TRADITIA SI PLANUL LIBER / TRADITION AND THE OPEN PLAN

Liana ILIU
Conf. dr. arh. / Assoc. Prof. PhD Arch.

Rezumat

Plecand de la spatiile originare, ca sursa de inspiratie,
spatiul structurii, definit prin relatia dintre “support”
(structurd) si “infill” (umpluturd), este exprimat printr-
o anumita ordine a elementelor arhitecturale.
Redefinirea statutului peretelui care, din element ar-
hitectural destinat definirii unei limite accentuate,
devine panou mobil, piesd de mobilier sau exponat,
marcheaza inceputul unor noi experimente spatiale.
Elementul arhitectural construit isi modifica statutul si
devine obiect instalat. In proiectele sau constructiile
realizate de Mies van der Rohe, peretele gandit ca un
cadru neutru pentru un tablou viu, marcheaza incepu-
tul unei noi abordari.

Personalitati de talia lui Frank Lloyd Wright, Victor
Horta sau Le Corbusier au avut viziuni materializate
in abordari organice sau rationaliste.

Cum a avut loc geneza spatiului modernist? Care este
rolul contactului cu traditia japoneza in acest proces?
Este parcursul pe care vom incerca sa-l rezumam in
acest articol.

Cuvinte cheie: spatiul structurii, planul liber, traditia,
Horta, Wright, Mies van der Rohe, Le Corbusier, Japo-
nia
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Abstract

Beginning from the primary spaces, as a source of inspi-
ration, the structure space, defined by the relation be-
tween “support” and “infill’] is represented by a certain
order of the architectural elements.

Redefining the status of the wall that, from an architec-
tural element destined to define a strong limit, becomes
mobile panel, furniture or exhibit, indicates the begin-
ning of new spatial experiments. The built architectural
element changes status and becomes installed object.
In Mies van der Rohe’s projects or buildings, the wall
seen as a neutral frame for a living picture, denotes a
new approach.

Great figures as Frank Lloyd Wright, Victor Horta or Le
Corbusier had visions carried out in organic or rational-
ist approaches.

How took place the genesis of the modernist space?
Which is the part of the Japanese tradition in this pro-
cess? This is what we shall try to resume in this paper.

Keywords: the structure space, the open plan, the tra-
dition, Horta, Wright, Mies van der Rohe, Le Corbusier,
Japan
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Argument

Cercetarea (dincolo de,cele cinci puncte ale unei arhi-
tecturi moderne”) pentru a patrunde spiritul din care
s-a nascut conceptul planului liber, si a-l face inteligi-
bil, ne-a condus catre orientalistii din Boston (Ernest
Fenollosa, Edward Morse sau Arthur Dow) si influenta
ideilor promovate de acestia asupra arhitectilor nord-
americani ai sfarsitului de secol XIX. Sintagme pre-
cum: forma - idee’, ,integralitate”, ,organicitate” sau
+design pur”, au dus la acea expresie cu care incepe
studiul planului,deschis”:,,distrugerea cutiei vest-eu-
ropene”. (Nute)

Planul structural

Abordarea studiului planului structural (spatiului
structurii) prin prisma teoriei miscadrii structuraliste
(structuralismului) oferd directii dihotomice de expri-
mare: pe cea teoretizata de Aldo van Eyck si Herman
Hertzberger, purtand eticheta ,Configuratii spatiale
in arhitectura” care adopta drept model dezvoltarea
tesutului celular; si pe cea formulata de John Habra-
ken, denumita ,Arhitectura pluralistd”, prin aceasta
accentuandu-se principiul participarii utilizatorului
la actul proiectdrii, prin oferirea unei ,structuri”® si
asteptand ca raspuns din partea beneficiarului ceea
ce s-a numit,,umplutura™.

Analizand comparativ spatiul definit de structura si
pe cel al planului liber, deschis, putem afirma ca cel
dintai are drept caracteristici fundamentale impie-
trirea, nemiscarea, linistea, captarea luminii si pdstra-
rea acesteia in receptaculul spatial. Spatiul structurii

1 “Spatial Configurations in Architecture” sau “Aestetics of Num-
ber”

2 “Pluralistic Architecture’, “Architecture of Lively Variety”
sau“Architecture of Diversity”

Argument

To penetrate the spirit from which the concept of free
plan was born and make it intelligible, research (beyond
“the five points of modern architecture”), led us to the
Orientalists in Boston (Ernest Fenollosa, Edward Morse
or Arthur Dow) and the influence of the ideas promoted
by them on North American architects of the late nine-

s

teenth century. Phrases such as: “shape-idea’; “inte-
grality’; “organic structure” or “pure design’, led to that
expression with which the study of “open plan” begins:

»destruction of Western European box”. (Nute)
The Structural Plan

Addressing the study of structural plan (of the structure
area) in the light of the structuralist movement theory
(structuralism), provides dichotomous directions of ex-
pression: the one theorized by Aldo van Eyck and Her-
man Hertzberger, labelled “Spatial configurations in
architecture” which adopts cell tissue development as
a model; and the one formulated by John Habraken,
named “Pluralistic architecture”, emphasizing the prin-
ciple of user participation in the design process, by of-
fering a “structure” and waiting for response from the
recipient that was called “filling™.

Comparing the space defined by structure and the free,
open plan, we can say that the fundamental character-
istics of the former are callousness, stillness, quietness,
capturing light and keeping it in the space receptacle.
Structure area recalls the original designs, at the be-
ginning, the beam of light which gives rise to Life: the

1 “Spatial Configurations in Architecture” or “Aestetics of
Number”

2 “Pluralistic Architecture’, “Architecture of Lively Variety”
or“Architecture of Diversity”

3 “support” 3 “support”
4 “infill” 4 “infill”
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aminteste de modele originare, de inceputuri, de raza
de lumina care da nastere Vietii: sursa de inspiratie este
un model originar. Acesta este definit de masd, de lip-
sa transparentei, de greutate. Elementul arhitectural
definitoriu este peretele, definit ca limita tare: ordinea
cladirii este generata de perete. Peretele - in care go-
lurile sunt mai degrabd fisuri, permise cu masurd, cu
retinere. Acesta este spatiul tainei si introvertirii.

Planul liber

Avand ca baza de pornire stilurile istorice si traditia
europeana, in ndzuinta de a descoperi alte tipologii
spatiale, arhitectii nord-americani au cdutat ,noul”
in culturile indepartate, exotice, mai precis in spatiul
arhitecturii traditionale a Japoniei, unica cultura care
a construit intotdeauna conform principiului a ceea
ce se va numi “plan deschis” sau,,plan liber”. In acest
sens, lucrarile atelierului Wright contin mai mult de-
cat un concept: denota o aspiratie.

Metafora golului (in intelesul atribuit de Lao zi) re-
veleaza ca realitatea unei incaperi rezida in locul gol
cuprins intre acoperis si pereti: ,Golul e atotputernic,
pentru cd e atotcuprinzdtor”, afirma acesta. (Okakura
1905/1983: 109) (Este interesantd reactia studentilor
cand li se adreseaza intrebarea: ,In opinia voastrs,
care este cel mai important element arhitectural care
determina o incapere?” Deoarece la aceasta, nicioda-
ta nu s-a primit raspunsul asteptat).

De ce plan ,liber”? In textul care insoteste istoricul
dematerializarii casei-cutie®, Frank Lloyd Wright utili-
zeaza termenii “liberation”, “radical liberation”, “libera-
ting thoughts” sau “freedom”’” Wright afirma:

,...Ideea cd spatiul cuprins in cladire este realitatea

5 (Engl),open space”

6 “An American Architecture’, cap. “The Destruction of the Box”,
pag. 75

7  Respectiv: eliberare, eliberare radicald, ganduri eliberatoare,
libertate.

source of inspiration is an original model. It is defined
by mass, lack of transparency, weight. The defining ar-
chitectural element is the wall defined as a hard limit:
building order is generated by the wall. The wall - where
the gaps are rather cracks, permitted to a small extent,
reluctantly. This is the space of mystery and introversion.

The Open Plan

Starting from historical styles and European tradition as
basis, in their longing to discover other spatial typolo-
gies, North American architects sought the “new” in dis-
tant, exotic cultures, more specifically in the area of tra-
ditional Japanese architecture, the unique culture that
has always built according to the principle that will be
called “open plan” or “free plan” In this sense, the works
of the Wright workshop contain more than just a con-
cept: they denote an aspiration.

The metaphor of emptiness (within the meaning as-
signed by Lao zi) reveals that reality of a room resides
in the empty space between the roof and walls: "Empti-
ness is powerful, because it’s all-encompassing’; he says.
(Okakura 1905/1983: 109) (It is interesting the reaction
of students when they are addressed the question: “In
your opinion, what is the most important architectural
element that determines a room?” This is because the
expected response has not been given so far).

Why “open” plan? In the text accompanying the his-
tory of dematerialization of the box house®, Frank Lloyd
Wright uses the terms “liberation’; “radical liberation’,
“liberating thoughts” or “freedom” Wright states:

".. The idea that the space within a building is the real-
ity of that building..., this idea that the reality of a build-
ing no longer consisted in the “walls and roof” That’s

5 “An American Architecture’, chapter “The Destruction of the
Box’, page 75

6  Respectively: liberation, radical liberation, liberating thought,
freedom.
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acelei cladiri... Aceasta idee ca realitatea unei cladiri
nu mai consta in ,pereti si acoperis”. Astfel a inceput
acest simtdmant al libertdtii care a ajuns la arhitectu-
ra de astazi... Aceasta senzatie a spatiului (spatiul viu,
prin intermediul celei de-a treia dimensiuni), nu este
aceasta senzatie sau percepere a arhitecturii un in-
strument pentru a caracteriza libertatea individului?”®
(Wright, 1955: 75, 78)

Definirea conceptului de spatiu-timp de marca einste-
iniand, o aflam materializata in cautarile arhitectilor
din primele decenii ale secolului XX, experimente
initiate de Wright. ,Spatiul este exclusiv o zond incdrca-
td cu vitalitate si constituitd dintr-o unicd dimensiune”.
(Zevi 1992: 10) Albert Einstein propunea urmatorul
experiment:

Pana acum putin timp, conceptia noastra despre
spatiu era legata de cutie. Cu toate acestea, ne dam
seama ca dispunerile care formeaza spatiul-cutie sunt
independente de numarul peretilor cutiei. Atunci, nu
ar fi posibil ca acest numar sa se reduca la zero, fara
ca aceasta sa aiba ca rezultat nimicirea spatiului? Ca-
racterul unui astfel de peisaj, de exemplu, are un sens
evident si, in consecinta, ne ramane in minte carac-
teristica unui spatiu fara limite, un lucru autonom.’
(Zevi 1992:15)

8  Textorig.:“..The idea that the space within the building is the
reality of that building... This idea that the reality of a building no
longer consisted in the walls and roof. So that sense of freedom
began which has come into the architecture of today... This sense
of space (space alive by way of the third dimension ), isn’t that
sense or feeling for architecture, an implement to characterize the
freedom of the individual?”

9 Text in fr. «Jusquil y a peu de temps, notre conception de
l'espace était liée a la boite. On s‘apercoit cependant que les
dispositions qui forment l'espace boite sont indépendantes du
nombre des parois de la boite. Ne serait-il alors pas possible
de réduire a zéro ce nombre sans quil y ait pour résultat
I'anéantissement de I'espace? La nature de tel paysage par exemple
a un sens obvie et dés lors il reste dans notre esprit la marque d'un
espace sans limitation, une chose autonome».

how that sense of freedom which has embraced the ar-
chitecture of today occurred... This sense of space (space
alive by way of the third dimension), isn’t that sense or
feeling for architecture, an implement to characterize
the freedom of the individual?”” (Wright, 1955: 75, 78)
The definition of Einstein concept of space-time can be
found in the searches of the architects in the first dec-
ades of the twentieth century, experiments initiated by
Wright. “Space is exclusively an area loaded with vitality
and consists of a single dimension” (Zevi 1992: 10) Al-
bert Einstein proposed the following experiment:

So far, our concept of space has been associated with
the box. It turns out, however, that the storage possibili-
ties that make up the box-space are independent of the
thickness of the walls of the box. Cannot this thickness
be reduced to zero, without the space being lost as a re-
sult? The naturalness of such a limiting process is obvi-
ous, and now there remains for our thought the space
without the box, a self-evident thing.® (Zevi 1992: 15)
Space in Japanese traditional architecture, with the
succession yard - porch - room, united by the movement
of the sliding panels, is at the origin of this fascinating
space experiment: continuous space.

7 Original text: “..The idea that the space within the building is
the reality of that building... This idea that the reality of a building
no longer consisted in the walls and roof. So that sense of freedom
began which has come into the architecture of today... This sense
of space (space alive by way of the third dimension ), isn't that
sense or feeling for architecture, an implement to characterize the
freedom of the individual?”

8 Text in French.: Jusqu'il y a peu de temps, notre conception
de l'espace était liée a la boite. On s'apercoit cependant que les
dispositions qui forment l'espace boite sont indépendantes
du nombre des parois de la boite. Ne serait-il alors pas possible
de réduire a zéro ce nombre sans quil y ait pour résultat
I'anéantissement de l'espace? La nature de tel paysage par
exemple a un sens obvie et deés lors il reste dans notre esprit la
marque d'un espace sans limitation, une chose autonomen.
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Spatiul arhitecturii traditionale japoneze, cu succesi-
unea curte - veranda - incapere, unite prin miscarea
panourilor glisante, se afla la originea acestui experi-
ment spatial fascinant: spatiul continuu.

Respectul fata de existenta (sau viata) gasita intr-un
loc (sau spatiu randuit de un loc'), era o modalitate
de exprimare a libertatii, acordate, dar si asumate.

Ne aflam sub imperiul libertatii, sub influenta arhitec-
turii traditionale japoneze. Frumusetea conceptului
de plan liber consta tocmai in parcursul acestuia, aflat
pe o directie circulara, nicidecum liniara: originea se
afla in traditie. Intr-o traditie a unui spatiu cultural in-
departat. insa orice traditie este parte a traditiei pri-
mordiale. Panourile culisante, continuitatea spatiala,
transparenta, mobilierul fix si redus ca numar de pie-
se, modularea. Nu sunt toate acestea, astazi, parte a
arhitecturii moderne?

Spatiul acestui concept exista intre doua plane,
este fluid si flexibil, transparenta fiind o consecintd
a continuitdtii spatiale, favorizand suprapunerile de
plane. Peretele isi modifica definitia: din element ar-
hitectural destinat definirii unei limite accentuate,
devine obiect sau panou mobil'’, piesd de mobilier
sau exponat’? (spre exemplu, prin imbracarea in ma-
teriale de constructie nobile). Elementul arhitectural
construit isi modifica statutul si devine obiect insta-
lat. (Kim&Jeon&Kim 2008) Tn experientele spatiale
intreprinse de Mies van der Rohe peretele gandit ca
un cadru (sau ramd) neutru, pentru un tablou viu, sunt
numeroase si relevante. O fereastra ,clasica” accentu-
eaza identitatea spatiului interior, in timp ce prezenta
unui perete-cortina din sticla favorizeaza relatia din-
tre interior si exterior.

10 Heidegger 1951/1995: 185, 187
11 (Engl.) “free standing wall”
12 (Engl.) “painting wall”

The respect for existence (or life) found in a place (or
space organized by a place®), was a way of expressing
freedom, granted, but also assumed.

We are in the realm of freedom, under the influence of
traditional Japanese architecture. The beauty of the
concept of open plan consists precisely in its course, lo-
cated on a circular direction, not straight: the origin is
the tradition, in a tradition of a remote cultural area. But
every tradition is part of the primordial tradition. Sliding
panels, spatial continuity, transparency, fixed furniture,
reduced in number of pieces, modulation. Aren’t they to-
day a part of modern architecture?

The space of this concept exists between two planes; it
is fluid and flexible, transparency being a consequence
of the spatial continuity, favouring overlapping planes.
The wall changes its definition: from architectural ele-
ment for defining a sharp limit, it becomes object or free
standing wall, piece of furniture or painting wall (for
example, by putting on noble building materials). Built
architectural element changes its status and becomes
an installed object. (Kim&Jeon&Kim 2008) The spatial
experiences undertaken by Mies van der Rohe where the
wall is designed as a neutral framework (or frame), for a
live picture, are numerous and relevant. A ‘classic’ win-
dow emphasizes the identity of interior space while the
presence of a glass curtain wall favours the relationship
between the interior and exterior.

9  Heidegger 1951/1995: 185, 187
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Ordinea cladirii este generata prin accentuarea pla-
nului orizontal si dematerializarea celui vertical,
acesta fiind principiul generator al acestui concept
spatial.

Efectul de consold intareste sentimentul de protectie:
consola umbreste, este prelungirea placii orizontale,
lasa lumina sd traverseze spatiul, atat transversal cat si
longitudinal, spre deosebire de elementele arhitectu-
rale specifice spatiului structurii care capteazd lumina
sioretin.

Eero Saarinen afirma:, Wright a inceput totul, Corbu i-a
dat formd, iar Mies a controlat”’?

Pornind de la efectele asupra spatiului arhitectural,
ale mutatiilor spatiale expuse, s-ar putea discerne
cateva directii si interrelatia acestora, interpretate in
proiectele elaborate in cadrul atelierului pe care il in-
drumam, la anul | de studii al Facultatii de Arhitectura:

1. Influenta spatiului japonez traditional sau
spatiul continuu, al comuniunii cu natura, spatiul in-
tegrarii, in care omul nu concureazd cu natura, ci
conlucreazd. Singura realitate ramasa o reprezin-
ta spatiul dintre cele doua plansee, spatiu extins la
infinit. Transparenta devine realitate. Prin aceasta
continuitate spatiald se ajunge la ,spatiul universal”.
(Rowe & Slutzky 1963/2000: 209) Pentru japonezul
traditionalist, acest mod de a construi era adecvat
efemeritdtii existentei. Pe cand pentru omul moder-
nist, mobilitatea oferita de mijloacele de transport ale
secolului XX era in acord cu calitatile spatiale ale pla-
nului,deschis”. (Fig. 1)

13 Text orig.: “Wright started it all, Corbu gave it form and Mies
controlled” (citat din“Oral History of Modern Architecture’, interviul
acordat de arh. Eero Saarinen)

The order of the building is generated by emphasi-
zing the horizontal plane and dematerialization of
the vertical plane; this is the generating principle of
this space concept.

The console effect reinforces the sense of protection:
the console shades, it is the extension of the horizon-
tal plate, lets the light pass through space, both trans-
versely and longitudinally, unlike architectural elements
specific to the structure that capture light and retain it.
Eero Saarinen states: Wright started it, Corbu gave it
form, Mies added control”'®

Starting from the effects on the architectural space, of
the spatial mutations exposed, we may discern several
directions and their interrelationship, interpreted in the
projects developed in the workshop which we manage
in the first year of study at the Faculty of Architecture:

1. The Influence of the Traditional Japanese Space
or the continuous space, the space in communion with
nature, integration space, where man does not compete
with nature but cooperates with it. The only remaining
reality is the space between two floors, indefinitely ex-
tended space. Transparency becomes reality. Through
this spatial continuity “universal space” is obtained.
(Rowe & Slutzky 1963/2000: 209) For Japanese tradition-
alist, this way of building was suitable for the transience
of existence. As for the modern man, mobility offered by
the transport means of the twentieth century was in line
with the spatial qualities of the “open” plan. (Fig. 1)

10 Orig. text.: “Wright started it all, Corbu gave it form and Mies
controlled” (Quote from “Oral History of Modern Architecture’,
interview of the architect Eero Saarinen)
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2, ,Distrugerea cutiei'® prin dematerializarea col-
tului'“, Dispare notiunea de ,usa”. Golul din panoul
de inchidere devine cadru pentru un tablou viu. In-
teriorul si exteriorul formeaza un tot. Perspectivele
diagonale permit scurgerea spre infinit a spatiului.
(Fig. 2)

3. ,Eliberarea spatiului spre spatiu’s”, Frank Lloyd
Wright declara: ,,Am cdutat aceasta eliberare intr-o
forma sau alta, in aproape toate cladirile pe care le-
am realizat... Acum, aceste structuri poartda mesa-
jul acestei eliberari a spatiului spre spatiu.'” (Wright
1955: 85)

Senzatia de ,,adapost” este cea care confera calitate
unei locuinte, in acest sens colaboratorul lui Wright,
Rudolph Michael Schindler afirma ca aceasta trebuie
sa indeplineasca cerintele de baza ale unui campa-
ment: spate protejat, un semineu, un acoperis si front
deschis. Asadar, directionalitatea. Casa deschisa catre
o directie. Casa deschisd cdtre doua directii. Casa des-
chisa catre patru directii. (Fig. 3)

4. Redefinirea statutului peretelui. Rolul materi-
alelor de constructie nobile. Peretele devine piesa
de mobilier, in aceasta interpretare a gospodariei —
ocolnic: un mobilier fix ce poate contine sau ascunde
toate obiectele marunte de care se inconjoara omul
sedentar. (Fig. 4)

14 casei-cutie

15 Text original: ..and of cornice, Wright workshop space experi-
ment, crowned with success at the administrative building of the
company S.C. Johnson & Son, Racine, Wisconsin, 1935-1938.

16 sau“Eliberarea spatiului in spatiu”.

17 Text original: “I have sought this liberation in some form or
other in almost every building | have built... These structures now
bear the message of this liberation of space to space.”

2. The ,Box Destruction'’ by the Dematerialization
of the Corner”2, The concept of “door” disappears. The
emptiness of the closing panel becomes framework for
a live picture. Interior and exterior form a whole. The di-
agonal perspectives allow space flowing to infinity. (Fig.
2)

3. The ,Liberation of Space to Space’"

Frank Lloyd Wright stated: ” | have sought this liberation
in some form or other in almost every building | have
built... These structures now bear the message of this
liberation of space to space.’* (Wright 1955: 85)

The feeling of ‘'home’ is what gives quality to a house;
in this regard, Wright'’s collaborator, Rudolph Michael
Schindler said that it must meet the basic requirements
of an encampment: protected back, a fireplace, a roof
and open front. Therefore, the directionality. House
open to a direction. House open in two directions. House
open in four directions. (Fig. 3)

4. Redefining the Wall Status. The Role of the Noble
Building Materials. The wall becomes a piece of fur-
niture in this interpretation of the household - ocolnic:
fixed furniture that can contain or hide all small objects
that surrounds the sedentary man. (Fig. 4)

11 Box Home

12 ..and of cornice, Wright workshop space experiment, crowned
with success at the administrative building of the company S.C.
Johnson & Son, Racine, Wisconsin, 1935-1938.

13 or“Liberation of space into space”

14 Original text: “I have sought this liberation in some form or
other in almost every building | have built... These structures now
bear the message of this liberation of space to space”
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Fig. 2 Proiecte / Projects: Monica Fratild (2013-2014), Florin Pindici (2012-2013)

158 Universitatea de Arhitectura si Urbanism “lon Mincu” / “lon Mincu” University of Architecture and Urban Planning



ab

,ELIBERAREA
SPATIU“

SPATIULUI
SPRE
THE ,LIBERATION OF
SPACE TO SPACE

Fig. 3 Proiecte / Projects: Casandra Prundeanu (2010-2011), Stefan lon Bunicelu (2012-2013);
Alin Tudor Stoica, Maria Simona Manolache (2013-2014)

REDEFINIREA
STATUTULUI
PERETELUI
REDEFINING THE WALL STATUS.
THE ROLE OF THE
NOBLE BUILDING MATERIALS

Fig. 4 Proiect / Project: Aniela Vinatoru (2013-2014)
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CASA
RAMA

NEUTRA“

Fig. 5 Proiecte / Projects: Rodica Roscan (2010-2011), Gloria Ruxandra Maciuca (2012-2013)

PLANUL

TIP

eI E
INGLOBATA*

CCiiiin W o (b ]

THE PICTURE FRAME-HOUSE

THE “EMBEDDED BOX” PLAN

ORTHE
“NEUTRAL FRAME”

Fig. 6 Proiecte / Projects: Laura loana Parghel, Laura Isabella Muresan (2011-2012); Florentina loana Boroianu (2013-2014)
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CASA
cu
CURTE

THE COURTYARD HOUSE

Fig. 7 Proiect / Project: Radu Gabriel Secatureanu (2013-2014)

5. Casa-rama de tablou sau ,Rama neutra”*®. Cla-
direa, element mijlocitor intre Om si Creatie. (Fig. 5)

6. Planul tip , Cutie inglobata”. Principiul de inse-
rare a unui volum geometric in partiul unei locuinte a
devenit o schema de plan, extinsa la toate tipurile de
locuinte si care faciliteaza impresia de spatiu deschis
(“open plan”). (Fig. 6)

7. Casa cu curte. Inspirata din cele doua concepte
indelung studiate de Mies, ,casa cu curte” si ,casa la
tard”, reprezinta o sinteza a acestora. (Fig. 7)

18 (English) “neutral frame”
19 V.Floor Plan Atlas (Housing)

5. The Picture Frame-House or the “Neutral Frame”.
The building as mediator between Man and Creation.
(Fig. 5)

6. The “Embedded Box"'* Plan. The principle of insert-
ing a geometric volume into the floor plan of a house
became a plan sketch, extended to all types of hous-
ing, that facilitates the impression of open space (“open
plan”). (Fig. 6)

7. The Courtyard House

Inspired by the two concepts studied extensively by
Mies, “courtyard house” and “country house’, is a sum-
mary of them. (Fig. 7)

15 V. Floor Plan Atlas (Housing)
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Concluzie

Asadar, originea celor doua modele spatiale (planul
structural si planul liber) rezida, in mod paradoxal
pentru ambele, in traditie. Orice act de creatie are
loc prin raportarea la un model originar, chiar in ca-
zul operelor care, la prima vedere, par o noutate. Am
ajuns la concluzia ca evolutia gandirii in cercetarile le-
gate de spatiul arhitectural a urmat un traseu circular
sau in spirala.

Asadar, cercul se inchide: spatiul locuintei traditionale
japoneze a produs mutatia catre planul liber al
spatiului arhitectural (ideal) modernist. Concluzia
cercetadrii este neasteptata: urmand dorintei de ,in-
noire” arhitectii s-au reintors, fdrd voie, la traditie. La
o traditie primordiald, preexistentd, ce tine de sfera
adevarului.

Studentii, intelegand principiile generatoare, menta-
le si compozitionale, ale celor doua concepte spatiale
(spatiul structurii si cel al planului liber), dobandesc
capacitatea de a discerne orice creatie din dome-
niu, bazandu-se pe analiza comparativd. Astfel, pot
ajunge sa simta spatiul, sa inteleaga diferenta dintre
traditia primordiala si interpretarile ulterioare date
acesteia, dar si modul neasteptat in care se pot in-
talni. Avand cunostinte despre aceste concepte, pot
intelege ratiunea generatoare a formelor artificiale
si naturale care ii inconjoara. Si pot face un pas catre
»gandirea in chip originar’, cum o numea Heidegger,
in sensul apropierii de esenta lucrurilor. (Heidegger
1954/1995: 148)

Conclusion

Therefore, the origin of the two space models (structural
plan and open plan) lies paradoxically for both in tradi-
tion. Any act of creation occurs by reference to an origi-
nal model, even for the works that seem a novelty at first
glance. We concluded that the evolution of thinking in
the research into the architectural space followed a cir-
cular or spiral path.

Therefore, the circle is closed: the traditional Japanese
housing space produced the mutation towards the
open plane of the (ideal) modernist architectural space.
The conclusion of the research is unexpected: following
the desire to “renew” the architects returned involuntar-
ily to tradition. To a primordial, preexisting tradition,
that concerns the truth.

The students, understanding the generating mental
and compositional principles of the two space concepts
(space of structure and open space plan), acquire the
ability to discern any creation in the field, relying on com-
parative analysis. Thus, they can come to sense space, to
understand the difference between the primordial tra-
dition and its subsequent interpretations, but also how
they can meet unexpectedly. Having knowledge of these
concepts they can understand the rationale generating
artificial and natural forms around them. Also, they can
make a step towards “original thinking’; as Heidegger
used to call, in the sense of getting closer to the essence
of things. (Heidegger 1954/1995: 148)
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