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Rezumat

Un al treilea aspect propus al temporalitatii in arhi-
tectura este legat de cunoasterea obiectului prin
parcurgere, inteleasa ca investitie de timp. Spatiul
arhitectural, in ipostaza sa de spatiu experimental,
incorporeaza un efort al trdirii si al intelegerii. Aceasta
intelegere porneste de la interior, prin experimenta-
rea unui volum locuindu-l sau parcurgandu-l ocazi-
onal, dar si de la exterior, descoperind un obiect in
sit, prin miscare, stabilind conexiuni cu obiectele din
jur. Parcursul arhitectural este un proces de asimilare,
in acelasi mod in care artele performative transforma
timpul in experienta si mesaj.

Este vorba despre multiple interpretari si variatiuni ale
conceptului de ,promenade architecturale” propus
de le Corbusier dar si de ,atmosferele” lui Zumthor, de
filtrele emotionale proprii prin care privim arhitectura
dar si de filtrele incorporate in proiect prin sensibilita-
tea celui care transmite mesajul. Promenada implica
mai multi factori: un participant - receptor, un cadru
construit cu care acesta sa interactioneze si un peisaj.
Cadrul construit face medierea intre receptor si peisaj
si poate alege sa ascunda sau sa integreze, ca o corti-
na cu diferite grade de opacitate, care prezinta reali-
tatea intr-un mod controlat de cétre vointa creatoare
a arhitectului.

alexpacescu@yahoo.com

Abstract

A third aspect of temporality in architecture is related to
the comprehending of the architectural work by prom-
enading through it and thus investing Time into the
process. To feel and understand the architectural space
seen as experiential space involves an effort on our part.
This comprehension stems from exploring the inside of
the building while living in it or occasionally passing by
as well as exploring the outside. We can then assess the
work as part of a specific site, as perceived in motion,
while also discovering the connections it forms with the
surrounding objects. The architectural promenade con-
sists of an assimilation process, in the same way as per-
forming arts turn Time into performance and message.
The article deals with multiple interpretations and varia-
tions of the concept of ,promenade architecturale” pro-
posed by le Corbusier as well as with the ,atmospheres”
of Zumthor, with our own emotional filters through
which we perceive architecture but also the filters in-
corporated into the project by the sensitivity of the one
transmitting the message. The promenade implies sev-
eral factors: a participant - recipient, a built environment
for it to interact with and a landscape. The built environ-
ment mediates between the receptor and the landscape
and chooses to hide or reveal, like a theatre curtain with
several degrees of opacity that shows reality in a manner
that is imposed by the will of the architect.
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Intentia acestei lucrdri se referd la cercetarea diferite-
lor aspecte ale relatiei Timp - Parcurs, ca parte defi-
nitorie a obiectului arhitectural, care il ancoreaza in
spatiul inconjurator. Acest studiu are caracterul unei
incitari la dezbatere, cu constiinta faptului ca subiect
Timp nu poate fi abordat decat fragmentar.

Cuvinte cheie: experienta, parcurs, temporalitate,
miscare, subiectivitate

Bernard Tschumi - New Acropolis Museum, 2009.
Foto / Photo: Alexandra Pacescu.
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The aim of this work is to study several aspects of the
relation between Time and Promenade, as a defining
part of the architectural work that connects it with the
surrounding environment. This study serves to initiate a
debate, bearing in mind that the complex topic of Time
can only be dealt with in a fragmentary way.

Keywords: experiential,
movement, subjectivity

promenade, temporality,
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Introducere

Articolul de fata isi propune sa investigheze parcur-
sul, o tema recurenta in arhitecturd, din perspectiva
investitiei de Timp necesara intelegerii obiectului.
Traseul implica o transformare mentala a unei colectii
de imagini bidimensionale intr-o reprezentare tridi-
mensionala care decodifica mesajul arhitecturii. Ast-
fel, decodificarea se realizeaza in timp prin acumula-
rea informatiei.

Cladirea nu poate fi inteleasa decat apropiindu-ne
din exterior, descifrand un sit si percepand legaturile
spatiale si de semnificatie pe care acesta le stabileste
cu obiectul inserat.n aceeasi masura, exista o parcur-
gere interioara, in procesul continuu de locuire sau
intr-o strabatere ocazionala.

Obiectul de arhitectura reprezinta un artefact creat
de catre unul sau mai multi indivizi pentru a fi deco-
dificat de catre ceilalti. Astfel, el este un mijloc de co-
municare in sine, intre arhitect si beneficiar, fie acesta
individual sau colectiv. Spre deosebire de obiectele
de arta contemporane care de cele mai multe ori nu
raspund unui comanditar si se supun exclusiv vointei
celui care le creeaza, arhitectura raspunde unei co-
menzi si reflectd cerintele unui beneficiar, dar se pre-
zinta, in egala masura, judecatii publicului larg.
Cladirea nu mediaza doar comunicarea intre arhitect
si beneficiar ci si contactul intre utilizator si spatiul ex-
terior. Ea devine un ecran cu multe filtre, atatea cate
si-a imaginat arhitectul dar si atatea cate genereaza
sensibilitatea celui care interpreteaza mesajul. Am-
bele decodificari presupun o experienta temporala.
Aceasta nu este niciodatda constanta. Astfel, putem
percepe o cladire intr-un anumit fel, pentru ca ea sa
ne apara intr-o alta lumina la o parcurgere ulterioara.

Arhitectura nu este obiectiva. Ea vorbeste diferit pen-
tru oameni diferiti, in timp.

Introduction

The present article aims to further investigate a recur-
ring theme in architecture, the promenade, from the
perspective of the Time invested in the process of com-
prehending the architectural work. The path implies a
mental transformation of a collection of bi-dimensional
images into a 3D representation that decodes the mes-
sage of architecture. Decoding takes time, as the infor-
mation accumulates.

The building is to be deciphered as we are approaching
it from the outside, decrypting the site and perceiving
the spatial connections and the associations of mean-
ing it forms with the work of architecture that stands
on it. At the same time, we assess the building from the
inside, while continuously living in or just occasionally
passing by.

The work is an artefact created by one or more individu-
als to be decoded by others. Therefore, it is a means of
communication in itself between the architect and the
user, be it individual or collective. As opposed to the con-
temporary works of art, which are rarely commissioned
and for the most of times are a result of the will of the
creator, architecture is commissioned and reflects the
initial demands of its beneficiary but at the same time
stands to be judged by the public.

The building not only mediates communication be-
tween architect and beneficiary, but the contact be-
tween the user and the outside space as well. Thus, it be-
comes a screen with many filters, as many as imagined
by the architect but also as many as allowed by the sen-
sitivity of the one decoding the message. Both processes
of decoding involve a temporal experience that is never
constant. We may comprehend a building in a certain
way at first contact but at the next visit it appears to us
in a different light.

Architecture is not objective, it speaks differently to dif-
ferent people, in time.
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1. Naratiunea - arhitectura ca experienta

Kevin Lynch in studiul sau ,What Time is this Place?”
ne spune ca ,timpul este un dispozitiv mental care
ordoneaza evenimentele, identificandu-le ca simul-
tane sau succesive™. El afirma mai departe ca fiinta
umana este perfect echipata sa perceapa succesiu-
nea si simultaneitatea, mai ales folosindu-se de auz.
In schimb, percepem cu dificultate date si durate,
pentru ca ceasurile noastre interne sunt inseldtoare si
fluctuante. Raportarea fiintei umane la timp este mai
mult o preocupare filozofica decat parte a cercetarii
in arhitecturd, dar este surprinzator ca nu exista o
abundenta de studii pe aceasta temad, avand in vede-
re faptul ca arhitectura este strans legata de concep-
tul de Timp, prin insasi natura sa. Fiecare experienta
este una personala iar raportarea noastra la timp este
relativa, direct dependenta de starea noastra de bine
sau de disconfort. n acest fel, si parcurgerea arhitec-
turii este subiect al unui ceas intern dificil de citit, aso-
cieri mentale si trairi care amesteca simturile facand-
o parte a unei istorii personale.

Nigel Coates in ,Narrative Architecture” afirma ca ,in
arhitectura liniaritatea functiei narative dispare, pen-
tru ca dimensiunea spatiala interfereaza cu timpul”.
Naratiunea nu este secventiala ci, dimpotriva, ,anti-
secventiald” cum o numeste acesta, pentru ca in per-
ceperea ei apar o multitudine de sensuri asociative:
,hartile mentale”.

Parcursul arhitectural este unul de tip secvential. O
succesiune de ,instantanee” sunt colectionate intr-o
nsiruire liniard, dar apoi sunt suprapuse in mod ale-
atoriu, pentru a forma o structura spatiald mentala.
In acest joc, experienta acumulata anterior isi spune

1 Kevin Lynch, What Time is This Place. Massachusetts and Lon-
don: The MIT Press Cambridge, 1972, pag. 1

2 Nigel Coates, Narrative Architecture. Wiley, 2012, pag. 16

1. Experiencing architecture - the narrative

In his writing “What Time is this Place?” Kevin Lynch af-
firms that “time is a mental device to give order to events,
by identifying them as coexisting or successive”'. He fur-
ther says that human beings are perfectly equipped to
perceive succession and simultaneity, especially using
their hearing sense. Nevertheless, it is difficult for us to
estimate dates and duration, since our internal clocks
are deceiving and fluctuating. The relation between
humans and time is more of a philosophical quest than
part of the architectural research. Still, it is surprising
that there is not an abundance of bibliography regard-
ing this topic, taking into consideration that architec-
ture is closely tied to the concept of Time, because of its
very nature. Each experience is personal and our rela-
tion to time is a relative one, being directly dependent
on our state of well being or discomfort. Much in the
same way, comprehending architecture relates to an
inner clock that is difficult to read, because mental as-
sociations and feelings that involve different senses are
part of a personal background.

In “Narrative Architecture’] Nigel Coates tells us that “in
architecture the linearity of the narrative function dis-
solves as the spatial dimension interferes with time™.
The narrative is not a sequential process but quite the
opposite, an “anti-sequential” one, as he calls it, be-
cause in receiving it a multitude of associative mean-
ings occur, in the shape of “mental maps”.

The architectural route is sequential. A succession of
“snapshots” are gathered into a linear construct, but are
then juxtaposed in a random manner to form up a spa-
tial mental map. In this game, prior experience is crucial,
since an already familiar spatial typology is more easily

1 Kevin Lynch, What Time is This Place. Massachusetts and London:
The MIT Press Cambridge, 1972, pag. 1.

2 Nigel Coates, Narrative Architecture. Wiley, 2012, pag. 16
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cuvantul iar o tipologie de spatii deja cunoscuta este
mai usor asimilata. A incorpora Timpul in arhitectura
inseamna, in fapt, a incorpora schimbarea, a accepta
subiectivitatea, in acceeasi masura cu a crea un cadru
care,spune o poveste”.

Exacerbarea acestei practici in arhitectura spatiului
public contemporan este strans legata de cultul pen-
tru ,experientd’, nu doar in arhitectura ci in tot ceea
ce circumscrie “economia experientei’; care valorizea-
za dezvoltarea personala si viata ca o colectie de trdiri
in locul unei acumulari de bunuri. Cu toate acestea,
discursul despre arhitectura ca spectacol din ultima
perioada isi schimba tonalitatea fata de ultimele de-
cenii, spectacolul fiind inlocuit cu ,naratiuni’, adica
nu doar expunere in slujba senzationalului ci povesti
incarcate de semnificatii personale, locale, culturale.

Conceptul de ,weak architecture’, folosit de catre
Juhanni Pallasmaa, dar prezent si in scrierile altor
arhitecti (Ignasi de Sola-Morales, Eisenmann) ple-
deaza pentru o arhitectura non-invaziva si nuanteaza
explicatia raportand-o la timp: ,geometria si reductia
formala servesc linia arhitecturii eroice si utopice care
respinge timpul, in timp ce materialitatea si forma fra-
gila evoca un sentiment al modestiei si longevitatii.®
Exista in arhitectura doua convingeri extreme, intre
care fsi gasesc loc alte atitudini nuantate. Prima cre-
de ca arhitectura trebuie sa modeleze, sa formeze si
sd impuna un cadru de viata, convingerile moder-
ne fiind parte a acestei extreme. La polul celalalt se
gaseste arhitectura de tip ,bits and pieces’, convinsa
ca rolul arhitectului este de a ,re-tese” elemente dis-
juncte pentru a reintregi povestea sitului, arhitectura
echipei spaniole Torres & LaPefa fiind un asemenea
exemplu si, intr-un mod diferit, cea a lui David Chip-
perfield.

3 Juhani Pallasmaa, ,Hapticity and Time — Notes on fragile archi-
tecture!in El Croquis No. 158 (John Pawson), pag. 82, 2000

assimilated. In fact, to integrate Time into architecture
means to incorporating change, to accept subjectivity
and at the same time setting the background to “tell a
story”.

Exacerbating this practice in contemporary public space
is closely related to the cult for “experience’] not just in
architecture, but in everything that is linked to the “ex-
perience economy” that values personal growth and life
as a collection of experiences rather than goods. Never-
theless, the discourse about architecture and “perfor-
mance” has shifted its tonality over the last decades,
performance being replaced by the “narrative’; mean-
ing not only a quest for the sensational, but a deeper
search for stories that are significant in a personal, local
or cultural way.

The concept of “weak architecture’, used by Juhani Pal-
lasmaa but also present in the writings of other archi-
tects (Ignasi de Sola-Morales, Eisenmann) pleads for a
non-invasive architecture and nuances the explana-
tion by linking it to Time: “‘geometry and formal reduc-
tion serve the heroic and utopian line of architecture
that rejects time, whereas materiality and fragile form
evoke a sense of humility and duration™. In architecture,
we encounter two extreme convictions and a lot of in-
between shades of gray. The first one states that archi-
tecture should mould, shape and impose the setting for
everyday life, the Moderns being on this side of the ar-
gument. At the other end, we have the “bits and pieces”
type of architecture, one that is convinced that the role
of the architect is to “re-connect” disparate elements
in order to make the story of the site whole again. The
Spanish architects Torres & LaPefia are on this team and
sois David Chipperfield, although in a different way.

3 Juhani Pallasmaa, ,Hapticity and Time — Notes on fragile
architecture.” in El Croquis No. 158 (John Pawson), pag. 82, 2000.
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Arhitectura este un cadru care mediaza realitatea.
Ea nu trebuie sa fie constrangatoare, ci sa predispu-
na la visare. Constiinta ca experimentezi o iluzie face
parte din placerea jocului. Rolul arhitecturii este de a
transmite o naratiune, fie ca aceasta este o naratiune
a sitului, a obiectului sau a celui care o locuieste. Arhi-
tectura trebuie sa apeleze la o latura emotionala, sufi-
cient de narativa cat sd atinga capacitatea de empatie
a receptorului dar suficient de retinuta cat sa lase loc
visarii personale.

O exemplificare a acestui parcurs narativ o gasim in
proiectul New Acropolis Museum din Atena al lui
Bernard Tschumi (Fig. 1 ). Mai multe naratiuni para-
lele coexista intr-o cladire perfect contemporana dar
neutrda ca expresie: situl arheologic pe care cladirea
se aseaza pe piloni, povestea cronologica a locuirii
Acropolei in traseu ascendent si Galeria Parthenonu-
lui, tratata intr-un volum separat si rotit, care se ali-
niaza pe directia Parthenonului, fiind in acelasi timp
un periscop pentru observarea celei mai importante
dintre naratiuni, Atena insdsi. Miezul muzeului, atriu-
mul central, pare o succesiune de Timpuri suprapuse.
Grade de transparentd de la diverse niveluri, inclusiv
al acoperirii, creeaza o conexiune organica intre in-
terior si exterior, dar in acelasi timp pare sa realizeze
un colaj al timpurilor in muzeu: cel istoric, cu toate
etapele sale, si cel prezent, al vizitatorului. Suntem in
permanentd ancorati in prezent dar transpusi in timp
si constienti de iluzie, avand un cadru arhitectural
care povesteste, dar care lasa locul central naratiunii
in sine, fara a fi invaziva. Proiectul devine astfel o cu-
tie de rezonanta si ,strange laolalta” mai multe spatii,
fiind, din perspectiva personala, o exemplificare a
modului de a locui Heideggerian care creeaza limite
pentru a permite spatiului sa existe.

Architecture supplies a background that filters reality. It
should not be corset-like, but instead should put us in a
state of dream. Knowing that it is all part of an illusion
adds up to the pleasure of taking part in the game. The
role of architecture is to narrate, whether this narrative
is one of the site, the work or of the person inhabiting it.
Architecture should appeal to the emotional side, nar-
rative enough as to reach the capacity for empathy in
the receptor, but restrained enough as to leave room for
personal dreams.

An example of this narrative trajectory is to be found in
the New Acropolis Museum by Bernard Tschumi in Ath-
ens (Fig. 1). Here several parallel narratives coexist in a
perfectly contemporary building that takes on a neutral
look: the archaeological site that the building stands
on, mounted on pillars, the chronological story of the
inhabiting of the Acropolis in an ascending path and
the Parthenon Gallery, a glazed box that is shifted from
the rest of the museum, aligned to the Parthenon itself,
at the same time a periscope to observe the most im-
portant of the narratives here: Athens itself. The core of
the museum, the central atrium, seems like an overlap-
ping of different Times that coexist. Different degrees of
transparency between levels, including the roof, make
up an organic connection between inside and outside
at the same time creating a collage of Times in the mu-
seum: the historical one in all its succeeding periods and
the present one, the one of the visitor. We are anchored
in the present at all times, as well as back in time and
aware of the illusion, by having an architectural back-
ground that both narrates and leaves the central spot
for the narration itself, without invading it. The project
thus becomes a resonating box “gathering” several
spaces. From our point of view, this is a perfect embodi-
ment of the Heideggerian dwelling, creating limits that
allow the space to come into existence.
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2.intre ,promenade architecturale”
(Le Corbusier) si,,atmosfere” (Zumthor)

,Promenada arhitecturald” a lui Le Corbusier din 1928,
aparuta in descrierea vilei Savoye, era legata de termenul
,Circulatie” Intentia lui Corbusier era sa includd acest con-
cept in noile forme de locuire ,savoir habiter’, iar prome-
nada servea pentru a reconecta oamenii cu natura. Apoi
acesta concept s-a extins incet catre spatii publice, cu mul-
tiple roluri. La Wright, Guggenheim New York, acesta mar-
cheaza ascensiunea, factuala si simbolica, ce insoteste un
parcurs de muzeu. La OMA, Kunsthall, promenada rezolva
in sectiune diferenta de cote intre doua strazi perpendicu-
lare, impunand in acelasi timp un parcurs ascendent. La
Prada Store (New York, Rem Koolhass), parcurgerea subli-
niaza un eveniment. Utilizarea promenadei este un aspect
recurent al istoriei, din cele mai vechi timpuri, de cele mai
multe ori cu 0 componenta filozofica pronuntata. Orasele
medievale mizeaza pe parcurs si descoperire in timp, mai
mult accidentala, iar orasul baroc constituie chintesenta
scenografiei si traseului impus, planificat in cele mai mici
detalii. Le Corbusier propune un nume pentru un concept
utilizat in arhitectura incd din perioada Antichitatii (an-
samblul Acropole), dar il foloseste in cheie utilitard, legat
de nevoia de lumina si aer.

Comparand Kusthall (1992) al lui Rem Koolhaas cu pre-
decesoarea sa Neue Nationalgalerie (1968) a lui Mies,
constatdm ca OMA face o reverenta formald proiectu-
lui functionalist, pastrandu-se pe aceeasi amprenta si in
acelasi gabarit, dar parafrazandu-I. Astfel, Kunsthall intro-
duce naratiunea si evenimentul printr-un traseu ascen-
dent, voit cinematografic, cu fatade diferite intre ele, in
raport cu fatadele identice ale lui Mies. La OMA, ,timpul
experimental” se substituie ,timpului liniar” al National
Galerie, iar traseul impus inlocuieste spatiul flexibil. Este
o interpretare fundamental diferitd a arhitecturii, care ghi-
deaza utilizatorul in spatiu, oferind spectacol, evenimente
pe parcurs, surpriza.

2. Between ,,promenade architecturale”
(Le Corbusier) and ,,atmospheres” (Zumthor)

“Promenade architecturale” of Le Corbusier first oc-
curred in 1928, in the description of villa Savoye, linked
to the term “circulation” The intent of Corbusier was to
include this concept in the new form of dwelling habits
“savoir habiter’] the promenade serving to reconnect
people with nature. The concept further extended to-
wards the public space with multiple roles. At Guggen-
heim New York by Wright, it underlines factual and
symbolic ascension, following the linear construct of a
museum. At OMA, Kunsthall, the promenade solves in
cross-section the difference in height of two perpendic-
ular streets, at the same time setting an upward move-
ment. At Prada Store (New York, Rem Koolhass), the
path generates an event. Designing promenades is a re-
current practice in history, from olden times and mostly
with a philosophical implication. Medieval towns rely
on given trajectories and gradual discovery, mostly ac-
cidental. The Baroque city is the quintessence of sce-
nography and urban routes, planned to the smallest of
details. Le Corbusier actually comes up with a name for
a concept that had been used in architecture ever since
Antiquity (the Acropolis ensemble), but his use of it is a
utilitarian one, linked to the necessity for light and air.
By comparing Kusthall (1992) of Rem Koolhaas with its
predecessor Neue Nationalgalerie (1968) of Mies, we see
how OMA takes a bow to the functionalist project, by
keeping the same footprint and mass, but paraphrasing
it. Thus, Kunsthall introduces narrative and event in an
ascending trajectory that is intended to be cinematic,
with different facades, as opposed to Mies’s identical
ones. At OMA, “the experiential time” replaces the “linear
time” of Nationalgalerie and the imposed path replaces
flexible space. This is a totally different architectural ap-
proach that guides the user in discovering the space by
supplying performance, events on the way.
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+~Atmosferele” lui Zumthor nu se refera la parcurs, ci
la o ,prima impresie” a cladirii. Este o citire in cheie
fenomenologica, o reactie spontana fata de o arhi-
tectura care este capabild sa emotioneze apeland la
elementele fundamentale umane: ,Acest fapt este
foarte diferit de gandirea liniard, de care suntem in
egald masura capabili, si pe care o iubesc de aseme-
nea: a gandi un traseu din punctul A in punctul B intr-
0 maniera mentala organizata™.

Cele doua concepte nu se suprapun ci se completea-
za. Timpul de reactie joaca un rol primordial in am-
bele moduri de perceptie a arhitecturii. In arhitectura
contemporand, mare parte a laturii emotionale este
neglijata in favoarea programului. Acest fapt este le-
gat de o functionalizare excesiva, tradusa in fapt prin
pragmatism, care nu lasa timp ,poeziei” spatiului sa
apara decat in rare cazuri. Prezentul este marcat de o
transformare, atat a modului de a ne comporta la lo-
cul de munca, cat si in intelegerea conceptului de ,lo-
cuire” si acest lucru credem ca se datoreaza in primul
rand mobilitatii. Aceasta neatasare de loc genereaza
spatii de lucru uniforme si utilitare si locuinte tem-
porare care nu au nevoie de personalizare, pentru ca
sunt interschimbabile. Totusi, exista un contracurent,
iar proiectele premiate in ultimii ani il subliniaza. Din
ce in ce mai mult apar in discutie industriile creative
iar birourile de tip ,cubicle” sunt inlocuite de spatii cu
amprentd. Locuintele non-conventionale au inceput
sa fie revalorizate, tocmai datoritda schimbarilor in
societate. In acest context, cat timp alocam ambien-
tului, parcurgerii si intelegerii acestuia si, mai ales,
aproprierii sale?

Pallasmaa afirmd ca ,experienta arhitecturala de-
pinde de vederea periferica (anticipativa)”. Cu alte

4 Peter Zumthor, Atmospheres Architectural Environments.
Birkhauser, 2006, pag.13

5 Juhani Pallasmaa, ,Hapticity and Time - Notes on fragile
architecture.”in El Croquis No. 158 (John Pawson), pag. 83, 2000

The “atmospheres” of Zumthor are not about paths,
but about the “first impression” of the building. This is
an interpretation in a different key, of phenomenology,
a spontaneous reaction towards an architecture capa-
ble to generate emotion by relying upon fundamen-
tal human elements: “this is very different from linear
thought, which we are equally capable of, and which |
love, too: thinking our way through things from Ato Bin
a mentally organized fashion™.

The two concepts do not overlap, but complete each
other. The time of reaction plays a crucial role in both
ways to perceive architecture. In contemporary works,
a large part of the emotional aspect is neglected in fa-
vour of the programme. This is due to an excessive func-
tionalism, actually pragmatism, that only leaves room
for “the poetics of space” on few occasions. The present
is influenced by a transformation, both in the way we
conduct ourselves at the work place and in the way we
see “dwelling” We believe this to be a consequence of
mobility. This un-attachment to place leads to uniform,
utilitarian, work spaces and temporary dwellings that
do not need any kind of personal touch, because they
are interchangeable. Still, a shift in this current is pres-
ently felt and the projects that received awards over the
last years are accounting for this. More and more we
speak of the creative industries and the cubicles are be-
ing replaced by spaces with character. Unconventional
dwellings are starting to gain value due to the changes
in society. In this changed context, how much time do
we spend to assess the environment, to experience and
comprehend it and, more important, to appropriate it?
Pallasmaa affirms that “the experience of architectural
reality depends fundamentally on peripheral and an-
ticipated vision™. In other words, humans need visual

4 Peter Zumthor, Atmospheres Architectural Environments.

Birkhauser, 2006, pag.13.

5 Juhani Pallasmaa, ,Hapticity and Time - Notes on fragile
architecture.” in El Croquis No. 158 (John Pawson), pag. 83, 2000.
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cuvinte, individul are nevoie de o complexitate vizu-
ala, de un ,dincolo de” pentru a percepe o trdire ca
fiind semnificativa. Simplificat, arhitectura trebuie sa
incorporeze un timp al perceperii, pentru a fi apro-
priata. O vedere de tip carte postala este insuficien-
ta pentru o traire autentica, pentru ca succesiunea
secventelor narative este ceea ce face obiectul bogat
in experientd. Timpul este implicit, pentru ca timpul
parcurgerii este opus trairii instantanee, in care ci-
tirea se face intr-un singur gest. Dimpotriva, nevoia
mai multor straturi de lectura, utilizand toata paleta
senzoriala, genereaza o arhitectura umana prin fap-
tul ca are semnificatie: o ,promenade architecturale”
cu,,atmosfera”

3. Cadrul construit - mediator interior/ exterior

Anvelopanta reprezintd un prag, o limita intre exte-
rior si interior. Aceasta mediaza tranzitia, prin grade
de opacitate, perspective controlate, zone ascunse.
Este un mod de a stabili un dialog, in acest caz dia-
log impus de arhitect, pe care utilizatorul il accepta
ca provocare. Parcursul nu este insa neaparat necesar
sa se realizeze la limita anvelopantei, acesta putand
avea loc si in miezul cladirii, cu puncte de tangenta la
fatada, cazul cel mai frecvent al muzeelor.

Fatada devine asemenea unei cortine de teatru,
fnduntru avand loc ,evenimentul”. Contemporanei-
tatea a depdsit momentul sinceritatii in arhitectura,
fatada fiind in sine de multe ori un eveniment sau o
naratiune. Totusi, acest fapt nu este de cele mai multe
ori in sprijinul arhitecturii, chiar daca o face mai er-
metica si mai invaluita in mister. Tn momentul in care
anvelopanta (fatada, dar de multe ori si invelitoarea)
pierde contactul cu exteriorul si rolul de mediator, ea
nu mai serveste in mod corect utilizatorul. Faptul de
a fi in contact cu schimbarile exterioare, mediate de
limita cladirii, aduce un plus de experimentare sen-

complexity, something “beyond” in order to assign
significance to what they experience. Simplifying the
matter, architecture needs to incorporate the time we
need to comprehend it in order for it to be appropri-
ated. A postcard-type image is insufficient to generate
an authentic emotion, because it is the succession of the
narrative sequences that makes the work rich in experi-
ence. Time is implicit because the time it takes to stroll is
opposed to the instant grasp, where the reading is only
one layer deep. On the contrary, the need for several lay-
ers and the use of the whole sensory palette generates a
humane architecture full of significance: a “promenade
architecturale” with “atmosphere”.

3. The built environment — mediator between
interior and exterior

The envelope is a threshold, a limit between the out-
side and the inside. It mediates the transition through
degrees of opacity, controlled perspectives and hidden
areas. It is a way to establish a dialogue that is in this
case imposed by the architect challenging the user. The
promenade is not necessarily situated by the edge of the
envelope. It can occur at the core of the building, only
sometimes touching the facades to emphasize an event
on the way. This would be the case of most museums.

A facade is similar to a theatre curtain and on the other
side the “event” takes place. Contemporary times have
almost surpassed honesty in architecture in the sense
that the facade becomes, in many cases, an event or a
narrative in itself. Still, most of the times, this is not to
architecture’s benefit, even if it makes it more hermetic
and shrouded in mystery. At the moment when the
building’s envelope (either facade or roof) loses contact
with the exterior and its ability to mediate, it does not
serve the user in a right way anymore. Being in close
connection to the outside changes that are felt at the
edge of the building, brings about a heightened sensory
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zoriald, experienta care in multe cazuri s-a pierdut,
printr-o climatizare excesiv controlata care face cladi-
rea eficienta din punct de vedere energetic. La polul
opus, o transparenta absolutd poate fi o experienta
negativa din punctul de vedere al utilizatorului. Justi-
ficabild in cazul functiunilor publice, in care un spatiu
de tip acvariu este atragator pentru ca multimea ge-
nereaza multime, ea poate deveni usor un spatiu de
tip Panopticon pentru o functiune de birouri, in care
utilizatorul se simte in permanenta supravegheat si
controlat. O gradatie de spatii, o filtrare a luminii si un
gradient de opacitate functioneaza in folosul utiliza-
torului si arhitectura nordica este o dovada in acest
sens.

Promenada implica mai multi factori: un participant-
receptor (utilizatorul), un cadru construit cu care aces-
ta sd interactioneze si un peisaj. In aceasta interpreta-
re, ea este un filtru cu diferite expresii, de la ,ochiul”
lui Marcel Breuer la Whitney Museum, la fatada ,cu o
mie de ochi”a lui Mansilla & Tufion pentru Auditoriul
din Leon, la diferitele tipuri de tratare a sticlei pe re-
gistre, care marcheaza perspective diferite, la muzeul
din Atena al lui Tschumi.

Se impune a sublinia faptul ca obiectul de arhitectura
este mai mult decat o interfata pentru interactiunea
cu peisajul. Dincolo de ,rama’, el constituie limita, in
interpretare filozofica o extensie a spatiului propriu si
o circumscriere a unui ,loc”. Privim anvelopanta mai
mult decat ca pe o fereastra catre lume sau ca inchi-
dere protectoare. Pentru ca nevoile utilizatorului nu
sunt doar cele functionale ci si cele legate de dimen-
siunea existentiald, dominatd de timp, anvelopanta
cladirii, ca punct de contact, capata semnificatie. Ea
trebuie sa apartina utilizatorului si sa se subordone-
ze contextului. Permanenta in arhitectura coexista cu
efemerul, iar un proiect trebuie sa fie o reflectare one-
sta a acestei dualitati nerezolvate.

experience that in many cases is now lost through exces-
sive clime control and energetic efficiency. At the other
end, we have absolute transparency that can generate
a negative experience for the user. Justifiable for public
functions when an aquarium-type space is attractive
because crowds attract more crowds, it can easily turn
into a Panopticon space in the case of offices, where the
user feels watched and controlled at all times. Spatial
gradients and filtered light as well as degrees of opaque-
ness serve the user well and Northern architecture is
proof of this.

The Promenade consists of several factors: a partici-
pant-recipient (the user), a built environment for him to
interact with and a landscape. From this standpoint, it
can be seen as a filter expressed in many ways, from “the
eye” of Marcel Breuer at Whitney Museum, to the facade
with “a thousand eyes” of Mansilla & Turion for the Audi-
torium in Leon, to the many types of glass treatments to
enhance different views on each level at the museum in
Athens of Tschumi.

One idea deserves to be stressed here: the work of ar-
chitecture is more than an interface to interact with
the landscape. Beyond the “frame’] it forms the limit
in its philosophical understanding, as an extension of
the personal space and the means that help shape the
“place”. Thus the envelope is much more than a window
towards the world or protective enclosure. Because the
users’ needs surpass the functionality to include the ex-
istential dimension that is governed by Time, the enve-
lope is also filled with meaning. So, it belongs to the user
and to the context as well, and must submit to the rules
of the context. In architecture permanence and ephem-
eral coexist, thus the project needs to acknowledge this
unresolved duality.
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Concluzii

Parcursul nu apare in arhitectura dintr-un conside-
rent functional ci simbolic. Menirea sa este de a in-
tensifica participarea emotionala a utilizatorului si de
a spune un tip de naratiune printr-o succesiune de
secvente. intelegandu-l ca un proces care presupune
o investitie de timp, el poate fi privit ca o modalita-
te de a incorpora Timpul in obiectul de arhitectura.
Acest Timp este unul al intelegerii si aproprierii cla-
dirii, care se alatura altor ipostaze ale sale, discutate
in articole anterioare: un timp al Sitului si un timp al
Cladirii, in curgere liniara (istorica) sau ciclica (variatii
diurne si sezoniere)®. De asemenea, reprezinta unul
dintre modurile, nu singurul, de a spune o naratiune.
Existenta sa imbogdteste experienta descoperirii, ge-
nerand spectacol, in special in cadrul programelor
care presupun functiuni publice. Poate fi chiar afirmat
ca este o reprezentare laica a ,procesiunii”.

Pentru a ,nara’, un spatiu trebuie sa fie o experienta
totald, multisenzoriala. Vederea periferica anticipeaza
si devine componentd esentiala. Arhitectura contem-
porand ia in calcul prea putin acest aspect, incercand
sa creeze gesturi puternice, memorabile, ldasand de
multe ori de o parte gesturile marunte care umani-
zeaza obiectul de arhitectura, apropiindu-I de recep-
torul sdu. In momentul in care Alvar Aalto imagina
profilul clantelor din Paimio Tuberculosis Sanatorium
pentru a fi ergonomice, el facea un gest pe care il con-
sidera de aproape egala importanta cu proiectarea
sanatoriului. In momentul in care Carlo Scarpa gan-
dea alternanta de texturi din Queralia Stampa si rolul
apei in compozitie, el apela la toate simturile, in egala
masurd. Parcurgerea liniara a spatiului High Line New
York este o experienta diferita in functie de anotimp.

6  Alexandra Pacescu, ,Manifestari ale Timpului in arhitectura:
aspecte ale relatiei dintre sit (istoric) si cladire.

Conclusions

The promenade is not born out of a functional but out
of a symbolic criterion. Its meaning is to enhance the
emotional involvement of the user and serve a narrative
function by a succession of sequences. If we look at the
Promenade as process requiring an investment of Time,
we can establish that including the Promenade in design
is one way to inscribe Time into the work of architecture.
This is the Time spent in the process of comprehending
the space by exploring trajectories. It joins the other as-
pects of Time, as discussed in previous articles: a time of
the Site and one of the Building, both linear (history) or
cyclic (daily and seasonal variations)®. It also represents
one of the ways, not the only one, to narrate. The Prom-
enade enhances the experience of discovery, generates
performance, especially in programmes that serve pub-
lic functions. It can even be stated that it stands for a laic
representation of a ,procession”.

In order to “narrate”, a work needs to consist of a total,
multi-sensory experience. Peripheral vision anticipates
and become a crucial component. Contemporary ar-
chitecture takes this too little into account by trying to
come up with bold, memorable gestures and leaving
the small gestures aside. But these are the gestures that
make a building humane and, in the end, bring the user
closer. When Alvar Aalto was designing the ergonomic
door knobs for Paimio Tuberculosis Sanatorium, he
was doing something which he thought was of almost
equal importance as the design of the building itself.
When Carlo Scarpa came up with the array of different
textures in Queralia Stampa and assigned a crucial role
to water in his project, he was equally calling on every
sense. The linear sequence of High Line New York is a
different experience with the changing of the seasons.

6  Alexandra Pdcescu, ,Manifests of Time in architecture: aspects of
the relation between (historical) site - building.
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Naratiunea se bazeaza pe asocieri mentale, pe care
arhitectul le introduce in proiect sau pe care sensibili-
tatea noastrd le creeaza, in baza experientelor pe care
le-am avut in timp. Anumite spatii au o ,atmosferd”
familiara, nu pentru ca le-am mai vazut, nu pentru ca
le recunoastem tipologia, ci cateodata pentru cd ape-
leaza la anumite experiente senzoriale din trecut: tex-
turi, mirosuri, culori. De aceea, arhitectura neutra este
incapabila sa emotioneze. Naratiunea este un mod de
comunicare.

Un parcurs este o interactiune intre sensibilitatea arhi-
tectului si sensibilitatea receptorului. De aceea, codul
comunicarii trebuie sa fie clar structurat. In articularea
traseului, secventele impuse de arhitect trebuie sd ga-
seasca reflectare in sensibilitatea utilizatorului, altfel
mesajul este pierdut. Marcel Breuer ,inrameaza” o ima-
gine, unica si de aceea speciala. Dacd gestul ar fi fost
repetitiv, si-ar fi pierdut forta de transmitere. Fatada
Auditoriumului din Leon este o familie de ,rame”, pen-
tru ca mesajul este diferit. Arhitectii vor sa surprindd o
succesiune de secvente ale pietei, in timp ce parcurgi
rampa din spatele fatadei-ecran la diferite cote. Daca
Breuer pune in valoare exponatele muzeului, ,rama” fi-
ind un moment de pauza pe traseu, Mansilla & Tufion
expun de fapt piateta din fata cladirii, perceputa in
miscare. In acest mod, o abordare aparent similar poa-
te ascunde atitudini si mesaje foarte diferite.

Parcursul arhitectural este o intrupare a naratiunii. Desi
in fapt el este un gest care dirijeaza, nu ar trebui sa de-
vina constrangator. Parcursul in sine reprezinta un ca-
dru, care in functie de formalizarea sa, poate face parte
dintr-o arhitectura, puternicd”sau,slaba”. in momentul
in care proiectul se suprapune cu parcursul, adica nu
este parte a sa, ca in cazul muzeului lui Tschumi din
Atena, ci il defineste in totalitate (Steileseet, Zumthor
sau Wright, Guggenheim), putem spune, asumandu-
ne o oarecare libertate, ca Timpul nu mai este doar in-
corporat in arhitectura ci o genereaza.

The narrative relies on mental associations which the
architect includes into the project or which we as users
create ourselves based on our prior experiences. Some
spaces have a familiar “atmosphere” not because we
have seen them before, not because we recognize their
typology, but because sometimes they relate to sensory
experiences from the past: textures, smells, colours. This
is the reason why neutral architecture fails to move. The
narrative is a means to communicate.

An itinerary is an interaction between the sensitivity of
the architect and the one of the recipient’s. Hence, the
code must be clearly structured. The sequences envi-
sioned by the architect must find an echo in the sensi-
tivity of the user, otherwise the message is lost. Marcel
Breuer ,frames” an image which is unique and thus
special. If the gesture had been repeated, its force would
have been lost. The facade of the Auditorium in Leon is a
family of “frames’; because the message is different. The
architects wanted to capture a succession of sequences
of the square in front while one walks the ramp from
behind the screen-facade at different heights. If Breuer
stresses upon the museum’s exhibits, “the frame” being
a moment of pause on the way, Mansilla & Tufion in
fact display the outside scene, as perceived in motion.
Consequently, an apparently similar approach can hide
attitudes and messages that are, in fact, very different
from one another.

The architectural promenade is an embodiment of the
narrative. Although it takes the form of a guiding ges-
ture, it should not turn into a constraint. The path itself
is a frame that, depending on its formalization, can be
part of a “strong” or “weak” architecture. When the pro-
ject overlaps the path, meaning it is not just part of it as
in the case of Athens’ Tschumi, but defines it completely
(Steileseet, Zumthor or Wright, Guggenheim), we can
affirm with a certain degree of liberty, that Time is not
justinscribed into architecture but it generates it fully.

114

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



Sursa / Source: Inventing questions. An interview with Bernard Tschumi, http://www.uncubemagazine.com
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