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Grazer Schule or New Graz Architecture

Peter Blundell Jones

This book is about an architectural
movement that developed in the city of
Graz during the last twenty years, with
roots going back further. This movement
was never inward-looking, never self-
consciously regionalist, and it predated
the notion of 'Critical Regionalism'’

It never sought to define a specifically
‘Styrian' style or manner: on the contrary,
it was without doubt international in
inspiration; for most of its early members,
finding local conditions too limiting,
looked abroad for inspiration. Most left to
work or teach abroad - in Germany,
France, England, USA - absorbing
influences and developing ideas before
returning to build in their native city,
where in the meantime favourable
political conditions had developed.
Having lived in major cities such as
Munich, Paris, London and Los Angeles,
they absorbed a larger, more
cosmopolitan outlook, and after becoming
successful on their return many moved
abroad again, taking up chairs at other
Austrian or German Universities, or
setting up satellite offices.? All the same,
most of the movement's buildings were
initially constructed in and around Graz,
and that city must be counted both the
seedbed for the movement and the
provider of the opportunities that later
allowed it to bloom

Chronologically, the movement has no
clear and certain moment of origin, for
there have been good architects and an
active architectural life in Graz
throughout the twentieth century.® Those
producing the best work of the 1950s and
60s had some significant influence on the
architects about whom | shall be writing.
But there was a distinct change of pace
in the mid 1960s, a new lease of life
which is commonly referred to as the

‘Studio Revolution'* This led, some years
later, to a rash of work that attracted
national and international attention, and
Graz architects have so far managed to
retain that attention. If one had to
characterise the difference between the
best Graz work of the 1960s and the best
of the 1980s, it would simply be that
whereas the former was of a high
standard but followed tendencies already
developing elsewhere, the latter also
showed innovation, pioneering new ideas
at the cutting edge and competing on
equal terms with the much larger and
richer Vienna. It was symptomatic of
this development that The Architectural
Review decided, in 1988, to divide its
Austrian issue equally between the two
cities (fig. 1).5

This was my entry to the Graz scene.

At that time the most widely circulated
publication was the exhibition catalogue
Grazer ‘Schule’, 13 Standpunkte, and
already then the title Schule was hated
by the architects (fig. 2).% ‘We are not a
school’, they told me repeatedly, ‘we are
by no means doing the same thing'.

After looking at the work, | had to agree:
different main ideas, very different
architectural sensibilities. But the ‘school’
idea was evidently long established.

It had even been used by the
distinguished Austrian critic Friedrich
Achleitner in his guide to twentieth
century Austrian Architecture published
in 1983, albeit distanced with quotation
marks and with the prefix ‘so-called.’

In 1986 Dietmar Steiner, revising his
catalogue Grazer Schule for the third
edition, felt the need to defend the word
hotly despite making it part of his title.®
The term Grazer Schule had gained a
mythical momentum, but it was being
used by critics in rather different ways.

Achleitner saw it historically as a
rebellion against academic modernism,
particularly that of the Miesian School,
and he claimed that it therefore turned
for inspiration to Switzerland: to Walter
Forderer's ‘expressive-plastic Brutalism'
and to Christian Hunziker's sculptural and
participative architecture. As main figures
in the early 1980s he saw Giinther
Domenig, Eilfried Huth, and the husband
and wife firm Szyszkowitz + Kowalski
(figs. 3, 4), but nonetheless he identified
as central to the Grazer Schule a work
like the Kroisbach pastoral centre by
Kapfhammer & Wegan as early as 1969
(fig. 5), or as a forerunner even the church
in Thondorf by Robert Kramreiter of 1962
(fig. 6).° So-called free or sculptural form
and departure from the right-angle seem
to have been the implicit criteria.

The emphasis had quite changed by the
time of Steiner's catalogue half a decade
later: It is true, Domenig, Huth, and
Szyszkowitz + Kowalski were still strongly
present; but so were Volker Giencke and
Klaus Kada, Konrad Frey, Helmut Richter
and Heidulf GerngroB and others of a yet
younger generation (figs. 7-10). They
brought a bewildering variety of new
architectures, some quite antithetical to
the works of their elders. The cool
discipline just emerging in Kada's work
had yet to show itself fully, but Giencke's
deft use of lightweight construction
already indicated a major shift away from
the work he had done in Domenig's office.
Pushing the story even further forward,
the emergence of minimalism in the
hands of such firms as Riegler-Riewe in
the 1990s (fig.11) meant that the reaction
against the straight lines and right angles
of orthodox modernism -

if reaction there had been - had turned
full circle to arrive somewhere quite else.

ventional single dome light fitting on top of a simple Doric-
style capital. The single light column at the base of these steps
is repeated by an identical one on top of each of the corner-
stones of the parapets for the two promenade galleries above.
This type of street light fitting is a commonly recurring theme
in Ple¢nik’s designs and on Shoemakers Bridge a similar, but
more elaborate triple cluster is set on top of two additional
columns, one each side, centrally positioned without plinths,
at floor level beyond the parapet.

 Pletnik’s tour de force of urban design for'Ljubljana must
be his addition of the two pedestrian bridges which comple-
ment Francisco Camolo’s 1841 bridge at St Marys—Hospital
Street.

Originally Ple¢nik had intended the Camolo bridge to be
widened in a manner similar to the Trnovo Bridge, to encom-
pass the whole turn of the river and create a new civic square
in front of St Marys. However, his final masterpiece of sim-
plicity which shows his respect for historical precedent was to
add two simple footbridges in a splayed layout, one on each
side of the existing stone bridge. The light, elegant structure
of each of these bridges retained the view of the main bridge
from both directions along the river thus keeping the trad-
itional views of the major crossing place. The character of the
bridges was reinforced by the use of balustraded steps running
down from the crown of each bridge arch to meet the lower
gallery levels of the river banks at the springing point. These
flights of steps served as access to the gallery levels and also
to subterranean public toilets—Pleénik was always at heart a
practical man! However, as with Trnovo, the strength of his
Three Bridges scheme was in the manner in which it created
a civic space at street level. The old cast iron balustrades of
the existing bridge were replaced with stone balustrades which
match details on the two new bridges, and again he utilised
column lighting standards to delineate the ‘spread’ of the
surfaces in the space. This time, however, the columns echo
the balustrade members, in a form of double inversion to
produce a curvacious and un-column-like standard design,
akin to its balustrade base. The multiple use of these lighting
standards, together with that of smaller, round bollard tops
ties all the bridges together as one scheme with one surface
level.

As already noted in the master plan Ple¢nik gave con-
sideration to a curved colonnade to follow the line of the river
radius on the outside of the curve, a model of which was
actually constructed to ‘test’ the concept; and while the idea
was intellectually an extremely interesting development of the
market colonnade scheme, it would certainly have been one
of his less successful schemes. Perhaps the Miesian ‘less is
more’ dictat had already found a place in Ple¢nik’s thinking,
for the scheme was never carried out.

Having redesigned and reinforced the main river crossing
to form a civic space of considerable impact, with a strong
link between the old medieval town and the newer 18th and
19th-century development, Ple¢nik now set about taking ad-
vantage of this focal point to link through to the Market area.
To do this he used the line of the river to delineate an axial
shaft of open colonnading that leads the observer forward.
Commencing with a temple-like lodge, the colonnade runs
along the south-east bank of the river above an arched gallery
for some 100 metres before entering the side ‘wing’ of a
classical-style building—reminiscent of Agora colonnading—
that stretches on down the river, with a rusticated base at
river level and an arched, closed-in, single-storey arcade at
street-level. This ‘screen’ of classical arcading runs right along
to the Dragon bridge and is only broken centrally by a four-
column, pedimented opening that was again intended to act

Detail of street furniture along the Ljubljanica river

detail ‘The river sluice, ‘Pregrada’

as the arrival point for another bridge. This time the bridge
would have been an entrance of monumental scale to the
market area concealed beyond, springing, as it was intended
to, from the wide open grassed area on the north-western
bank opposite.

This backdrop, invoking feelings of the Agora, is viewed
from the opposite bank in its full, simple splendour, Ple¢nik
having taken the opportunity of the wide open area to present
a grand design, contrasting utterly with the character of the
embankment of the previous river section. Without the coun-
terpoint of the intended bridge, however, this backdrop takes
on a somewhat foreboding appearance, and the relief offered
by the Dragons Bridge details is quite a welcome contrast.

There is little evidence of Ple¢nik’s work in the section
below the Dragons Bridge until we reach his major contri-
bution; an out and out piece of engineering dressed up in all
the splendour of an architectural folly—the Pregrada Sluice-
gates, completed in 1944.

It was this sluice that finally made possible the control of
the river levels that was to give the greatest effect to Ple¢nik’s
entire scheme, and in the design we see a masterpiece of
classical inference. He has incorporated in a totally unified
piece of architecture, of extreme functional correctness, all
the allusions to representative style that could possibly be
included. The forms themselves are reminiscent of the great
Nile temples of Horus at Edfu or Arvum at Luxor—the large
stylised Acanthus leaves on each corner beneath the heavy
Tonic-style cornice—and the axial view of the side of the whole
structure through the ‘temple entrance’ doorway, with

detail
glimpses of the face of Aphrodite nestling between the rolls
of the over-large but well-proportioned Ionic column heads
on the downstream side of each tower, as if risen from the
water itself.

It is quite clear that Plecnik had taken on board all the
principles of thinking behind the ‘revolutionary’ activities of
the Modern Movement but his early training in craft skills,
and his obvious maturity of outlook by the 1920s, led rather
to a blend of traditional and classical elements with modern
principles that is only now beginning to be appreciated for its
erudite sophistication and human understanding. It is his clar-
ity of thought through the profusion of classical detailing that
places him above many of his ‘Beaux-Arts’ contemporaries
who had rejected the Modern Movement out of hand.

It is salutory to reflect on the work of contemporaries
throughout Europe in the 1920s and 1930s in the field of town
planning; Abercrombie, Unwin (and earlier, Patrick Geddes),
and wonder at the lack of international recognition for some-
one such as Ple¢nik whose sophistication in applying town
planning principles including Garden City concepts with clas-
sical designs to an established existing modern environment,
was so far ahead of its time.

Notes

1 Grzan-Butina, D, The Pattern of Modern Yugoslav Cities — a
Comparative Study of Physical Form and Spatial Structure in Zagreb and
Ljubljana (unpublished Ph D Thesis, June 1982, Joint Centre for Urban
Design, Oxford Polytechnic).

2 Musit, M. JoZe Ple¢nik, Ljubljana: Partizanska knjiga, 1980, p 14.

3 Grzan-Butina, D. Ljubljana: Master Plan and Spatial Structure (see p
29).

DAS SCHLOSS PREDIAMA IN CREIN XII STUND: VON

Karl Friedrich Schinkel, Das Schloss Prediama, 1803

Karl Friedrich Schinkel, Die groRe Hohle bei Corgniale in Krain, 1803

Castello Miramare

Schloss Miramar (italienisch Castello di Miramare) liegt auf einer Felsenklippe der
Bucht von Grignano an der Adria etwa fiinf Kilometer nordwestlich der italie-
nischen Hafenstadt Triest. Die Stadt Triest und ihre Umgebung kamen bereits
1335/1382 zur Habsburgermonarchie und blieben 6sterreichisch bis 1918.

Das Schloss wurde zwischen 1856 und 1860 fur Erzherzog Ferdinand Maximilian
von Osterreich, den Bruder Kaiser Franz Josephs I, und seine Gattin Charlotte von
Belgien erbaut. Architekt und Bauleiter war Carl Junker. Das Schloss und seine
Inneneinrichtung sowie die umliegende Parkanlage wurden entsprechend den
detaillierten Anweisungen und Vorstellungen des Erzherzogs erbaut und spiegeln
in vielen Bereichen die groRe Liebe Maximilians zum Meer wider. Der Name
Miramar oder Miramare beruht auf den italienischen Ausdriicken Mira (Ziel) und
Mare (Meer), bedeutet also in etwa Meeresziel,im Sinne von Das Ziel am Meer. Die
Innenausstattung wurde erst 1870, nach dem Tod Ferdinand Maximilians, fertigge-
stellt. Seit 1955 ist das Schloss als staatliches Museum fiir Besucher geoffnet.

Die Parkanlage des Schloss erstreckt sich tiber 22 Hektar auf einem urspriinglich
kargen Felsvorsprung. Erzherzog Ferdinand Maximilian wollte diesen kahlen
Felshiigel in einen Garten und botanische Versuchsanstalt verwandeln. Seinem
Wunsch zufolge sollte der Park vor allem ein Ort der Meditation werden, wo Natur
und Kunst eine harmonische Verbindung eingehen. Aus diesem Grund wurde
unter der Leitung der Hofgartner Josef Laube und Anton Jelinek ein Teil des Parks
als italienischer Garten, der andere als englische Parkanlage angelegt.

Im Park befindet sich das Castelletto (Schlésschen), das als Residenz des Paares
wahrend der Bauarbeiten am Schloss gedacht war und spater als Gartenhaus
genutzt wurde. Spater wurde es zu einem Gefangnis fiir Charlotte, nachdem sie
nach der Hinrichtung ihres Mannes in Mexiko den Verstand verloren hatte. Heute
befindet sich die Naturschutzorganisation WWF in den Raumen des Schldsschens.
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ANTONIO GUACCI
SANTUARIO DI MONTE GRISA
TRIEST, PROSECCO

1945 hatte Bischof Antonio Satin das Geliibde abgelegt, eine Kirche zu errichten, wenn
Triest von einer totalen Kriegszerstérung verschont bliebe. Erste Vorbereitungen zur
Umsetzung erfolgten durch Umberto Nordio, als Berater waren Adalberto Libera und
Luigi Moretti in den Planungsprozess involviert. Mit dem Bau begonnen wurde schlieBlich
nach Planen von Antonio Guacci. Dieser beschéftigte sich in seinem zeichnerischen

Werk immer wieder mit der Entwicklung ornamentaler Konzeptionen aus Kreisen, Drei-
ecken, Kugeln und Zylindern. Am Monte Grisa bot sich ihm die Gelegenheit, eine seiner
geometrischen ,,Utopien® tatséchlich zu bauen. Die ungewdhnliche Aufgabe und die
spektakulédre Lage auf der Hochebene des Karst mit Blick tiber das Meer erlaubten es
ihm, mit dem Entwurf ganz nah bei seinen gezeichneten Fantasieprojekten zu bleiben.

Notizen

Thus already in the 1980s the Graz scene
was complex and multi-faceted. Here, one
could say, was vibrant architectural life.
There was perhaps still some rebellion
against ‘academic modernism’ in so far as
it still existed, and one could also sense a
new rebellion against a new orthodoxy -
Post-modern Classicism - which was well
represented in Vienna but hardly got a
toe-hold in Graz. On the other hand,
‘expressive-plastic Brutalism' was surely
already long forgotten. The architects
caught within Graz's net were pursuing
so many directions from such different
points of origin, that apart from
identifying the movement with its
location, the term Grazer Schule could
mean little more than a celebration of
energy and a license to create.

If there is no definable ‘school’ then,
perhaps there were rather several
‘schools. We shall identify some later,
implicitly if not explicitly, but for the
whole phenomenon we shall use the term
New Graz Architecture. ‘New' because it
started - at least as a built phenomenon -
in the 1970s, became well established in
the 1980s, and is still going strong in the
late 1990s. This may seem a longish time
span, but buildings normally take several
years to be designed and built, so
architecture is a slow business, and
‘young architects' are usually almost
middle-aged. ‘Architecture’, because we
are concerned largely with buildings and
projects for buildings, but as we shall see,
there has been significant intercourse
with some other arts, in which Graz has
also hosted movements. ‘Graz', because
the movement centred on the city and
could never have happened without it.

At the same time it depended on ideas
from across the world, presenting in
microcosm and with some special bias

what was happening in architecture
internationally. Just what does and
what does not depend on the place is

a complex question, to which some
answers will be provided in due course.
Graz is Austria's second city. Cultural
movements have nearly always taken
place in cities, usually in fairly large
cities. Cities concentrate economic
activity, allowing the greatest
specialisation of labour and producing
potential patrons. But more importantly,
they bring together like-minded
specialists - writers, painters, poets,
architects - to exchange ideas and spark
off one another. As the great English
Arts and Crafts architect and teacher
W.R. Lethaby put it: ‘Drama, music,
architecture are not the result of chance
gusts of inspiration blowing where they
will, but they are necessarily produced
where a strong tide of life is flowing:'®
Discussion, debate and competition
between artists raise the quality of their
production and encourage innovation.
Greater numbers of educated spectators
increase the chance of exhibition,
publication and the receipt of
commissions, and more commissions
breed more publicity and further
interest. Cities can nurture this kind

of virtuous circle.

Capital cities, as the largest and most
economically powerful, tend to be the
centres of national culture, but they are
also the main guardians of collective
memory, with the largest museums and
the most jealously guarded traditions:
Vienna is a typical case. Because they
play this role, their official arts
institutions tend to be conservative, and
avant-garde energy has to be channelled
into rival secessionist organisations,
until these grow to be part of the

establishment and are in their turn
challenged. Capital cities - especially
those as large as London, New York, or
Tokyo - can also seem so anonymous
that it is difficult to get a foothald,
difficult for an artist to feel that he or
she has much effect beyond a narrow
circle. Second cities are less oppressive,
though by definition they are also more
provincial. Perhaps the most vibrant in
Europe is Barcelona, which now
artistically far outstrips the more
conservative Madrid. Milan and Turin
have hosted movements in competition
with Rome. Looking to my own country,
Birmingham is perhaps too near London,
but Manchester and Liverpool have had
their moments. Most impressive though,
and with real international impact, was
turn of the century Glasgow. Glasgow
and Barcelona share with Graz the
advantage of being regional centres with
their own distinct cultures and traditions.
It can be argued that such cities provide
a local well-fertilised bed in which
international seeds can grow and cross-
fertilise one another. This is perhaps more
often the case with supposedly regionalist
movements than one might expect.
Gaudi seems quintessentially Catalan, for
example, until one compares him with
his international contemporaries and
considers the pervasive influence of
Viollet le Duc. Mackintosh, now almost
patron-saint of Glasgow, could never have
created as he did without the examples of
Webb, Morris and Lethaby, and his great
reputation depends, surely, on his
discovery by the Vienna Secession. Ideas,
at least since the nineteenth century,
have spread fast and wide.

Haus Plecnik

The house was bought by the Ple¢nik brothers
Andrej, JoZe and Janez in 1915, to help their sis-
ter and to have a home of their own. Ple¢nik first
remodeled it in 1924 by adding a circular shaped
tower with an unusual saddieback roof. As the
sister did not move in, he designed the addition
with two separate apartments for his two single
brothers. But at the end of the day, he remained
alone in the house. He did not mind as he had al-
ways wished to live away from the petit bourgeois
environment. Although he would have preferred
a richer execution with stone pillars, he could not
afford it. He was forced to accept a less expensive
realization and to use donated building elements.
In 1926 he used the remaining concrete slabs
from the Bezigrad Stadium to pave the entry to
the annex which he covered with inexpensive
roof to avoid cleaning snow in winter. On the en-
try porch he used windows he got for free. In
1927, and in 1929/30 he added a winter garden
where he used two columns that were removed
from the site of the Credit Bank of Celje. In the
1930s he rebuilt the facade and decorated it with
architectural fragments. Most of the furniture
was made in 1927/28. A very interesting room on
the first floor designed for brother Andrej is pan-
eled with wood and the bed is built between two

triangular closets. After his brother's death in
1931, he started to adapt the house for his use
only and designed a smaller reception room on
the ground floor. Little by little he laid out the
garden where, among other things, he put a col-
umn from the Cobbler’s Bridge (Cevljarski most -
see no. 32) and a bee-hive. He left most of his
land as open fields to his neighbors. For this rea-
son his garden was not fenced and preserved a
country character. The only exception was an
area near the house where he built a rock garden
and cultivated, with a great care, different decora-
tive plants.

He approached the remodeling of his house with
his typical spirit of research and asceticism. He
experimented with different combinations of ma-
terials and their construction processing. In addi-
tion, he used building elements as well as proto-
types from his other projects. He also developed
a number of alternate designs for furniture. With
time, the house was full of models and small de-
signed objects which indicates the fact that Ple-
¢nik tested his ideas. After his death in 1957, his
nephew, Karel Matkovic, inherited the house and
the furniture and donated it to the Citv of Liu-
bljana. Since 1972, it has housed the Architec-
tural Museum of Ljubljana.

Nationalbibliothek Ljubljana
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Karst

Karst, (serbokroatisch) steiniger Boden, von dem gleichnamigen Gebirge
an der slowenischen Adria ( Abb.) Gbertragener Begriff, der die Ge-
samtheit der durch Korrosion an l6slichen Gesteinen hervorgebrachten
Formen umfal3t (Karstformen). Zur Verkarstung neigende Gesteine sind
vor allem Carbonatgesteine (insbesondere Kalkstein) und Salzgesteine.
Voraussetzung fiir die Korrosion ist die Anwesenheit von Wasser (H,0)
und Kohlendioxid (CO,), die zusammen Kohlensaure (H,CO,) bilden. Bei
der folgenden Carbonat- oder Kohlensaureverwitterung bilden sich

die leichter 16slichen Hydrogencarbonate (z.B. Ca(HCO,),), die dann in
Wasser dissoziieren:

CaCO+H,CO, <-> Ca(HCOS)2<—> Ca**+2 HCO,

Die Loslichkeit der Carbonate steigt mit zunehmendem CO -Partialdruck
und mit abnehmender Wassertemperatur. Besonders intensive Losungs-
vorgange konnen infolge der Mischungskorrosion entstehen, wenn sich
Wasser mit unterschiedlichen Kohlensauregehalten mischen. Zu den
Karsterscheinungen gehdren a) die Reliefformen an der Oberflache (z.B.
Karren, Dolinen, Poljen), b) unterirdische Losungsformen (Hohlen, Schlot-
ten), ¢) Ausfallungsbildungen (Sinterkrusten, Tropfstein) und d) eine
Hydrographie, die grof3teils durch unterirdische Entwasserung gekenn-
zeichnet ist (Karsthydrographie). So kann in Karstgebieten ein Gerinne in
einer Hohle oder FluRBschwinde versickern, sich unterirdisch fortsetzen
und als Karstquelle wieder an die Oberflache gelangen. Je nach Auspra-
gung des Karstes, die aufgrund der geologischen, geomorphologischen
und klimatischen Rahmenbedingungen sehr unterschiedlich sein kann,
werden zahlreiche Karsttypen unterschieden. Als klassischer Karst gilt
der mediterrane Karst, der von Hohlformen ohne oberirdischen Abfluf,
wie z.B. Dolinen und Poljen gepragt ist. Bekanntestes Beispiel ist der
dinarische Karst im ehemaligen Jugoslawien. Fiir die Karstgebiete der
feuchtwarmen Tropen sind hingegen Vollformen wie Kuppen, Kegel

und Turme charakteristisch. Gebiete mit Kuppen- oder Kegelkarst der
Tropen wirken daher geradezu wie die Umkehr des Dolinenkarstes.

Die genannten Formen bilden dabei eine echte genetische Reihe, bei

der die Kuppen die Initialformen der Karstkegel und den sich daraus
entwickelnden Karsttirmen darstellen. Die Griinde fur die intensiveren
Losungsvorgange, die in feuchttropischen Klimaten zu diesen Formen
flhren, sind hohere Temperaturen, grolRere Niederschlagsmengen und
Kohlendioxidgehalte sowie Sauren, die infolge der schnellen Zersetzung
organischer Substanzen entstehen. Eine Gleichstellung von Kegelkarst
mit Tropenkarst ware jedoch irrefiihrend, da auch in tropischen Breiten
von Dolinen und Karren gepragte Karstgebiete vorhanden sind .
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Palmanova

The humanist theorists of the ideal city designed numerous planned
cities that look intriguing on paper but were not especially successful
as livable spaces. Along the northeastern frontier of their mainland
empire, the Venetians began to build in 1593 the best example of a Re-
naissance planned town: Palmanova, a fortress city designed to defend
against attacks from the Ottomans in Bosnia. Built ex nihilo according
to humanist and military specifications, Palmanova was supposed to be
inhabited by self-sustaining merchants, craftsmen, and farmers. How-
ever, despite the pristine conditions and elegant layout of the new city,
no one chose to move there, and by 1622 Venice was forced to pardon
criminals and offer them free building lots and materials if they would
agree to settle the town.

La Rotonda
Andrea Palladio, 1567-1591
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Carlvon Linné, Lapplandreise, 1732

Unbertihrte Naturraume gibt es heute kaum mehr. Die real existierenden Landschaftsraume sind
das Resultat menschlicher Eingriffe - es sind Landschaften, an denen Spuren von Gestaltung und
Umgestaltung wie Sedimentsschichten abgelesen werden konnen. Die Dichotomie von Stadt und
Landschaft ist obsolet geworden, die Landschaft ist urbanisiert. Der Seminarwochenzyklus der Pro-
fessur Vogt nimmt daher die ,Urbanitat der Landschaft’ zum Leitthema.

Innerhalb der ,Urbanitat der Landschaft® wird zwischen drei Typen unterschieden, die als Versuch
verstanden werden, dieses komplexe und symbiotische Verhaltnis von Landschaft und Stadt zu
strukturieren: Die Landschaft als Umgebung der Stadt, die Landschaft als Enklave der Stadt und die
Landschaft als Kolonie der Stadt.

Notizen

Graz - Ljubljana - Postojna - Lipica - Trieste - Miramare- Vicenza - Palmanova - Venedig

Ljubljana: The River Sequence

Richard M Andrews

The major contribution by JoZe Ple¢nik to the transformation
and revitalisation of Ljubljana into a regional capital reflecting
the new-found independence of the Yugoslav nation in the
1920s came in the work that he designed, and partially carried
out for the Ljubljanica river, the major physical barrier mean-
dering through the city.

Ple¢nik’s proposals evolved from his concept of the river

" as the backbone of the city in his master plan of 1926-8. In

the implementation of the various elements of the river
scheme, commenced in 1931, not only can be seen aspects of
his wide-ranging talents as an architect and designer of form
and landscape but also his considerable perception .and un-
derstanding of the historical roots of the city’s urban form,
together with a complete mastery of the contributory elements
required by an urban designer planning for the 20th century.

Ple¢nik’s ability to take different design elements at all
scales and combine them, with an acute aesthetic sensibility
and even humour, complemented by a firm grasp of the prac-
tical requirements of a scheme of river control on such a scale,
belies his humble craftsman origins. It is quite clear that his
commitment to designing primarily for people and their
involvement in the urban fabric as a series of functioning
‘places’, had grown both from his craftsman’s knowledge of
the fundamental intimacies of life and from an overall under-
standing of the increasing complexities of civilised urban exist-
ence. This latter aspect is evidence of his contact with the
founders of the Modern Movement and he must have been
considerably exercised intellectually during his time in
Vienna.

In order to gain a full insight into the wealth of Ple¢nik’s
abilities, it is essential to consider the river scheme in all its
detail; for the changing patterns incorporated into the scheme
for the two waterways, the Ljubljanica river and its tributary
the Gradastica, are composed of a multitude of different
elements, each contributing to the hierarchy of the overall
design. Patterns are created that gradually evolve in a pro-
gression of experiences to encourage and challenge the indi-
vidual to further explore his urban surroundings.

For the purpose of interpreting Ple¢nik’s works it is im-
portant to appreciate the historical context of Ljubljana’s
development, based on the two rivers: indeed it is quite evi-
dent that it was Ple¢nik’s own understanding and respect for
historical and evolutionary antecedents that guided him both
in his overall scheme and in the execution of the detail.

The Ljubljanica river has, throughout history, played an
important role in the development of the city. It was the
p of an easily defended crossing point in the shadow
of the steep hill, where the castle now stands, that led to the
development of the medieval town at the base of the hill,
strung out along the wide muddy banks of the Ljubljanica
river in its original natural form.

The river performed a number of functions; as a regional
transport route, as part of the growing town’s defensive
system, and even as a considerable food source, as the early

establishment of a ‘suburb’ of 16th-century fishermen’s cot-
tages at Krakovo and, later, Trnovo, bears witness. However,
the river’s erratic nature and the seasonal variations in its
water level led to attempts in the 18th century to find a
permanent solution to the occasional flooding of the areas to
the north and west of the river and a relief channel, the
Gruber channel, was cut in the valley to the east of the castle
hill, thus partially relieving the flood threat to the post-
medieval town.

As the river declined in importance as a defensive barrier,
a more permanent crossing was established at St Mary’s (Hos-
pital Street) with a stone bridge by Francisco Camolo in 1841.
Prior to this the river crossings both at St Mary’s and at Pod
Trano (Shoemakers Bridge), had been wooden structures,
while other crossings further upstream had been made by
ferry or ‘pontoon-barge’. The Ljubljanica river had therefore
presented a considerable barrier to the development of the
city and it was not until after the earthquake of 1895 that the
opportunity was actually taken to completely revise the char-
acter of the river embankments and look at new locations for
permanent river crossings.

The need to restructure the banks of the river was given
a high priority (Camillo Sitte’s plan of 1895) together with the
general need to improve its environmental conditions; and by
1913 a start had been made on reconstruction of the river
banks to the designs of Alfred Keller. These were plain stone
embankments that ensured containment but in merely
reinforcing the ‘barrier’ effect, did nothing for the aesthetic
potential of the river. Prior to this, in 1901, the first reinforced
concrete bridge in Ljubljana (and in Yugoslavia) had been
erected to the north of the contemporary market area in the
old town, linking the new, expanding areas of Ljubljana,
towards the railway, with the old town east of the river.
Dragons Bridge, as this became known, was by an unrecorded
Viennese designer and shows a strong Art Nouveau influence,
typical of the time, but owing nothing to any local traditions.

The problems of control of the river persisted however
and, while Keller’s simple engineering solution to the con-
solidation of the banks was under way in 1913, the local
Building Control Office (Mestni Urad) had been preparing
proposals to ‘clean up’ and ‘improve’ the tributary river, the
Gradasgica, that ran between the two suburban areas of
Trnovo and Krakovo. This small meandering river, barely
more than a stream in summer was to have its natural char-
acter completely removed in the cause of good engineering
principles and also to fit in with Camillo Sitte’s earlier master
plan with its rectilinear grid layout of suburban areas yet to
be developed to the west. The channel was to be straightened
and new steep banks were proposed. Ple¢nik, still in Prague,
heard of this proposal and was horrified at its insensitivity. In
writing to his brother Andrej in 1914 he stated: ‘The water
should be left alone and the whole area should be converted
into a pleasant park in which, and in the vicinity of which,
residential villas should be built—I cannot imagine anything

The river scheme plan

more beautiful”™.

Thus it can be seen that Ple¢nik retained his intense
interest in his hometown even while developing as a successful
architect in Vienna and Prague, and when, at the age of 48,
he was offered the position of Head of the Architecture De-
partment at the Technical Faculty of the new University of
Ljubljana, in 1920, he moved back to Ljubljana where he was
to live for the rest of his life.

The headship of the Department of Architecture implied
de facto the post of city architect and this was to give him the
opportunity he needed to develop his urban design ideas,
based particularly around the two rivers.

The simplest approach to a study of the river scheme is
to follow the route of the scheme along the tributary to the
main river and then downstream, passing St Jacob’s Bridge,
Shoemaker’s Bridge, Three Bridges and the Colonnade at the
market place until the terminal point of Ple¢nik’s design—the
river sluice, Pregrada. In this way the scheme can be perceived
as a unity, with its five distinct sections, each with their own
character.

These five sections can be analysed as follows:—

1 The Gradastica tributary was designed to be a ‘natural’
countrified linear park running between the two areas of hous-
ing (both traditional and contemporary suburban) with a
strong emphasis on the maintenance of a haphazard rural
character designed to invoke and enh the peaceful aspects

New Market, 16th-century drawing of Ljubljana (Mestni Muzej, Ljubljana)

of such a residential area, with shrubs and trees and random
planting.

2 The broad, gently sweeping banks of the main river at the
point where the tributary joins it; here the river is open with
wide grassy banks lined by mature trees, a stretch of rural
tranquillity that slowly changes to a more urban environment
south of St Jacob’s Bridge.

3 As the river enters the inner section of the city there is a
further change of character, reinforced by Ple¢nik’s scheme,
to more constrained and urban surroundings, with well
worked out, multi-level, embankments and a narrower,
deeper, channel. This section runs from St Jacob’s Bridge
through to the ‘centre of gravity’ of the city at Three Bridges,
Ple¢nik’s tour de force of urban design.

4 The section from Three Bridges to Dragons Bridge takes
on yet another character. Here, each bank of the river is
treated quite differently—on the north-west bank the original
medieval gardens sloping gently to the river have been built
up to form a wide open promenade (St Peter’s St—now Pet-
kovskovo nabrezje) overlooking the river, while on the op-
posite bank, the backdrop of classical colonnading screens
and encloses the market place.

§ The final stretch of river embankment, from Dragons
Bridge to the Pregrada sluice gates, remains relatively unfin-
ished. The utilitarian character of the earlier designs of Alfred
Keller’s embankments can still be seen in all their uneventful
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CARLO CELLI, LUCIANO CELLI, DARIO TOGNON
WOHNQUARTIER ROZZOL MELARA
TRIEST, VIA PASTEUR

Die Megastruktur aus Sozialwohnungen wurde von 29 Triestiner Architekten unter Leitung
des Studios Celli & Tognon geplant. Das stark geneigte Geldnde wurde weitgehend
unverandert belassen, der Wohnbau ruht auf wuchtigen Pfeilern. Es gibt somit kein Erd-
geschoss und die Eingangsebenen befinden sich bei beiden Bauteilen hoch tiber dem
Boden in einer Art Briickenkonstruktion. Diese dient jeweils als Verteilergeschoss mit
Zugéngen zu den Stiegenh&dusern und als Promenade mit Geschaften und Gemeinschafts-
raumen. Beim oberen Bauteil fihrt sie — zur Halfte im Gebaude, zur Halfte am Dach des
unteren Blocks - rund um das Geviert. Die Promenade im unteren Bauteil ist mit einer
gedeckten Briicke verbunden, die den Innenhof quert [296]. An diese internen StraRen
sind 40 Stiegenaufgénge mit konventioneller Zweispanner-ErschlieBung angebunden.

Scuola Media Caprin / San Sabba

Renzo Agosto, Giorgio Grassi, Aldo
Rossi, Francesco Tentori (1968/69)

Das steil ansteigende Grundstiick der Gemeinde Triest wird von der Salita di
Zugnano (durchschnittliche Steigung 13%) in zwei Bereiche geteilt, wobei nur der
obere, stidliche Abschnitt verbaubar war. Der Schulkomplex, orientiert sich so weit
als méglich nach innen und schlief3t den Blick nach Norden liber den darunterlie-
genden Friedhof aus.

Nach auRen definiert sich der Bau wie eine Stadtmauer, hinter der sich die
longitudinalen ErschlieBungen erstrecken. Diese versorgen zwei Baukorper mit
je12Klassen + 3 Sonderunterrichtsraumen, die gegeneinander in Anpassung an
das Gelande um eine Stockwerkshohe versetzt sind. Die Unterrichtsraume sind
allesamt nach Osten in Richtung Meer orientiert. Von der Nutzung eines der
Innenhdéfe als Amphitheater muRte aus wirtschaftliche Griinden Abstand genom-
men werden, realisiert wurden hingegen ein groBer Hérsaal und ein als eigener
Baukdrper ausgebildeter Turnsaal, der auch auf eine auBerschulische Nutzung hin
konzipiert wurde.

Renzo Agosto beschreibt die Entwurfs-Zusammenarbeit mit einem Zitat Rossis:
die Fassade fiir mich, und Dir der Rest”.

Die Schule ist eine Halbtags-Hauptschule und wurde sehr eilig noch vor der
definitiven Fertigstellung besiedelt: die Bevolkerung des Quartiers nahm in den
6oer durch intensive Bebauung und die Errichtung von mehreren naheliegenden
Komplexen des sozialen Wohnbaus stark zu.

SCUOLA MEDIA SAN SABBA TRIESTE

Biennnale 2015: All the World’s Futures
by Okwui Enwezor

AKlee painting named Angelus Novus shows an angel looking as though he is
about to move away from something he is fixedly contemplating. His eyes are
staring, his mouth is open, his wings are spread. This is how one pictures the angel
of history. His face is turned toward the past. Where we perceive a chain of events,
he sees one single catastrophe which keeps piling wreckage upon wreckage

and hurls it in front of his feet. The angel would like to stay, awaken the dead,

and make whole what has been smashed. But a storm is blowing from Paradise;

it has got caught in his wings with such violence that the angel can no longer
close them.The storm irresistibly propels him into the future to which his back is
turned, while the pile of debris before him grows skyward. This storm is what we
call progress.

Walter Benjamin, Theses on the Philosophy of History

The State of Things

In May 2015, one hundred and twenty years after its first art exhibition, the
International Art Exhibition of la Biennale di Venezia will unfold once again in the
Giardini, the historical grounds where the first event took place in 1895. When
that first exhibition was inaugurated there were no national pavilions. The only
permanent exhibition building that existed at the time was the sepulchral struc-
ture of the Central Pavilion, with its neo-classical columns and towering winged
victory perched atop the pediment. National pavilions would arrive twelve years
later with the Belgian Pavilion in 1907, followed by several others in successive
years to where it stands today at nearly ninety five pavilions. The expansion of the
pavilions in the Giardini to thirty exhibition buildings designed in various architec-
tural styles, and the overspill of those pavilions unable to secure a plot in the
Giardini proper into different areas of the city and the Arsenale area, testify to the
unquestionable allure of this most anachronistic of exhibition models dedicated
to national representation. Adjacent to the bourgeoning national pavilions is the
non-national international exhibition in the Giardini and Arsenale.

Since its first edition in 1895, the visual art exhibition of la Biennale di Venezia has
existed at the confluence of many socio-political changes and radical historical
ruptures across the fields of art, culture, politics, technology, and economics. Foun-
ded in 1893, the institution of la Biennale di Venezia arrived on the world stage at
a significant historic period, at a point when forces of industrial modernity, capital,
emergent technologies, urbanization, and colonial regimes were remaking the
global map and rewriting the rules of sovereignty. Accompanying these develop-
ments were several mass movements: from workers’ to women’s movements;
anti-colonial to civil rights movements, etc

One hundred years after the first shots of the First World War were fired in 1914,
and seventy-five years after the beginning of the Second World War in 1939, the
global landscape again lies shattered and in disarray, scarred by violent turmoil,
panicked by specters of economic crisis and viral pandemonium, secessionist poli-
tics and a humanitarian catastrophe on the high seas, deserts, and borderlands, as
immigrants, refugees, and desperate peoples seek refuge in seemingly calmer and
prosperous lands. Everywhere one turns new crisis, uncertainty, and deepening
insecurity across all regions of the world seem to leap into view.

Surveying these epic events from the vantage point of the current disquiet that
pervades our time, one feels as if summoned by Paul Klee's painting Angelus
Novus. Thanks to the philosopher and cultural critic Walter Benjamin who bought
the work in 1921, the painting has acquired a kind of cult status of clairvoyance
beyond its actual representation. Benjamin saw in Klee's picture what in fact, was
not registered nor even painted in it. Instead he read Angelus Novus allegorically,
seeing the picture with clear historical eyes, while facing another catastrophe
unfolding in Europe at a time of immense crisis. By excavating the painting as
the very reality unfolding before him, with the state of the world he knew being
dismantled right before his very own eyes, Benjamin compels us to revision the
representational capacity of art. His novel interpretation of the animated stick
figure standing in the middle of Klee’s composition, with shocked expression in
its eyes, as the “angel of history,” at whose feet the wreckage of modern destruc-
tion reaches new summits, remains a vivid image. If not necessarily for what the
picture actually contains and the image it registers, but for the way Benjamin
brought a focus to how the work of art can challenge us to see much further and
beyond the prosaic appearance of things.

The ruptures that surround and abound around every corner of the global lands-
cape today recall the evanescent debris of previous catastrophes piled at the feet
of the angel of history in Angelus Novus. How can the current disquiet of our time
be properly grasped, made comprehensible, examined, and articulated? Over the
course of the last two centuries the radical changes — from industrial to post-
industrial modernity; technological to digital modernity; mass migration to mass
mobility, environmental disasters and genocidal conflicts, chaos and promise —
have made fascinating subject matter for artists, writers, filmmakers, performers,
composers, musicians, etc.

This situation is no less palpable today. It is with this recognition that in 2015, the
56th International Exhibition of la Biennale di Venezia proposes All the World's
Futures a project devoted to a fresh appraisal of the relationship of art and artists
to the current state of things.

Verdoppelnde Uberschneidung - die Grazer Zwillingswendeltreppe

Nicht zufallig findet man in Konrad Wachsmann's Buch “Wendepunkt im Bauen® (1) die Gra-
zer Doppelwendeltreppe in der Burg unter einer Reihe ausgesuchter Bauten, die eine neue
strukturelle Auffassung des Bauens im 20. Jahrhundert dokumentieren. Sie ist die Mutter der
Grazer Treppen. Bei aller gotischen Steinmetz-Meisterschaft rickt nicht die rein konstruktive
Leistung ins Blickfeld, sondern die Wahrnehmung eines Raumerlebnisses, das den Men-
schen in den Mittelpunkt stellt. Er ist es, der im Begehen der Treppe den begrenzten Raum
Uberschreitet und vom ,Zauberwerk” berthrt wird. Ein SchlUsselwerk der Architektur spricht
zu uns. Inwiefern ist die Doppelwendeltreppe ein ,Kind der Stadt”, das viel vom Geist dieser
Stadt vermittelt, dartiber hinaus aber die Augen fur eine neue Sicht von Architektur 6ffnet, die
fahig ist neue Gestalt anzunehmen ? Zun&chst irritiert sie mit ihrem Standort in der Burg, die
sich der interessierte Stadtbesucher irgendwo ,,oben* vorstellt. Mitnichten, denn diese drangt
sich zwischen Dom, Mausoleum, alter Universitat und Stadtmauer in das Stadtgeflige, wohl an
einem erhohten Standort gegenlber dem Stadtzentrum mit Hauptplatz, aber keinesfalls signi-
fikant herausgehoben. Der Treppenturm wiederum zieht sich zurlick an die Hinterseite des 1.
Burghofes und tritt nach auBen so unspektakulér hervor, dass man bei einer Burgbesichtigung
geradezu verflhrt wird daran voriberzugehen. Wenn nicht, dann nur deshalb, weil ein Fthrer
auf die vielgedeutete Signatur AEIOU hinweist, die im anschlieBenden Torbogen eingemeis-
selt ist (austria erit in orbe ultima ? - auch eine ungeldste Frage). Kaiser Friedrichs Il ideelle
Prasenz lasst den Schritt anhalten, um den Turm zur linken Hand durch eine schmale Tur

zu betreten. Dann aber erschlieft sich das Innere des schmalen Turmes in Uberraschender
Weise: die Treppe kommt einem entgegen, sie zieht heran, lockt hinauf, bietet einen Antritt an,
verschleiert das Raumbild im partiellen Blick auf wenige Stufen, reit das Auge in ihrer Vertika-
litdt hinauf an der gekrimmten Umfassungsmauer und kommt zugleich mit ihrem gerundeten
Krammling der tastenden Hand entgegen. Unversehens wird man von der ratselhaften Form,
die sich vornehmlich an der Unterseite des Treppenlaufes abzeichnet, erfasst und emporge-
zogen, muB sich dem Sog des Raumes wie in einer Stromschnelle ergeben. Anatol Ginelli (2)
beschreibt in einem Text ,Verdoppelnde Uberschneidung” die Treppe (Zwillingswendeltreppe,
gedoppelte Wendelstiege) einsichtig: ,Zwei je zu einer Wendeltreppe gehoérende Treppen-
laufe, von einem Antritt ausgehend, laufen nach links und nach rechts, einander entgegen-
gesetzt, sie treffen sich héher in der Mitte zwischen den beiden Spindeln, vereinigen sich

hier und gehen dann, héhersteigend, wieder auseinander. Die Einlaufigkeit wechselt mit der
Zweilaufigkeit. Den Grundriss kénnen wir mit der Form einer Acht vergleichen: der Benutzer
kann links- und/oder rechtsherum die Stiege begehen, er kann unterwegs von einem Treppen-
lauf zum andern wechseln. Kurz, zwei Wendeltreppen berthren, Uberschneiden sich, wachsen
zu einer Zwillingstreppe zusammen.*

Development along the Ljubljanica river in 1895 after the carthquake
(NUK Photodocumentation Archives)

dullness, serving merely to heighten the muted scholarly hu-
mour of Ple¢nik’s Egyptian allusion, at the terminal point of
his scheme, the Pregrada sluice itself.

In preparing his final master plan proposals in 1928, Ple¢-
nik had obviously stressed the importance of this river scheme
for the transformation of relationships within the city. In order
to emphasise the fundamental change in the character of the
river’s function through the city, he had proposed a total of
nine bridges over the Ljubljanica river, with a further four
over the Gradastica river, and two more over the Gruber
channel. Of these only three were actually built to Ple¢niks
design—The Three Bridges (1931), Trnovo Bridge (1932),
and Shoemakers Bridge (1932).

Although there is ample evidence remaining of the inten-
tion to construct the other completely new bridges, those
actually built either replaced existing crossings (usually
wooden) or merely improved on them. To use the word
‘merely’ is an injustice, however, as the fundamental trans-
formations wrought by Pletnik’s re-working of the bridge at
St Marys, and also at Trnovo, transform these river crossings
to a level of sophistication of design that is far above that of
simple, good bridge building. In each case the existing bridge
is increased in width and form to create a composite of ele-
ments in the spatial experience at the crossing point.

To explore this in depth we should return to the Trnovo

Figay it o

Liubljanica river banks

Ljubljanica river banks in the areas of Novi Trg and Mesto

bridge which in its earlier simple form connected the Krakovo
residential area with the newer area of Trnovo, from Emonska
Street to the front of Trnovo Church. Ple¢nik transformed
this small bridge by using urban design elements to create a
paradox of ideas and spatial control; from the axial approach
to the church on one hand, and, on the other, from the views
along the Gradasgica river itself.

Approaching along Emonska Street from Krakovo, the
church appears majestic beyond a rectangular space in the
foreground, of the same proportions as the church, and with
controlling lines running back toward the church in the form
of two rows of silver birch trees forming a short axial
colonnade. These are reinforced by the low walls (actually the
balustrading of the bridge itself) which on each side start and
finish with a tall stone pyramid atop a base plinth, a motif
used frequently by Plegnik, which in this case reflects aspects
of the twin towers of the church. Because the road and foot-
path surfaces remain wide and quite flat, there is no suggestion
that the bridge is in fact a bridge from this angle. The balus-
trading merely controls the dimension of the space, and the
tree colonnade actually growing on the bridge further conceals
the true purpose of the space.

If we cross this area and turn to the east, to follow the
Gradas¢ica river downstream, we are now faced with a narrow
but lush linear park with apparently random tree planting,

predominantly composed of weeping willows interspersed be-
tween the giant mature horsechestnut trees. These trees had
existed as a delineation of the river for some time before
Ple¢nik’s scheme was implemented, and he has cleverly inter-
woven the weeping willows to reinforce the screening effect
provided by the trees along the course of the river. Occasional
paths and steps lead down to the lower levels of the river
banks, the whole river channel forming a shallow ‘V’ with a
deepened flat bottom. This device is used here and on other
parts of the Ljubljanica river by Ple¢nik to provide the sharp
increase in the width of the channel and capacity that is
necessary as and when flood waters cause the river level to
rise. The rustic character of the route of the river is constantly
reinforced with the use of little stone walls, balustrading and
steps, forming widened areas. The bed of the river itself is
paved to provide a clean clear channel for the water which,
when the level is extremely low in summer, serves as an
additional footpath, screened from the roads on either side of
the river banks above. Looking back towards the bridge, the
complete contrast that this bridge design presents is revealed.
Suddenly the bridge is there in all senses—its elegant arch
forms a graceful curve over the river, and the apparent light-
ness of the bridge, created by the view through the arch, is
reinforced by the tensions created in the design of the balus-
trading with the vase-like elements, and needle pinnacle with
its plinth standing free and projecting at the crown of the
curve. Grace and softness is reiterated on the bridge itself by
the female goddess statue that is centred on the balustrading
on the opposite side of the bridge.

There is one other minor footbridge that has subsequently
been erected across the Graditica river, nearer to the junc-
tion with the Ljubljanica river, this being a functional but
traditional rural form albeit in reinforced concrete.

At the point where the Gradastica river joins the main
Ljubljanica river, the character changes to a wide, lazy river
with shallow sloping banks. At this point on the curve of the
river, the west bank has been terraced in stone beneath large
weeping willows, emphasising the relaxed tranquillity of the
scene.

Downstream some distance we meet the first of the main
river bridges at St Jacobs added to by Ple¢nik carrying the
main road out of Ljubljana to the south-east. This functional
link is given no special structural treatment, the only decor-
ative features being the square tapering pillars with stone balls
on top delineating the ends of the bridge.

From this point on, the river becomes deeper and nar-
rower as the open rural character is deliberately changed to
reduce the effect of the river as a visual as well as a physical
barrier. The embankments become carefully designed multi-
level elements, with occasional flights of steps down to the
waters” edge for boat landings etc. At this stage the major
design principle attempts to reconcile two conflicting aims.
On the one hand there is the desire to provide sites for new
physical links across the river, while on the other to play down
the river’s status to enhance the visual links and remove the
‘barrier’ effect created by the two banks.

This is achieved, mainly by ensuring that the normal
depth of the river surface runs well below street level, creating
an almost Venetian canal effect, and also by the introduction
of a strong vertical emphasis in each element of the embank-
ment, further broken up by the extremely careful positioning
of planting and trees. Much is made of the created potential
for plants to drape and hang down along the banks, and it is
only necessary to contrast the appearance in winter with that
in summer to appreciate the contribution made by the foliage
and greenery.

Thus the river now becomes the basis for a backdrop of
hanging foliage interspersed with little projecting observation
stages; the balustrading and parapets are alternatively solid
and heavy in stone, or light and open with thin railings.

In addition, the construction of these new embankments
has made the river narrower with a corresponding increase in
width of the roadways on either side even in places where
none previously existed. The roadway on both sides has been
raised to the same level as the ground floor equivalent in all
the buildings with frontages onto the river. This in turn has
further reinforced the visual links across the river and created
ideal conditions for the design of the next bridge down-
stream—the Shoemakers Bridge. This bridge surely provides
the basic pattern for all the other proposed bridges that were
not completed in Ple¢nik’s lifetime.

Shoemakers Bridge is a masterpiece of understatement
as a bridge and has, again, two distinct characters dependent
on the observers’ viewpoint. Firstly looking along the river,
the bridge appears as a shallow beam lying across the river,
simply supported at each end and in the centre by a slim
diaphragm-like upright support. The effect is of total trans-
parency and light—a plank thrown across the river to com-
plete the expected link. The position of the bridge is
delineated by the freestanding columns, six on each side, that
are elements in the parapet balustrading of the bridge.

The second, but equally important and contrasting design
characteristic is created by increasing the width of the bridge
itself to the extent that the Shoemakers Bridge is a double
square on plan. The effect of this is similar to the effect
created on Trnovo Bridge where the plan is a single square.
The width of Shoemakers Bridge, together with the detail of
the parapets, the columns and the surface treatment under-
foot, has created the effect of a small urban square, an effect
deliberately heightened by the careful positioning giving em-
phasis to the historical setback of the facades of the buildings
on both sides of the river. This of course is no accident as the
original Shoemakers Bridge, a wooden structure, had these
‘terminal’ riverbank areas at each end.

Ple¢nik’s design creates a refined area of great definition,
ideal for the intended pedestrianised zone which it has now
become; and the columns—a form of simplified freestanding
Corinthian order with somewhat over-emphasised entasis, and
splayed single acanthus leaf capitals each providing a base for
a small stone sphere—act as the strong delineating factor for
the definition of the ‘square’ on the sides facing the river in
each direction.

The third section of the river scheme, downstream from
Shoemakers Bridge, continues the character established just
above it; that of a deep-sided, canal-like channel with even
more lush planting overhanging the river and a series of varied
parapet treatments with several projecting positions obviously
set out for future bridges. At a lower level, riverside galleries
are introduced, with appropriate steps down to serve them.

In addition to this lower level of open galleries and, closer
to Three Bridges, arcaded galleries, Ple¢nik took care not to
ignore the need to ‘finish off’ the most significant streets and
alleys that approach the river at right angles. At the opening
through from Congress Square on the west bank, a simple set
of steps running down alongside the Theatre is punctuated
with a single freestanding fluted ‘folly’ column with reverse
entasis and two lamps ‘drooping’ from the exaggerated
Tonic-style capital, supporting nothing. The next street open-
ing through from the square is treated with a much more
grandiose set of ceremonial steps with promenade galleries to
each side. Again we find a single, central, tapering light
column, this time at the base of the steps with a more con-

Bohinj

Nur wenige Gebiete in den Alpen kénnen eine so vielféltige Pflanzenwelt aufweisen wie
Bohinj! Auf einem verhéaltnisméBig kleinen geografischen Raum gibt es sehr verschiedene
Hohenzonen bis zu den héchsten Gipfeln hinauf, die weit Gber die Waldgrenze hinausreichen;
weite Walder, Wiesen, Bergwiesen ... und verschiedenartige Feuchtgebiete - vom Ufer des
Bohinjer Sees bis zu den Hochmooren ... All dies ermoglicht dem Naturliebhaber unvergess-
liche Erlebnisse, Schonheiten und interessante Erkenntnisse. Wo es eine Blutenfllle gibt,

dort sind auch Schmetterlinge und Bienen! Bohinj mit Umland ist ein wunderbares Gebiet zur
Beobachtung von Schmetterlingen, die die Bliten umschwirren. Die Bienenzucht hat eine sehr
lange Tradition.

Viele Pflanzen haben ihre Existenz und ihr Uberleben dem Menschen zu verdanken. Eine
tausendjéhrige Symbiose von Mensch und Natur hat in den Julischen Alpen die Landschaft
geprégt und somit den Lebensraum fur viele Pflanzen.

Ohne die fleiBige Arbeit der Einwohner wéren die Wiesen durch Wald verdrangt worden, der
in den héheren Berglagen in Krummholz und Felsen Ubergegangen wére — und all dieser
wunderschdne Blumenreichtum der Wiesen vom Tal bis hin zum Hochgebirge wére verloren
gewesen.

Die Viehzucht, die auf der autochthonen Rinderrasse — Bohinjer Ciki — basierte, erforderte eine
respektvolle und Uberlegte Nutzung der natirlichen Gegebenheiten. Wegen des nassen Kili-
mas wurden kinstliche Objekte — Heuharfen — fur das Trocknen von Heu gebaut. Sennhutten
auf den Almen dienten den Hirten als Bleibe und Holzheustadel entstanden zur Lagerung des
Heus Uber den Winter.

All dies prégte die Landschaft um Bohinj in groBem MaBe — es entstand eine edle Kulturland-
schaft von auBergewdhnlicher Schonheit, auf die die Einwohner berechtigterweise stolz sein
kénnen.

Fur das Bewahren des Blutenreichtums in Bohinj und in den Alpen Uberhaupt ist das Bewah-
ren einer Kulturlandschaft mit extensiver Viehzucht — also mit der traditionellen Heuherstellung
—von auBerordentlich groBer Bedeutung.

Museo Civico Revoltella

Carlo Scarpa, mit Giovanni Paolo
Bartoli und Franco Vattolo (1963-84)

1963 erhalt Carlo Scarpa den Auftrag fiir die Restrukturierung des Museo Revoltel-
la. Das Museum besteht aus drei Gebauden aus der 2ten Halfte des 19. Jhdts.: dem
Palazzo Revoltella von Architekt Hitzig, dem Palazzo Brunner und dem kleinen
Palazzo Basevi. 1967 beginnen die Bauarbeiten, es treten Schwierigkeiten mit der
Baufirma auf und 1970 wird der Vertrag mit ihr aufgelost. Die Arbeiten werden
eingestellt, 1971 legt Scarpa den Auftrag zuriick. Erst 1980 wird der Bau unter der
Leitung von Franco Vattolo und spater Paolo Bartoli fortgesetzt und 1991 fertigge-
stellt.

Carlo Scarpa hat bei diesem Projekt also nicht wie bei seinen sonstigen Arbeiten
in permanenter Auseinandersetzung wahrend der Bauarbeiten seinen Entwurf
modifiziert, adaptiert, korrigiert, sondern sein erstes Konzept wurde - teils von an-
deren Architekten - umgesetzt bzw. finalisiert. Dieses besteht in einem rigorosen
Umgang mit dem Alten und dem Neuen: wahrend das Revoltella (und das Basevi,
das zur Unterbringung der Biiros adaptiert wurde) praktisch véllig erhalten blieb
und auch im Museumsbetrieb als Ambiente des Baron Revoltella und Pinako-
thek des 19.Jhdts geflihrt wird, wurde das Brunner umfassenden MaRnahmen
unterworfen. In die geleerte Hiille wurde ein Trageskelett aus bewehrtem Beton
eingezogen, das - emphatisch betont - zum Ornament wird und den (durch mit
Steinblocken vermauerten Fenstern) isolierten Innenraum zum Aulen macht.
Fir die vertikale Orientierung greift Scarpa unter Bezugnahme auf den Palazzo
Revoltella das Thema des Innenhofes auf und schafft demgegeniiber mit der vom
Dach her lichtdurchfluteten Eingangssituation eine substanzielle Analogie und
zugleich formale Differenz. Dieser Bereich und das Auditorium im Erdgeschoss
sind jene Teile des Museums, die am deutlichsten im Sinne von Scarpas Planung
umgesetzt wurden.

Wahrend sich das Gebaude der StraRe gegentber verschliet, nimmt es in der
Gestaltung des Daches mit einem eigenen aufgesetzten Baukorper und einer
Landschaft aus Terrassen und Stegen Beziehung zur Stadt auf. Die durchdachte
Lichtfihrung in den Ausstellungsraumen ist im gegenwartigen Zustand kaum
nachvollziehbar, da nachtraglich die Milchglas-Wande entlang der Fensterfronten
uber weite Strecken mit Stellwéanden verbaut wurden, um in den vorrangig fiir
Skulpturen konzipierten Raumen mehr Hangeflache fiir Gemalde zu schaffen.

Vom Duft des Kaffees

Café Tergeste

Café Tergeste, an deinen weillen Tischen
brabbelt der Sidufer seinen Wahn;
und ich schreib darauf meine frohlichsten Gedichte.

Café der Diebe, Unterschlupf der Nutten,
ich litt an deinen Tischen jede Qual,
ich litt sie, weil ich ein andrer werden wollte.

Ich dachte: Wie gut mag er mir taugen,
der Tod, das Nichts, das er verspricht,

wird’s mich dafiir entschiddigen, gelebt zu haben?

Hochherzig mich zu nennen, wag ich nicht;
wenn aber Geborenwerden Schuld ist, wir ich zu
meinem Feind

und wenn er doppelt schuldig wir, barmherziger.

Kaschemme, wo einstens in die Hédnde schlug ich
mein Gesicht, mit Freude schau ich heut dich an:
Zu spiter Stunde, am Billard,

versdhnst du Italiener und Slowenen.

Umberto Saba

Auch unser Freund Marco hatte es schon bemerkt. In sei-
ner Obhut befindet sich das Gerichtsarchiv mit den vielen
hunderttausend Akten, die fast alle Geheimnisse Triests
enthalten. Er hat einen Blick fiir das Besondere: An einer

Kreuzung ganz in der Nihe des Justizpalasts befindet sich

einen die erste Biiropause einlegen, die anderen etwas spi-
ter zur Arbeit kommen, und alle sich dort treffen, um einen
schnellen Kaffee zu sich zu nehmen und sogleich wieder
hinauszueilen. Die Kellner sind im Einheitslook gestylt.
Schrille, schriggestreifte Hemden tragen sie, und wie die
Papageien begriilen sie auch jeden neuen Gast mit einem
freundlichen »Buongiorno«. Sechs »Buongiornos« erklin-
gen dann schlagartig hintereinander. Als gibe es eine feste
Regel, beginnt die GruBorgie links am Tresen und pflanzt
sich dann von einem zum anderen fort. Dabei blicken die
Minner keine Sekunde von der Arbeit auf, klappern unab-
ldssig weiter mit dem Geschirr, rufen sich die Bestellun-
gen wie Maschinengewehrsalven zu, stellen einen Kaffee
nach dem anderen auf den Tresen und scheinen dabei stets
alles unter Kontrolle zu haben. Bis auf die Sache mit dem
GruB3. Um den ersten Dominostein anzutippen, geniigt es,
daB der eintretende Gast griiit oder, wenn er maulfaul ist,
ein WindstoB durch die offene Tiir fegt. Dann beginnt der
erste, und ein blindes »Buongiorno« schlieBt sich an das
andere an.

Wir haben es ausprobiert, indem wir an einem Tag den
Espresso nicht am Tresen tranken und den Herren halb
den Riicken zukehrten. Hier und da, immer dann, wenn nie-
mand eintrat, lieBen wir abwechselnd ein deutlich horbares
»Buongiorno« in die Unterhaltung einflieBen, und es klapp-
te fabelhaft, das GrubflieBband rollte los, bis uns langwei-

lig wurde. Doch dann erzihlte unser Freund Marco, der

Jeden Morgen dort zur selben Zeit seinen Espresso trinkt,

bevor er sich auf den Weg ins Gericht macht, daB wir die
Sache dringend tiberpriifen miiiten, denn er hatte festge-
stellt, dall die Herren manchmal auch ganz von allein mit
der »Buongiorno-Orgie« anfingen, selbst wenn die Tiir

verschlossen blieb und niemand anderes sie stimulierte.

17.10.2015 18.10.2015

19.10.2015 20.10.2015 21.10.2015 22.10.2015 23.10.2015 24.10.2015 Teilnehmer
09:00-10:10 Flug ZRH-GRZ LX01512 8:00-9:00 Frihstlick auBerhalb vom Hotel B&B 07:30-8:30 Frihstuck im City Hotel 07:30-8:30 Fruhstlck 07:30-8:30 Fruhstuck im City Hotel, Ljubljana 07:30-8:30 Frihstlck 07:30-8:30 Frihstlck 09:00-17:00 Biennale — freies Programm Glnther Vogt
llkay Tanrisever +4178 897 40 80
11:00-11:15 Ankunft Hotel Bed&Breakfast 10:38 -14:08 Zugfahrt nach Ljubljana 08:45-19:30 Stadttour «Plecniks Ljubljana» Teil 2 08:45 Treffen im City Hotel Lobby 8:45-18:30 Reise nach Triest mit dem Bus 9:00-12:30 Trieste Programm 8:30 — 12:00 Fahrt nach Vicenza mit dem Bus 18:00 Treffpunkt Flughafen Venedig Roland Shaw +4176 80470 27
Annenstrasse 60, Graz 12:30-13:30 Mittagessen im Zug, Boardrestaurant Guide: Dalila Perossa Guide: Giovanni Damiani, Architekt Fabio Augustoni +41765327988
9:00-12:00 Umgebung, Ljubljana 9:30-10:00 Cerknica, Sickerlandschaften 9:00-9:30 - Votivkirche, Prosecco, Monte Grisa A. Guacci, 1959-66 20:00-21:00 Flug nach Zurich Bettina Baggenstoss 41797412173
11:15-13:30 Stadttour «Alt und Neu Graz» 1 14:30-15:00 Spaziergang (10min) zum City Hotel - Nationalbibliothek, Besichtigung Joze Ple¢nik, 1936-41 Guide: Dalila Perossa - Piazza dell’'Unita d’ltalia 10:00 -10:30 - Castello Miramare Yvo Bucher
Guide: Karin Tschavgova Dalmatinova ulica 15, SI-1000, Ljubljana - Trinice (Markt), bei Tromostovije Joze Ple¢nik, 1932-47 11:00-12:00 Grotte bei Postojna - Stazione Marittima Umberto Nordio, 1926-30 Arthur de Buren +41792265825
T +43 664 121 02 55 15:00 Treffen im City Hotel Lobby - Cevljarski most (Schusterbrlcke) Joze Ple¢nik, 1931-32 - Kirche St. Franziskus von Asisi Joze Ple¢nik, 1924-31 - Idroscalo Riccardo Pollack, 1931-33 12:30-13:30 Mittagessen bei Villa Rotonda Andrea Palladio, 1591 Maximilien Durel +41787967780
15:00-17:00 Stadttour «Plecniks Ljubljana» Teil 1 - Zmajski most Zaninovic, 1901 - Zale Friedhof Joze Ple¢nik, 1937-40 12:00-13:00 Mittagessen in Storja po stopnicami, Postojna - Palazzo Aedes Arduino Berlam, 1924-28 Philip Dorge
- Schlossberg Graz Guide: Dalila Perossa - Mesarski most Jurij Kobe, 2010 - Ljubljanica Lock Gate Joze Ple¢nik - Fakultatsgebaude Max Fabiani, 1902-05 14:30-17:30 Tour in Vicenza Jonatan Egli +41793175834
- Lift im Berg Reiner Schmid, 99 - Versicherungsverein Joze Ple¢nik, 1928-30 14:00-15:30 Predjama Castle, Besichtigung - Casa del Combattente, Umberto Nordio, 1935 Guide: llkay & Roland Nina Felix +49 1622741999
- Mursteg Gunther Domenig, 92 - Hribar House Max Fabiani, 1902-03 - Museum of Modern Art, Metelkov Edvard Ravnikar, 1948 12:30-13:30 Mittagessen mit Prof. Ana Ku¢an - Markthalle Camillo Jona, 1935-36 E:?aehF(r]er)éuter ::'11 772322;9622?
- Murinsel Vito Acconci, 2003 - PreSerenplatz und Tromostovje Joze Ple¢nik, 1929-31 16:00-17:00 Gestlt Lipica, Besichtigung - Kirche Via Matteotti Carlo Celli, Luciano Celli, - Teatro Olimpico Marion Hangartner
- Goldener Engel Pentaplan, 2013 - Kongresni trg und Zvezda Park Joze Ple¢nik, 1926-40 12:30-13:30 Mittagessen - freie Wahl in der Stadt 14:30-18:30 Ljubljana Umgebung: Landschaften - Largo Riborgo 2 Umberto Nordio, 1935-37 - Palazzo Chiericati (Museo Civico) Rebekka Neff +417948874533
- Kunsthaus P. Cook&C. Fournier, 03 - Trg francoske revolucije, Denkmal Joze Ple¢nik, 1936-37 Guide: Prof. Ana Ku¢an 18:30-19:00 Ankunft Hotel Alabarda - Casa Bartoli, Max Fabiani, 1905-08 - Casa Cogollo — Casa del Palladio Daria Rey +41788293453
- Rimski zid (Rémische Mauern) Joze Ple¢nik, 1932-38 14:00-14:30 - Handelskammer, Besichtigung Joze Ple¢nik, 1925-27 Via Valdirivo 22 - Cappella Valmarana — Chiesa di Santa Corona Pascal Ryser +41764772285
13:30-14:30 Mittagessen - freie Wahl in der Altstadt - Hafen von Trnovo und Brlicke Joze Ple¢nik, 1928-32 - Ursulinengymnasium Joze Ple¢nik, 1940-47 - Bohinj 34132 Trieste 12:30-13:30 Mittagessen - Logge della Basilica, Palazzo Della Ragione Angela Schitz +41797967367
- Mladika Max Fabiani, 1906-07 Pepi‘s buffet — ,temple of pork® - Loggia del Capitaniato
14:30-18:30 Stadttour «Alt und Neu Graz» 2 17:15-18:30 - Haus Plecnik, Museum Joze Ple¢nik, 1924- 40 - Moderne Galerie E. Ravnikar, 1940-51 18:30-19:00 Ruckfahrt in die Stadt 20:00-21:00 Abendessen — freie Wahl Trieste via cassa di risparmio near Piazza della Borsa - Palazzo Thiene (Banco Popolare)
um 17:15 Erste Gruppe - Park Tivoli J. Blanchard, 1813 - Palazzo Barbarano Unterkunft
- Joanneum neu Sobejano & eep, 2012 um 17:30 Zweite Gruppe - Nebotnicnik (Wolkenkratzer) Vladimir Subic, 1930 19:00-21:00 Abendessen — freie Wahl in der Stadt Empfehlung: Trattoria alla Sorgente 13:30-17:30 - Museo Civico Revoltella, Carlo Scarpa, 1963-84 - Palazzo di Iseppo Porto , .
- Landhaushof 16.Jh Via Della Sorgente, 2, 34129 Triest - Stazione Rogers BBPR, 1952-53 - Palazzo Valmarana Hotel Bed&Breakfast, Graz Ca’ Del Mercante,Ven¢d|g
. o . . . . 9 T gers, Lo , , Annenstrasse 60 Top floor Palazzo Mocenigo,
- Herzogshof 18:30-19:30 Spaziergang zum «Ljubljanski grad» 19:30-20:30 Vortrag Dr. Nika Grabar «Ljubljana - Architecture and Ideology» - Palazzo Stabile Max Fabiani, 1905-06 - Palazzo Thiene Bonin Longare T +43 664 73 679 117 Ca' Vecchia® on the Grand Canal
- Burg und Doppelwendeltreppe  15.Jh - Faculty of Architecture, Zoisova 12, 1000 Ljubljana - Caffé San Marco - Palazzo Porto, Piazza Castello
- Grazer Dom - Zeuspyramide, Cojzova cesta Joze Ple¢nik, 1927-56 - Schule Aldo Rossi, 1968-69 - Giardino Salvi City Hotel, Ljubljana Ca‘ Dello Squero, Venedig
- Pfauengarten Pichler&Traupmann, 2015 - Sentjakobski trg (Levstikov trg) Joze Ple¢nik, 1927-28 19:30-21:00 Abendessen, Gostilna Na Gradu - Rozzol Melara, Carlo Celli, 1968-83 Dalmatinova ulica 15 Squero di San Trovaso
- Kastner&Ohler Szyszkowitz&Kowalski, 2010 - M&dchenschule, Levstikov trg 11 Max Fabiani, 1897-01 «Walk across Slovenia» - Kirche via di Cologna 39 Umberto Nordio, 1955-63 17:30-18:30 - Fahrt nach Venedig Sl-1000 Dorsoduro,
- Schlosstreppe, Schanze Joze Ple¢nik, 1932-35 Grajska planota 1, 1000 Ljubljana - Universitat Umberto Nordio, 1938-41 T+3861239 0143
20:30-22:00 Abendessen - freie Wahl - Ljubljanski grad & parkovna Ankunft Hotel: Ca‘ Del Mercante + Ca‘ Dello Squero ) Kontakt fiir Mercante +5quero:
18:00-19:00 Birobesuch & Apéro bei Giovanni Damiani Hotel Alabarda, Trieste +39 0412411149
20:00-21:30 Abendessen, Restaurant Gujzina Froschschenkel 19:30-22:00 Abendessen 19:30-22:30 Abendessen, Corte sconta, Via Valdirivo 22, 34132

T 63928
Zarnikova ulica 3, 1000 Ljubljana Empfehlung: La Tavernetta +39 040639204

Via Madonna del Mare 2, 34124, Trieste

Calle del Pestrin, Castello, 3886

LJUBLJANA LJUBLJANA JUBLJANA - BOHINJ POSTOJNA - LIPICA - TRIESTE TRIESTE MIRAMARE - VICENZA VENEDIG AUF DEN SPUREN DER SUDLICHEN «STAATS-EISENBAHN»

Graz, Ljubljana, Triest, Venedig




