore time. Implied in that record are human interests,

orientation, and desires.

5 Design Involves both Recollection and Anticipation

Continuance without change is impossible in
architecture, and individual buildings, like places, are partly
defined by the “no longer” and “not yet” of their history.
Architectural reality appears in time, works last because
they change.

The primary task of design development is to
acknowledge this backward and forward movement,
the project adheres to the professional and cultural
conditions that preceded it and its dependence on future
transformations that cannot be anticipated. Louis I. Kahn
once called the design of this sort search for volume zero
or minus one”. Each problem in the design studio was an
opportunity for students and teachers to begin again, to
reverse the roles of the clear and the obscure, not to make
the second the preamble to the first but to discover what
is unclear in what seems so obvious. Moving forward
depends on going backward. The target of this kind of
inquiry can be called “the beginning of the beginning”.
While radically preliminary, this kind of start anticipates
its end. For this reason he also called the beginning an
“eternal confirmation” that reveals what is natural to man.
“l try to look at my work”, he said, “with a sense of what
is forthcoming”, the yet not said and yet not made, for that,
he advised, is what “puts the sparks of life into you.” But
again, the subject matter is “his work”; which is to say,
the set of tasks he was given in those days, in that city.
There can be no approach toward an architecture apart
from explorations of the concrete problems of a particular
building — its location, program, kind of construction, and
so on. Here, then is the unavoidable paradox: the search
for beginnings unfolds in the midst of current conditions.
Research, design, and construction find their foothold in
the middle of things; but in that same context the seek
beginnings that anticipate ends, which can only be known,

of course, in time.
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Louis I. Kahn said,
“I have, in my place,
books about English
history. | like the
bloodiness of it. |
have one set of eight
volumes. | read only the
first volume, and of that
only the first chapter,
in which each time |
see something else. But
really, | am interested
only in reading Volume
Zero, which has not
been written.... History
could not have started
in the places they speak
of.... Of all things, |
honor beginnings. |
believe, though, that
what was has always
been, and what is has
always been, and what
will be has always
been.”
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