INTRODUCTION

The Manhattan Transcripts differ from most architectural drawings insofar as they
are neither real projects nor mere fantasies. They propose to transcribe an
architectural interpretation of reality. To this aim, they use a particular structure
indicated by photographs that either direct or ‘witness’ events (some would say
‘functions’, others would cail them ‘programs’). At the same time, plans, sections,
and diagrams outline spaces and indicate the movements of the different
protagonists ~ those people intruding into the architectural 'stage set’. The effect is
not unlike an Eisenstein film script or some Moholy-Nagy stage directions. Even if
the Transcripts become a self-contained set of drawings, with its own internal
coherence, they are first a device. Their explicit purpose is to transcribe things
normally removed from conventional architectural representation. namely the
complex relationship between spaces and their use; between the set and the script;
between “type’ and 'program’, between objects and events. Their implicit purpose
has to do with the twentieth-century city.

The Transcripts are about a sel of disjunctions among use, form, and social
values. The non-coincidence between meaning and being, movement and space,
man and object is the starting condition of the work. Yet the inevitable
confrontation of these terms produces effects of far-ranging consequence. Ulti-
maltely, the Transcripis try to offer a different reading of architecture in which
space, movement and events are independent, yet sland in a new relation to one

another, so that the conventional components of architecture are broken down and
rebuilt along different axes.

While the programs used for The Manhaitan Transcnipts are of the most
extreme nature. they also parallel the most common formula plot: the archetype of
murder. Other phantasms are occasionally used 10 underline the fact that perhaps
all architecture. rather than being about functional standards, is about love and
death. By going beyond the conventional definition of use, the Transcripts use their
tentative format to explore unlikely confrontations,
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Programmatic account

The fArst episode (MT ) - 'The Park’ - is composed of twenty-four sheets
illustrating the drawn and photographed notation of a murder. The formula plot of
the murder - the lone figure stalking tts victim, the murder, the hunt. the scarch for
clues building up to the murderer's capture - is juxtaposed with an architecture
inextricubly linked to the extreme actions it witnesses. A special mode of notation -
the three-square principle - underlings the deadly game of hide and scck between
the suspect and the ever-changing architectural events. Photographs direct the
action, plans reveal the alternatively cruel and loving architectural mantfestations,
diagrams indicate the movements of the main protagonists. There, attitudes, plans,

notalions, movements are mdlsmluhly linked. Only together do they define the
architecturat-space-of-"The-Park—— :

While MT / finds its onigin in New York’s Central Park, MT 2 - ‘The Street’
{Border Crossing) — is based on a typical street: 42nd Streei. From the East River
to the Hudson, there are over a dozen different worlds; from the Chrysler Building
to the cheap whorehouses; from Bryant Park to the derelict piers. However, MT 2
does not describe these “worlds’. but the borders that describe them. Each border
becomes a space with the events that it contains, with the movements that
transgress it. ‘He gets out of jail: they make love; she kills him; she is free.’

In MT 3 - 'The Tower' (The Fail) - home, office, prison, hotel, asylum find a
common denominator in the lethal tall of one of their inmates. Such a manipulation
of programs has a side-effect: it inevitably questions the nature of the spaces that
contain them. The set of drawings depicts someone’s fight and subsequent fall
through the full height of a Manhattan tower block, its *cells” and its ‘yards'. The
drastic alteration of perceptions caused by the fall is used to explore various spatial
transformations and their typological distortions, If Parts 1 and 2 of the Transcripts
loosely matched the ambiguities of the plot with those of the architecture,; Part 3
methodically discusses analogy, opposition, and reinforcement within the relation-
ship between program and type.

In MT 4 — *The Block’ — five inner courtyards of a simple city bltock witness
contradictory events and programmarnic impossibilities: acrobats, ice-skaters,
dancers, soldiers. and foolball players all congregate and perform high-wire acts,
games, or even the reenactment of famous battles, in a context usually alien to their
activity. Disjunctions between movements, programs, and spaces inevitably follow
as each pursues a distinct logic. while their confrontations produce the most
unlikely combinations.

Reality

The architectural origin of each episode is found within a specific reality and not in
an abstract geometrical figure. Manhattan is a real place; the actions described are
real actions. The Transcripts always presuppose a reality already in existence, a
reality waiting to be deconstructed — and eventually transformed. They isolate,
frame, 'take’ elements from the city. Yet the role of the Transcripts is never to
represent: they are not mimetic. So, at the same time, the builldings and events
depicted are not real buildings or events, for distancing and subjectivity are also
themes of the transcription. Thus the reality of its sequences does not lie in the
accurate transposition of the outside world, but in the internal logic these
sequences display.

Such a departure from primary forms as generators does not mean a return to
historicism and eclecticism. Instead, it attempts to play with the fragments of a
given reality ar the same time as the rational structure of abstract concepts. while
constantly questioning the nature of architectural signs. Those fragments of reality
(as seized, for example. through the photographer's lens) unavoidably introduce
idevlogical and cultural concerns. But. far from constituting learned allusions 1o the
past, these fragments are to be scen merely as part of the material of architecture —
as neutral, objective. indifferent.

Three disjoined levels of ‘reality’ are presented simultameously in the
Frianscripts: the world of ohjects, composed of buildings ubstracted from maps,




plans. photographs; the world of movements, which can be abstracted from
choreography. sport, or other movement diagrams; the world of events, which is
abstracted from news photographs. At first, the respective importance of each level
depends only on how each is interpreted by the viewer, since each level can always
be seen against the background of another. In this sense, looking at the Transcripts
also means constructing them.

Reciprocity and conflict

But it is the Transcripts’ contention that only the striking relationship between the
three levels makes for the architectural experience. So entangled are these levels
with one another that at any moment they are perfectly interchangeable. Thus the

Transcripis never attempt to transcend contradictions between object, fan, and—

event in order to bring them to a new synthesis; on the contrary, they aim to
maintain these contradictions in a dynamic manner. in a new reciprocity and
contlict.

Finally, it should be stressed that the implied programmatic vivlence of the
Transcripts is there a contrario, 1o question past humanist programs that strictly
covered only functional requirements necessary for survival and production, and to
favor those activities gencrally considered negative and unproductive: ‘luxury,
mourning, wars, cults; the construction of sumptuous monuments; games, spec-
tacles, arts; perversc sexual activity’. The Transcripts also propose different
readings of spatial function; they suggest that the detimtion of architecture may lie
at the intersection of logic and pain, rationality and anguish, concept and pleasure.

Whether internally, within the logic of form, for example, or externally, within
that of form and use, these disjunctive levels break apart any possible balance or
synthesis. In their individual state, objects, movements, events are simply
discontinuous. Oaly when they unite do they establish an instant of continuity.
Such disjunction implies a dypamic conception posed against a static definition of
architecturc, an excessive movement that brings architecture 1o its [imits.

Notation

The Transcripis are literally a work-in-progress, insofar as the method of work
becomes increasingly precise and articulate in the later episodes. as if the search for
new 100ls always passed through uncertainties, intuitions, and shortcuts that, while
accelerating certain discoveries, often hamper conceptual rigor.

The original purpose of the tripartite mode of notation (events, movements,
spaces) was (o introduce the order of experience. the order of time - moments,
intervals, sequences - for all inevitably intervene in the reading of the city. it also
proceeded from a need to question the modes of representation generally used by
architects: plans, sections. axonometrics, perspectives. However precise and
generative they have been, each implies a logical reduction of architectural thought
to what can be shown. at the exclusion of other conceras. They are caught in a sort
of prison-house of architectural language, where "the limits of my language are the
limits of my world’. Any attempt to go beyond such limits, to offer another reading
of architecture demanded the questioning of these conventions.

The insertion of movement or program into the overall architectural scheme
implied breaking down some of the traditional components of architecture. [t soon
hecame clear that such decomposition permitted the independent manipulation ot
each new part according to narrative or formal considerations,

For example, the plans of the Park. the section of the Street, the axonometrics
of the Tower. the perspectives of the Park all follow (and occasionally question) the
internal logic of their modes of representation. The compositional implications of
an axonometrie (an abstract projection according to the rules of descriptive
geomelry) are. as a result, widely different from those of a perspective with a single
vanishing point,

A particubar case is explored in the fourth episade of the Transcripts, As
Y




opposed to the plans, maps, or axomometrics used in the early episodes. the
perspectival description of buildings is concomitant with their photographic record;
the photograph acts as the origin of the architectural image. The perspective image
is no longer a mode of three-dimensional drawing, but the direct extension of the
photographic mode of perception. One of the most common techniques of
reproduction (of representation) is brought into the reality of the building, not as
rrompe-oeil, but as data.

The same applies to the movement notation. An extension from the drawn
conventions of choreography. it attempts to ¢liminate the preconceived meanings
given to particular actions so as to concentrate on their spatial effects: the
movement of bodies in space. The early MTs introduce the idea of movement in
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general by freely improvising movement patterns, from the fugitive's to the street-
Aghter's. The last MT analyzes highly formalized movement diagrams of dancers,
football players, skaters, urmy tacticians. acrobats.

Rather than merely indicating directional arrows on a neutral surface, the logic
of movement notation ultimately suggests real corridors of space, as if the dancer
had been ‘carving space out of a pliable substance’; or the reverse, shaping
continuous volumes, as if a whole movement had been literally solidified, ‘frozen’
into a permanent and massive vector.

Finally, each particular event or action of the Transcripts is denoted by a
photograph, in an attempt to get closer to an objectivity (even if never achieved)
often missing from architectural programs. If other photographs are inserted
according to specific rules of transformation, the combination inevitably suggests
the idea of hybrid activities.

Here again, the photograph's internal logic suggests that it can function in
varied ways. It first acts as a metaphor for the architectural program, by referring to
events or to people. Second, it can be read independently, for these photographs all
possess Lheir own autonomy, independent of the drawings juxtaposed to them.
Finally, the events’ allegorical content can powerfully disturb the neutral logic of
the game's successive moves, introducing a purely subjective reading.

However, central to the Transcripts is the necessary interaction of each
notation with the others. Their conflicting relationship is outlined in the following
section.

Frames and sequences

The Manhattan Transcripts are not a random accumulation of events; they display a
particular organization. Their chief characteristic is the sequence, a composite
succession of frames that confronts spaces, movements, and events, each with its
own combinatory structure and inherent set of rules. The narratives implied by
these composite sequences may be linear, deconstructed, or dissociated. MT [ is
linear, while MT 2 only appears to be so;, MT I depicts two unrelated moments,
while MT 4 exhausts the narrative — it deconstructs programs in the same way that
it deconstructs forms and movements; then it adds, repeats, accumulates, inserts,
‘fades in', distorts, and disjoins, always dealing with discrete. discontinuous
moments, for each frame can always be cxchanged for another.

At the same time, the Transcripis’ sequences represent both time and
consequence, temporality and logic. If MT [ and MT 2 tend to favor temporality,
MT 3 and MT 4 tend to favor logic. Yet the chronological succession of MT 1 and
MT 2 is partly absorbed by a logical, atemporal structure. In MT J and MT 4, the
sequence has somehow been ‘dechronologized’. with emphasis placed on logic.

The 1emporality of the Transcripts inevitably suggests the analogy of film.
Beyond a common wentieth-century sensibility, both share a frame-by-frame
technique, the isolation of frozen bits of action. In both. spaces are not only
composed, but also developed from shot to shot so that the tinal meaning of each
shot depends on its context.




The relationship of one frame to the next is indispensabie insofar as no analysis
of any one frame can accurately reveal how the space was handled altogether. The
Transcripts are thus not sélf-contained images. They establish a memory of the
preceding frame, of the course of events. Their final meaning is cumulative; it does
not depend merely on a single frame (such as a fagade), but on a succession of
frames or spaces.

In MT 1, each set of frames determines the following by acting as a starting
point modified by a rule of transformation (such as compression), or by the
addition of a new 'existing’ element (such as insertion). In MT 2, the work begins
with an existing spatial sequence (the street). Then selected ‘frames’ are modified.
MT lmmcuhuoueweﬁmmbrwmch a §pace reappears as a
kind of ghost-image, an afterimage of an earlier organization. MT 3 starts with five
variations on an archetypal sequence of spaces (rooms atong a corridor), then
progressively madifies them through the introduction (transgression) of movement
patterns. On a second stage, it then performs what might be called a ‘zooming’
operation, as it suddenly focuses on one detail of the final operation and enlarges it
to a new scale (the scale of communal courtyards as opposed to the earlier scale of
single cells). In turn, these frames {(which here coincide with the yards and their
institutional use: prison, hotel, asylum, etc.) are transformed (transgressed) by a
further movement or event (z falling body) and lead to the final configuration of a
continuous and vertical sequence of spaces. MT 3 thus sees event and movement
coincide in formal terms, even if the event’s cultural implications inevitably diifer
from the significance of the movement pattern (which in this case is taken to be
neutral). Finally, MT 4 begins with a set of discrete frames {five ‘real’ architectural
configurations, five ‘real’ movements, five ‘real’ events) and combines them in a set
of autonomous and linear sequences (both transformational and programmatic),
each with its own internal logic and rational rules (such as addition, repetition, or
disjunction). Only at the end are they all superposed and then deconstructed into
something altogether different.

In any case, the Transcripts always display at least two conflicting felds: first,
the framing device - square, healthy, conformist, normal and predictable, regular
and comforting, correct. Second, the framed material, a place that only questions,
distorts, compresses, displaces. Both are necessary. Neither is inherentiy special;
neither communicates by itself. It is the play between them that does - their
distance and irs occasional transgression, when the frame itself becomes the object
of distortions.

The frame permits the extreme formal manipulation of the sequence, for the
content of congenial frames can be mixed, superposed, faded in, cut up, giving
endless possibilities to the narrative sequence. At the limit, these internal
manipulations can be classified according to formal strategies, such as:

a repetitive sequence

a disjunctive sequence

a distorted sequence

a fade-in sequence

an insertive sequence.
Parameters that remain constant and passive for the duration of a sequence can also
be added and transference can also take place, as in MT 2, where a given spatiai
configuration (the 'circle') repeatedly passes from one building to the next,
regardless of the protagonists’ moves. These internal strategies can apply equally to
spaces, movements, and programs. In each case, new and unexpected combina-
tions can always occur, as each sequence displays a separale existence, with a
variety of internal relations and structures,

But, most important, and central to the Transcripts’ aims, these sequences are
also involved with one another, i.e., in external relations. In MT 4, for axample, a
horizontal, internal relation occurs within each level. This relation may be
continvous and logical; it can also jump from one frame to the adjacent and fully
incompatible one, creating an internal disjunction. But there is also a vertical,
external relation - between the spatial movement and the programmatic tevel. This
relation can, of course, be continuous and logical (the skater skates on the skating
rink), but it can also be made unlikely and incompatible (e.g. the quarterback
tangoes on the skating rink: the battalion skates on the tightrope). .




The same applies to the formal und symbolic characteristics of the surrounding
architectural spuces. which can either reinforce or contradict the events occurring
within them. A classification may provide an overview of those internal and
external relations. In abstracted terms (for MT J):

Each horizontal sequence (made of five frames, notated A B.C,D.E) is part of
a simultaneous vertical relation that contains the three equal conditions of object,
movement and event (notated 1.2,3). All combinations of the resulting matrix are
then possible - from a repetitive A;A A A A, to an insertive E(A,B,C,D,E ) - if
the combinations are restricted to the ‘object’ level, and 1o A,B,C,, etc. on the
movement level, The vertical relations of object, movement and event can aiso be

comhined. from. a_‘functional’ and-homogeneous A—

2
A,, where object-reinforces-
movement (which) reinforces-event, or vice versa, tn a sort of architectural
tautology favored by most functionalist doctrines; or they can, alternatively, be fully
disjunctive and heterogeneous, whereby A,

E,

B, announces that there is no rela-
tion whatsoever between form, program. and movement. Further scrambling can be
applied in the guise of a sort of post-structuralist questioning of the sign, where-
by movement, object, and event become fully interchangeable, an A,

B,
C, occurrence
— where people are walls, where walls dance the tango, and tangos run for office.

These combinations are nothing but a form of editing, of mentage, where stage
and audience space are ultimately reversed, and action becomes its own representa-
tion. At the same time, the last Transcripe eliminates all that is inessential to the
architecture of the city. Spaces, movements, events are contracied into the only
fragments absolutely necessary to outline the overall structure. Since each frame 15
isolated from the next, architecture can begin to act as a seties of surprises, a form
of architectural jump-cur, where space is carefully broken apart and then
reassembled ‘at the limjts’,

Thus space can follow space, not necessarily in the order normally expected,
but in a series of dramatic revelations that can announce a new spatial structure,
Devices such as the insertion of any additional space within a spatial sequence can
change the meaning of the sequence as weil as its impact on the experiencing
subject (as in the noted Kuleshov experiment, where the same shot of the actor's
impassive face is introduced into a variety of situations, and the audience reads
different expressions in each successive juxtaposition).

One last point: as opposed to logical transformations that proceed from rules
inherent in the nature of the object. the Transcripis’ sequences often proceed from
‘subjective’ moves. Although an objective rule is given arbitrarily (compression or
superposition, for example), its. implementation, articulation, and final form
depend upon the person who applies the rule. In other words. such sequences
cannot result from a simple cumulative process of logical transformatioas for which
instructions can be given to anyone.

In the same way, the pleasurable element of subjective arbitrariness enters
into the selection of endless images of fighters or fagades. {Rationally, only their
essential characteristics need be defined.) Ultimately, the spatial relationships and
physical dimensions of objects that change with cach viewpoint are like movie shots
from above that are intercut with those from below: reality is made infinitely
malleable, so that emotive. dramalic, or poetic attributes can change and unfold.
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MT 1 The Park
24 panels, 13" X I7". Pen and ink and photographs on paper.

MT 2 The Street (Border Crossing)
Version 1. 1 panel, 384" x 24". Pen and ink, charcoal and photographs on
paper.
Version Il: 4 panels, 36" x 12". Pen and ink. pencil and photographs on paper.

MT 3 The Tower (The Fall)
10 panels, 24" X 48", Pen and ink and transfer on paper.

MT 4 The Block
15 panels, 18" % 30". Pen and ink and photographs on paper. 61
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The following text is.composed of excerpts from a lecture given at the
Architectural Association on 8 June 1982. Organized around the narrative of
¢ work entitled The Manhattan Transcripts, the lecture interspersed com-
mentaries around particular themes or concepts. The text presented here
develops these concepts in the form of an illustrated index.

In archilecture, concepts can either precede or follow projects or buildings. In
uther words, a theoretical concept may be cither applied o a project or derived
from it. Quite often this distinction cannot be made so clearly, when, for example,
a certain aspect of film theory may support an architectural intuition, and later,
through the arduous development of a project, be 1ransformed into an operative
concept for architecture in general. Without prefending to fuse the intuitions of the
drawing board with the certainties of scientific thought, this index attempts 10
point out the essential directions of a general research.
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When spaces and events are functionally inde-
pendent of one another, one observes a strategy of
indifference in which no architectural consider—
ations depend on utilitarian ones, in which space
has one logic and events another. Such were the .
Crystal Palace and the neutral sheds of the great
13th-century exhibitions, which accommodated
anything from displays of elephanis draped ia rare
colonial silks to international boxing matches.
So, too — but in a. very different-manmer =33
L . _Terragni‘s Casa del Fascio in Como a remarkable
B exercise in architectural language and not an un-

T ' pleasant building to work in despite, or perhaps

becanse of, the occasionally fortuuous juxtapo-
sition of spaces and vse.

2. Reciprocity reciprocity: the state or condition of being recip- - L
rocal; a state or relationship in which there s - 7
mutual actiow, influence, giving and taking, cor-
rcspondcnce. elc belwecn two parties and lhu‘lgsr

Archltec!uml spncel and progrnmu can nlso be-f‘
come totally inrcrdepcndem and fully condition.
each other’d existence. In shese cases, the archi~
tect’s view of the user’s needs determines svery.
architectoral: decision (which may,. in’ turn;
determine the user's attitude): Here, the: architec
designs tha set, writes the script and directs the
actors. Such were the ideal kitcheny instaliations: o
the Twenties" Werkbund; each step of a near<'.
biomechanical housewife carefully monitored
through the design’s constant attention: Such were
Meyerhold's: Biomechanics, acting. through -
Popova’s stage sets, where the characters' logic
played witls and against the logic of their dynamic.-
| sutroundings, Suck also is Frank Ltoyd Wright's [0
Giuggenheim Muoséum or Norman Bel Geddeu‘ en-
trauce tof 1h¢ General Motors Pavihom 5 L

Here it ia not u questlon of lmowing which comes .
firat, movement or.space, which moulds the other, - -
~ for uftimately deep binding is involved - like the -
prisoncr and his guard: After all, they are caught . -
* in the same set of relationships; only mu armw ot'-:.' :
puwer changes direcnnn. '

3. Conflict : Most- mlauonruf course. aré more complm:.. You.:- B
can also slecp in your kitchen. And fight and fove. = ..
Such ghifts are not witkout meaning: When the
order of an 18th-century square is tumed into 8.~ ©
20th-century revolt, the shift inevitably suggesty a .
critical statement atout institutions. When an -
industrial loft in Manhaitan is turned into-a
residence; a similar shift occurs, a shift that i2 un-
doubtediy less dramatic but nevertheless present. .

When the Sistine Chapel is used for a 110-yard
hurdle, architecture ceases to surrender ta good
conscience or parody. For a whilé the frans-+
gression is real and all-powerful. And yet the




transgression of cultural expectations soon be-
comes accepted. Just as violent Susrealist collages .
inspire advertising rhetoric, the broken rule is in- .
tegrated into everyday life, whether through sym-
bolic or technological motivations. '

So i Le Corbusier's Carpenter Center, with its

ramp that violates the building, a genuine move- .~

ment of bodies made into an architectural solid. #7

Or, in reverse, it I8 a solid that forcibly channels /¢
- the movem;nLanodi

If I outline these relations of indifference, reci-
procity and conflict, it is to insist on the fact that
they exist regardless of the prescriptive ideologics
{modernism vs humanism, formalism vs func-
tionalism, eic,) architects and critics are ugually
kecn to promote.

V. NOTATION The purpose of the tripartite mode of notation
{events, movements, spaces) is to. introduce the -
order of experience, the order of time - mo-. -
ments, intervals, sequences - for all inevitably
intervene in the.reading of the city. It also pra-.
ceeds from a need to question the modes of rep-
resentation generally used by architects: plany, -
.rectian.r axonamemc.r. per.rpecnvu o -

1. Movement Notation notation: the process or method of reprcuntm

. numbers, quantitics etc. by a system: of signs
hence, any set of‘ symboh or chm:n uued o doy:
this,. -~ - [ : :

"The movemenh ~of crnwda dmcem f' gbtm ST
recall the inevitable intrusion’ of bodies: into. archis’
tectural spaces, the imrusion of one order into

*  another. The: need: to. record accurately: sucl co

‘frontations; withoar ralling into functionalist forv
mulas siggested precise. forms of movément nota-
tion.. An. exténaion: of the drawn conventions or.: -

* choreography; this: notatiog: attempts to. climifiate: jy
the preconceived mesning given ta ‘pasticular ts -

-actions; itk order ta concentrate on their spatial /7
effecu‘ tlld mmfement nf bodjcu in spaca.

Rather lhm merely mdlcatmg directional arrows
on a.newtrat surface, the logic of movement no-
tation ultimately suggests real corridors of space,
as if the dancer has been *carving space out of a
pliable zubstance®; or the reverse, shaping con-
tinuous volumes, as if a whole movement has been
literally solidified; *frozen’ into a permanent and
massive vector.

2. Event Nolation Each event or action (a singular moment of a
‘program’) can be denoted by a photograph, in an
T attempt to get closer 1o an objectivity (even if
i never achieved) often missing from architectural ,4
programs.
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VL ARTICULATION The Manhattan Transcripts are not a random
: accumulation of events; they display a particular
organiration. Their chief characteristic is the se-
quence, a compogyite succession of frames that
confronts spaces, movements, and events, edch
with its own combinative structure and inherent

setr of rules.

i. Frames frames; Frames are both the framing device—19-
conform, regular, solid — and the framed ma- S

 _.terial, that which- constantly—qW
and displaces. Occasionally the framing device can S
itself become the object of distortions, while the '
framed material is conformist and orderly. 20

Each part, cach, frame of a sequence qualifies,
reinforces or alters the parts that precede and fol-
low it, The associations so formed allow for a -
plurality of interpretations rather than a singular
fact. Each part is thus both complete and incom-
plete. And each part is a staternent against indeter.:
minacy; indeterminacy is always presont in the
sequence, lrrespectlve of its methodolugical -
spatial or narranve nature.

2. Sequence Any architectural sequencc includes or implies at'
lcast three relationa.. First, an internal relation
which deals with the method of woik; then twg
external relations, one dealing with the jux-
taposition of actual spaces,.the other with pro- .
gram (occurrences of evcms). The ﬂnt relation, or. -
transformational sequence, can also be: described” ZI‘ g
as a device, a procedure. Tha: second, spatial -
sequence, is constant throughout history; its typo- zr
log:cal précedents- abound and its morphalogical 21
variations are endless. Social and utilitarian con~ 3.

call it for now the progi'ammarlc sequence, AN
three relations are present in -any arclutectural‘-. i
work, whether implu:itly or explicitly .

" All sequences are: cumulative. Theie ‘rrnmes d&-- ‘
rive significance from juxtaposition. They estabs
lish memory. — of the preceding frame, the course:. .-
of events. To expenenca and to follow an archi- -
tectural sequence is to refléct upon events in order
to place them into successive wholes. The simplest -
sequence is always more than a configuration-en-
suite, even if there |8 no need to specify the nature:
of each cpisode.

The linearity of sequ=nces orders events, move-
ments, spaces into a single progression that either
combines or parailels divergent concemns. It pro-
vides *security’ and at least one overriding rule -
against architectural fears.




v ' _ VIL. TRANSFORMATION  The T'ranscnpis .requem.e.r are mrermﬂed rhrauglt

V ' o the use of devices, or rules of transformation, - . -
such-as compres.uan. muruan. tramfercnu, Sk
ﬂc. : o . e

1. Device - device the acuon or facully of devumg. mven-" 5 ‘
: - tiom; ingenuity; the muh of conmvmg, an mven--;-, o
- tion, contrivance: i .. .

.o tof devise: 1o order Lhe plm or deslgn of; lo plan. Sl
T comnve. thmh our frame, invent.» Wl - j =

Any woﬂt on autonomous forms (n opposed w R

- forms thav claim lo be the ¢onsequence of func-..
tional. or material constraints} requires the con- . - ‘
scious use of devices (if it.is nnt to fall into'selfs - |

: indulgem arbllmines:)" SR Vo

= Devu:qa pemut thu extrem& furmat manlpula OfF 5
" of the sequence, for tha content of congenial 22.
. frames: cam be mixed;; superposed;’ faded: in;'or cut 2¥
" upy giving endless possibilities to e namative sox
= 'quence: At the limit, thesex intérnal: mampu!-ﬂm
- cam be classified according: to formal strategi
- such as repctilion. superpositlon“ dis !
.;,"diaaolvn .and insection:.

trs (repetitiony dis
 tiofk #12,) cany apply equallyr and: independently for
- SPﬂe:femm orm:‘venm nmm .
. repetitive sequenice of Spaces (e Ve '
. yardé of a?edin block): cuun{ﬁw{th. safitive
nce: oF avents. (dm:ingm ;lis’ ﬂiis ooun'..

V1. COMBINATION: ¥ going Bayoud: the conventional defimitton of
Peni T funétion® the Transcelpie yse thetr' combined
: jj.li_tavd.i-afmwmgaﬂaﬁ 1o addsise the- riotion of; i
“- - programe~ & field'afchifecrural ideologivy have:
2 banished for devades = and & uniikely <
fra tatianr"

1. Prograny e . program;; & combinatton of events:
.. program: a’descriptive notice; lisned. b:fmn-‘dde_
- of any formal seriex’ ofpmuedsngs‘; as. & festiv
. "celebraﬁon. & coursé of sdy etcy.... x st of the
- items or “numbéra® of £ concert eto.; i the ovder
. of performance;/ hence the items themselvos: col-.
o -+ lectively, the performance as's wholes... (OBD}
r _ ‘ ' ‘An architectursi program ia x list of required "
‘ utifities; it indicates their relarions; but suggests . .
neither their comblmuon aor their propomau:. :
‘ (J‘ullen Guadel) T R

Any given pmgrm {by a cllent, by an institation,
by custom) can be analysed, dismantled, de-
constracted, according to any rule or criteria, and
then be reconstmcted into another programmatic
configuration {while retaining its initial pro-
grammatic variables).

To discuss the idea of program today by no means
implies a return to notions of function versus

xxy




2. Narrative

*. within each levek This relation may be continuons

- literature, and *Content’ is 2 simple a pa:unon«t'._‘_

I8 thers such a thing a3 an architectural na.muve? L

: ahons, and where the audience reads different ex-

. same occurs in architecture: Spaces are qualified

- dently: Onlyf whqn lhdy intenlecl do they affec

' another; i.¢.; in externgl refations: In:"The Block";

- skating rinky; tut {t'can ‘also be made unlikely and:

. the skating rink: the battalion skates on rthe -
" tightrope); saggesting no relation whatsoever be- -

form, to cause and effect relationships between
program and type or some new version of utopian
positivism. On the contrary, it opens a field of re-
search where spaces are finally confronted with 30 .
what happens in them, -"A

Adding events to the autonomous spatial sequeace -
is a form of motivation, in the sense the Russian: .
Formalists gave to motivation, t.c., whereby the

‘procedure” and i1s devicg_mlbuuy—bﬂn

Justit'tanon of form.

A narrative presupposes not only a sequence, but |
also a language. As we all know, the ‘language’ of .
architecture, the architecture that spcaks , 1B &Y
controversial matter, Another question: If such :
architectural narrative coresponds to the narrativ
of literature, would space mtersect wu& sigm o
give us a dutauru? e

Remember tha expenmem by the film maker"
Kuleshov, where the same shot of the astor’s imn
passible face is introduced into a variety of situ-
pressions’ into each successive juxtaposition:. The

by actions jist as actions are qualified by spac
Cne doesnotu'igger the othier; thiey exist indepens

Cenh‘al to. th& Tm.tm'pu‘ aims, the- thme levels of
space, event and movement. are involved with, ons

for example;. & horizontal; internal relnm!n occumn:

and logical it can also jumgp from one frame tw an
adjacent and fully: lncompatlbla one, creafing an
internal disjum:tlon. ‘But there is. also & vertica
refation ~ between the spatial movement and. the:
pregrammatic. leve) This relation can, of course
be continuous and logical (the skater skates on the

incompatible) & g. the quarterback tarigos on -

tween formy, prograny, and: movement, Further
scrambling ¢an be applicd in the guise of a sorv of -
post-structuralist questioning of the sign, whereby
movement, object, and event become fally inter-
changeable; whereby people are walls, walls dance. - -
the tango, and tangos run for office,



IX. DECONSTRUCTION Despite the abstraction of their devices; the ...

(FROM)

L. Reality

2. Photography

3. The Cinema

. concomitant. with thelr:photographic.record the.

‘ per.c'_:winn'-

Transcripts generally presuppose a reality already e

in existence, a reality waiting to be deconstructed
- and evenrually transformed. They isolate,
frame, ‘take’ elements from the city. (Yet the role -
of the Trnnscnpts is never lo represent; lhey are
not mtmem: } B

Any depanur\‘.' frbm"primary forms as geuerators
does not mean a retum to histodcism and eclec-~-

licism, Instead, if attempts 1o play with-the frag= —

““ments of a given realily at the same lime as the

rationa) structure of abstract concepts, while con-
stantly questioning the nature of architectural
signs. Those fragments of reality (as seized, for ex-
ample, through the rhomgrapher s lens) unavoid-
ably introduce ideotogical and cultural concerns.
But, far from constituting leamned allusions to the
past, these fragments are to be seen merely as part

of the material of art:h:tecture —~ ay neulral-“ K
objccuve. mdtfferem. - '

Any analym ( deconstmction’) of lhe malennl o[ ks -

architecture may be performed: through: its
documentation rather than through the material .-
itself. As opposed to the plans, maps or aXong- 3z;
metrics normaily used: in architectural notation;”
" the perspectival description’ of-existing bmldiugs is,

photograph ¢an then: act: as the origm of the
architectural image;: The Empecﬁvnl image iz no:
longer a:mode. of (hree-dimensional drawing, but.
the direce extenswn ‘of modem.pholomp i

Photographs of-events (u oppused; to photo 1
graphs of buildings)y the phutagxaph‘s internal’y, -
logic suggesty that it can. function i varied. WayE. 3¢ -
. It first acts'as: x. metaphor for tb,ar arehitectural 33
program; by ieférring to- events or to: peaple.:
Second, it can bé read: mdepcndenﬂy, for these:
photographs: all possess: iheir own autonomy, i
dapendent. of the: drawings juxnposed to. them "
Third, the. events’ alfegoricak content can POWCI:«-' o
folly disturty the neairal logid of the: game’s sucoesy:

© sive moves, introducing a purely. subjective: readk o read .

ing: Finally, it can be deconstructed and: reorgan:
" ised iia variuty* of wuys. suggesun; lhe idea of -
hybrid activities. - S -

The lempomhty of tha Tran.rcrrpr.s mev:tably sug—
gests the analogy of film. Beyond a common
twenticth-century sensibility, both share a frame-
by-frame technique, the 1solation of frozen bits of -
action. in both, spaces: are not only composed, but
also developed from shot to shot so that the final
meaning of each shot depends on its context., (Be-
sides some extraordinary relations between spaces
and events, the history of the cinema also suggests
a rich and inventive catalogue of new narrative
and editing devices.)
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X. SENSATION ... If the programs used for The Manhattan Tran- -
U B - script¥ are of the most extreme nature it is to -
‘underline the fact that perhaps all architecture,. -
rather than being about funmanal :randard.t. is

: abow !an and dearh J o

1. Violence L l"rugmrmnalh‘r vmlenca ought to be therc a con- .
- .irario, 1o question: past humanist programs. thn-‘ i
S stricdy‘ cover only. funciional’ requirements: neces~ -
sary for sunnval‘ and production. and to-favour.

: efed negative and
‘unproductlva: ‘laxury, monming’.' wars, cuity; the -
constriction of sumptucus monuments; games, Jo.ﬁ
spcctaclew antsf perverss sexual activity’. The . -
oncept of violence also suggests different read- .
ings.of spnlui function'— that the definition of
arcfutectlnv may- e as. tha mhursuuon otélog:c and .

‘The pleasure of architecty
chitecture fulfils one’s. spatial upectatwnl, an well,
ns embodying a:cmtecnn! idmut cnneepn'..,, w1

o 2. Pielziiu‘ a

oquil
sion; beneath feimed?duardw th&'d gour of the
architeoture pncealad bene he cun-




