La casa de Ludwig Wittgenstein

1. Casa Ludwig. Wittgenstein, vista general

The Ludwig Wittgenstein house

Even though we are celebrating the 100th anniversary of this
Viennese philosopher’s birth - there are certainly many
explicative commentaries and mentions of his works in literary
sections of newspapers all over the world - our revilew of
Ludwig Wittgenstein’s architectural works here in
ARQUITECTURA are in no way connected with this event. It
seems as though there are times that this type of celebrations
force themselves upon us rather than giving us the chance to
choose the news for ourselves

At the same time it appears to be obvious that Wittgenstein
and his work is quite popular with the followers of a certain
area of analytical philosophy. This school of thought, which
has both younger and older believers, is trying to create a
more moral approach to philosophy rather that the prevalent,
unethical system that supports cheating, leaving the individual
out of touch with the concepts of virtue and happiness. The
dialogue with other times and cultures has been broken, but
we can easily see how this way of thinking has a direct
relationship with Wittgenstein's architecture

It is notworthy how his work, and its contribution to modern
architecture and its culture, has been ignored and actually
hidden. There are very few articles that deal with his work,
which at the same time has always been recognized as being
of major importance. It is truly the missing gap in the history of
architecture, as all of the main texts on this subject do not
even mention it. Wittgenstein is never included in the index of
any European architectural magazine, let alone the Spanish
ones, nor is it highlighted in current anthologies.

This is even more contradictory when we take into account
how Wittgenstein's philosophical ideas are accepted as being
an integral part in the new school of thought and Austrian art
that was begun in the period between World Wars | and Il
Among other participants, Loos, Kokoschka, Freud and
Schénberg should be mentioned as well. The modern
Viennese architectural movement, without the dogmatic
characteristics of Germanic international style, was strongly
criticized by the old regime, using philosophical, ethical and
psychological arguments intead of the graphic theory of
Bauhaus, de Stijil or Vkhutemas

For those who are interested in learning more about Wit-
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tgenstein’s works may resort to a few and shortly divulged
books

A booklet published by the Republic of Bulgaria in 1984 in
Vienna by Otto Kapfinger entitled Haus Wittgenstein. Eine
Dokumentation.

A study about the architectural relationship between Engel-
mann and L.W

Englemann, Wittgenstein, Briefe und Begegnungen. Munich
1970

A deeper study: Gebauer

Bauplanerische, Morphologische, und philosophische
Aspekte des Wittgenstein-Hauses. Munich. 1982

Bernard Leitner’s paper: The Architecture of Ludwig
Wittgenstein. New York. 1976,

And the epistle

Amendolagine and Cacciari: Oikos. Da Loos a Wittgenstein.
Rome. 1975.

It would be very easy to jump to conclusions and say that the
reason that Wittgenstein's architecture is practically unknown is
because he only designed one building. However, this fact is
probably what makes his work so interesting for us, all due



na consideracién de la obra arquitectdnica de Ludwig

Wittgenstein, en la revista ARQUITECTURA, no esta rela-
cionada con el hecho de haberse cumplido recientemente el
centenario del nacimiento del filésofo de Viena, cosa que, por
otro lado, esta llenando de textos y comentarios exégetas los
suplementos literarios y filoséficos de los diarios. A veces parece
que las conmemoraciones llegan a forzar la actualidad con su
presencia, mas que al revés.

Si parece que el nombre y la obra de Wittgenstein simpatiza
con los investigadores de una cierta filosofia analitica, advertida
ya como tendencia de los jovenes y no tan jévenes fildsofos
actuales, en su intento de provocar una rectificacién moral a la
filosofia, en una época en la que el engafio ético deja al individuo
sin relacion entre la virtud y la felicidad, roto asi el didlogo con
otros tiempos y otras culturas.

Ello si puede tener relacién con una nueva atencion a la obra
arquitecténica de Wittgenstein.

Pero lo que llama poderosamente la atencion es el olvido, la
ocultacién que tradicionalmente se hace de la contribucién que
el filésofo de Viena hizo a la cultura arquitecténica moderna.

Son contados los textos que la tratan, a la vez que se reconoce
su trascendencia. Es la gran ausente de la historiografia arqui-
tectonica. Los textos claves de la historia de la arquitectura
moderna la ignoran. Los indices de las revistas de arquitectura
europeas y desde luego espafiolas no contienen el nombre de
Wittgenstein. En todo este tiempo la impcrtancia de semejante
aportacion no ha sido resefiada en las antologias al uso.

Cosa por otra parte curiosa toda vez que, sin embargo, los
contenidos de la obra filoséfica de Wittgenstein se reconocen
presentes en la formulacién de la base tedrica del nuevo pensa-
miento y del nuevo arte austriaco de entreguerras, de Loos a
Kokoschka, de Freud a Schonberg, y por tanto presente en la
formulaciéon de la modernidad conceptual arquitecténica vie-
nesa, que sin los rasgos dogmaticos de la internacionalidad
germanica, provoco la critica en profundidad al antiguo régimen
a través de contenidos filoséficos, éticos y psicolégicos mas que
a través de la teoria de la forma grafica caracteristica del Bau-
haus, el Stijl o el Vkhutemas.

Quienes estén interesados en el conocimiento de la obra
arquitecténica de Wittgenstein habran de recurrir a muy pocos y
poco divulgados textos:

Un opusculo publicado por la Republica de Bulgaria en 1984,
en Viena, obra de Otto Kapfinger bajo el titulo Haus Wittgenstein.
Eine Dokumentation.

Un estudio sobre la relacion entre el arquitecto Engelmann
conL. W.:

Engelmann, Wittgenstein, Briefe und Begegnungen.

Un estudio mas incisivo, Gebauer:

Bauplanerische, Morphologische, und philosophische Aspekte
des Wittgenstein-Hauses. Munich 1982.

La obra clave de Bernard Leitner: The Architecture of Ludwig
Wittgenstein. New York. 1976.

M. Nedo. M. Ranchetti: Wittgenstein. Sein Leben in bildern und
texten. Frankfurt. 1983.

Y el disciplinar:

Amendolagine y Cacciari: Oikos. Da Loos a Wittgenstein.
Roma. 1975.

Con facilidad cabria atribuir el practico desconocimiento de la
obra arquitectonica de Wittgenstein a cuanto, por otra parte,
resulta ser el ingrediente mayor de su interés, afirmado en la
expresiva brillantez del resultado, esto es: la erratica condicion
de su formulacidn, su desconexion, su desmarque profesional, el
hecho de concretarse en un Unico episodio edificado, su signifi-
cacion plural. E/ edificio es importante por cuanto es un ejemplo
de ir mas alla de los limites, por cuanto demuestra cuan enrique-
cedora puede ser la intrusion no profesional'y por cuanto cues-
tiona los limites de una profesién, que, principalmente, estan
construidos por los propios miembros de esa profesion. Witt-
genstein, el filésofo, fue el arquitecto. (B. Leitner).!

Para los filésofos, la casa Wittgenstein seguramente pertene-
cera al mundo de la arquitectura, y para los arquitectos al mundo
de la filosofia.

Pero ello mismo quizds sea, también, motivo de su interés,
sobre todo, tratandose de uno de los filésofos de mayor enver-
gadura de la época reciente. Tal vez el mds fascinante de nues-
tro siglo.

to its brilliant expression, its erratic planning, its disconnection,
its professional independence from other works and the fact
that, while it is but one building, it has such a plurality of
meanings.

Leitner says, “The building is so important because it is an
example of going beyond the limits, showing how a layman
can add so much to the art of architecture and by questioning
the very limitations of architecture that have been set up by
the architects themselves. Yes, we can say that Wittgenstein,
the philosopher, was an architect.”(B. Leitner)!.

The Wittgenstein House is said to belong to the world of
philosophy by the architects and to be part of architecture by
philosophers. Perhaps this dichotomy in itself is another
reason why this building is so worthwhile, especially if we take
into account that Wittgenstein was one of the great philoso-
phers of recent times. Maybe the most fascinating of this
Century.

Wittgenstein was also involved in literatury, both though his
own literary suggestions and his own life, as several authors
wrote about him, in some mentioning him by name and in
others using different names but referrig directly to him.

Among these authors, we must mention both Hadke and
Thomas Bernhard (Wittgenstein’s Nephew, Correction, etc.,
etc.)

Bernhard has developed his literature around Wittgenstein
and his architecture. The main character in his novel
Corrections, Roithamer, has so many similarities with
Wittgenstein that there is little doubt about who Bernhard is
actually writing about. Among the obvious where fiction and
reality coincide, we could mention how Roithamer comes from
a well-to- do Austrian family, has a history of suicides in the
family, is muscially inclined, rejects a huge inheritance and
spends a period of time in Cambridge, all being part of
Wittgenstein’s biography. But perhaps the most blatant
similarity is Roithamer’s bulding a cone in the middle of the
Kobernanrs Forest and Wittgenstein's designing and building
his sister’s home in the Viennese Kundmanngasse.

Guy Davenport, the author, poet and painter of jTatlin/, deals
with this as well in his epigramatic style that is so admired in
Wittgenstein's works. 4

Ludwig Wittgenstein was born in Vienna in 1889. His familiy
was well-to-do, Austrian with a Jewish background, and

involved in the arts and critique, music and construction. His
father was the owner of a iron and steel company and Ludwig
had 9 brothers all of which were thinkers, artists who wanted
to live their own lives and set their own schedules, followers of
cinism and rebellion. Ludwig’s brother Paul is probably the
best example of the whole family. A concert pianist, Paul lose
an arm during World War | but was able to continue his career
internationally playing with only one handed. Several
memebers of his family spent time in the Am Steinhof mental
hospital, located on top of a hill, surrounded by gardens. The
church here was built by Otto Wagner and has a copper dome
and marble facades. There are huge trees and pathways that
provided a perfect place for long walks and dialogues that are
included in Thomas Bernhard’s Wittgenstein's Nephew. 2

His family’s interest in architecture can be seen by the
number of times that Ludwig’s father, Karl, one of the pioneers
in the Secessionist movement in Vienna at the end of the 19th
Century, called in Josef Hoffman for different jobs. Among the
many architectural works that were carried out are the
remodeling of Karl Wittgenstein s Hunting House, in Hochreith,
by the Wiener Werkstatte, and the numerous works designed
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Traspasado ya a la literatura, a través de su propia sugerencia
de estilo, y a través de su propia vida. Siendc objeto de novela-
cion, con nombres ocultos o directos, como en las paginas de
Handke, y sobre todo en Thomas Bernhard (E/ sobrino de Witt-
genstein, Correccion, etc.).2

Bernhard ha evolucionado novelisticamente en torno a la edi-
ficacion de la obra de Wittgenstein. Resultan evidentes la rela-
cion del protagonista de su novela Correccion, Roithamer, con
Ludwig Wittgenstein, como también son evidentes sus rasgos
biograficos: rica familia austriaca, antecedentes suicidas, musi-
calidad, renuncia a un gigantesco patrimonio, estancia en Cam-
bridge, y sobre todo, claro paralelismo entre el cone levantado en
el centro del bosque de Kobernanrs, y la casa que Wittgenstein
disefid y construyd para su hermana en la Kundmanngasse
vienesa.?

De ello se ocupa también Guy Davenport, el narrador
—poeta— pintor de jTatlin!, en el estilo cortado y epigramatico que
tanto se admira hoy de Witigenstein 4

Ludwig Wittgenstein nacio en Viena en 1889 en el seno de una
familia austriaca de ascendencia judia, una familia rica, colec-
cionista de arte, amante de la critica y de la actividad artistica y
la construccion. Amante de la musica. El padre, un industrial del
hierra y el acero. Nueve hermanos todos ellos pensadores, artis-
tas poco dados al orden, amantes del cinismo o de /a rebeldia. El
ejemplar tipico de la familia era Paul, el hermano de Ludwig,
concertista de piano, que reemprendio su carrera como intér-
prete internacionalmente conocido, después de perder un brazo
en la Primera Guerra Mundial. Habitantes méas que ocasionales
del sanatorio psiquiatrico de Am Steinhof, la colina ajardinada
que se culmina con la Iglesia que Otto Wagner edificd con
cupula de cobre y fachadas de piezas de marmol atornillado.
Lugar precioso para el silencio, los paseos bajo las altas arbole-
das y los largos dialogos, que recoge Thomas Bernhard en £/
sobrino de Wittgenstein.?

Del amor de la familia por |la arquitectura queda el testimonio
de los sucesivos encargos que el padre de Ludwig, Karl Witt-
genstein, pionerc del ambiente secesionista de la Viena de ulti-
mos de siglo, realizé a Josef Hoffman. De ahi el conocido acon-

dicionamiento de la casa de Caza de Karl Wittgenstein, en
Hochreith, completamente edificada por la Wiener Werkstatte,
asi como los diversos trabajos del gran amigo y confidente de
Ludwig, el arquitecto Paul Engelmann,s trabajos muchos de ellos
realizados para la familia y que fue el primer receptor del
encargo de la casa Wittgenstein.

Hasta los catorce afios, Ludwig fue educado en su propia
casa. Paso a Linz, y mas tarde estudio ingenieria en Berlin. A los
19 afios se inscribio en la Universidad de Manchester como
research student, donde disefié un motor de propulsion a chorro.
De la ingenieria a la filosofia por las matematicas. Fue su autén-
tica formacién. De dificil segregacion. A pesar de que en los
momentos de iniciacion filosofica preguntara a su maestro
Rusell en Cambridge: ; Seria usted tan amable de decirme si soy
un completo idiota 0 no? Porque si soy un completo idiota me
haré ingeniero aeronautico; pero si no lo soy, me haré fildsofo.¢
En Cambridge, ademas de sus estudios de logica matematica,
experimentd sobre el ritmo en mdsica, en el laboratorio de
psicologia.

Tras su estancia en Cambridge, Wittgenstein se aislo en un
paraje inaccesible de Noruega. Construyé una cabafna de
madera y alli vivié en completo aislamiento hasta el estallido de
la guerra de 1914. Wittgenstein se alisto voluntario en la artilleria
austriaca. Fue hecho prisionero por el ejército italiano en 1918,
De esa época es |la correspondencia mantenida con su amigo el
arquitecto Paul Engelmann, y sobre todo de esa época son las
primeras notas, recortes o apuntamientos de pensamientos filo-
soficos que después formarian el cuerpo fundamental del Trac-
fatus Logico-Philosophicus,” el unico libro filosdfico que se
publico en vida (toda la filosofia Wittgensteiniana se publico des-
pués de su muerte).

Un libro fundamental, dificil, sintético, compuesto de una serie
de paragrafos numerados, cortos, incisivos. A veces, una sola
frase. El primero, £/ mundo es todo lo que es el caso. El ultimo
Respecto de aquello sobre lo que no se puede hablar, lo mejor es
guaradar silencio.

Segun Kenny 8 algunos de ellos han resultado mas fdciles de
poner en musica o de ilustrar escultéricamente que de parafra-

by Ludwig’'s good friend and companion, Paul Engelmann 2,
many being for the Wittgenstein Family. As a matter of fact,
Engelmann was the first one in charge of the Witigenstein
House.

Until the age of 14, Ludwig was educated at home. At that
time he was sent to Linz and later to study engineering in
Berlin. He went to Manchester as a research student when he
was 19 and, while there designed a jet - propelled engine. You
could say he went from Engineering to Mathematics to
Philosophy, a very strange path indeed. At one point
Wittgenstein was unsure of what he eventually wanted to do
and asked one of his professors from Cambridge, Dr. Rusell,
to tell him if he was really a complete idiot or not. If I am, then [
will become an aeronautical engineer, bul if you say | am not,
then | shall become a philosopher. 8. At Cambridge. in
addition to studying Mathematical Laogic, he also
experimented with musical rythms in the Psychology
Laboratory.

After his stay in Cambridge, Wittgenstein went to into
isolation in a remote part of Norway. He built himself a long
cabin and stayed there until World War | broke out, when he

enlisted in the Austrian Artillery Division. In 1918, he was take
prisoner by the ltalian Army. It was during this period of time
that Wittgenstein wrote back and forth with his good friend
Paul Engelmann, the architect, that would later become the
base for his Tractatus Logico-Philosophicus 7 the only
philosophic text that was published during his lifetime - all of
the rest of his philosophic works were published aiter his
death.

A fundamental book, hard to read, synthetic, composed of a
series of numbered, short and to the point paragraphs: some
of them being only a sentence. The first one is The world is
everything that in the case, and the last one is In respect to
that which you can not speak about, the best thing is be quiet

According to Kenny 8, some of them are easier to put to
music or to illustrate sculpturally that to paraphrase. Very few
are able to say they completely understand ail 20,000 words
of Tractatus, even after years of study.

Most of Tractatus deals with language. the way it is
produced, the psychology of its aprehension; the language of
the words, the objects, the facts. The place where wrilien
words interrelate represents the spacial relationship among

the physical cbjects that are named by these words

Wittgenstein warns us that the propositions and thoughts in
Tractatus are paintings, inthe literal rather than the figurative
sense of the world. According to Wittgenstein’s theory about
the meaning of paintings, all paintings, regardiess of its type
or style must have something in common with the object it
represents, be it correctly or incorrectly. This theory is called
logical form by Wittgenstein.

Witigenstein. once he had finished Traciaius, leit the field of
philosophy. In 1912, he renounced a huge inheritance and
worked over a period of years in several different villages as a
rural teacher. Due to his correspondence with Engelmann, he
considered the possibility of committing suicide

Most probably reacting to a suggestion made by
Engelmann, Wittgenstein returned to Vienna in 1926 and for
the next two years designed his sister Margarethe’s house.
This highly- condensed period as a builder is the only
architectural work the philosopher ever carried out and is the
centerpiece of our thoughts and of this article.

The way our sociely separates the cultural activities makes
difficult to read the physical objects and architectural space in



sear. Son pocos los que se preciarian de entender completa-
mente las veinte mil palabras del Tractatus, incluso tras afios de
estudio.

La mayor parte del Tractatus... se ocupa del lenguaje, de su
forma de produccion, de la psicologia de su aprension. El len-
guaje de las palabras, de los objetos, de los hechos. El lugar de la
relacion entre las palabras escritas representa la relacion espa-
cial entre los objetos fisicos nombrados por las palabras.

Wittgenstein advierte en el Tractatus que las proposiciones y
los pensamientos son pinturas en sentido literal, no metaférico.
Debe haber algo que toda pintura, en la teoria pictérica del signi-
ficado de Wittgenstein, toda pintura del tipo que sea, tiene que
tener en comun con aquello que pinta, sea correcta o incorrec-
tamente. Este minimo irreductible compartido recibe de Witt-
genstein el nombre de forma ldgica.

Una vez acabado el Tractatus, Wittgenstein abandono la filo-
sofia. Renuncié a la gran fortuna heredada en 1912, y trabajo
como profesor rural en diversos pueblos. Es la época en que, por
la correspondencia mantenida con su amigo Engelmann; estuvo
tentado por el suicidio.

Seguramente llamado por Engelmann, en 1926 vuelve a Viena
y desarrollé durante dos afios como arquitecto una casa para su
hermana Margarethe. Esta actividad constructiva condensada
del filésofo, la Unica obra arquitecténica de Wittgenstein, es
objeto hoy de nuestro sefialamiento y meditacion.

La segregacion disciplinar de las actividades en nuestra cul-
tura occidental hace dificil la lectura de los objetos fisicos y del
espacio arquitectonico en relacion con los conceptos filosoficos.
Si hubiera que buscar un paradigma en la que ello fuera posible,
seria en la casa que Wittgenstein edificd para su hermana.

Se produce esa casa ante el silencio de Wittgenstein. Al estu-
diar su obra parece como si de su vida se entendiera una cierta
burla para con el tiempo. Algo parecido a lo que pedia Eikhen-
baum del intelectual: “es necesario desembarazarse de todos
los compromisos —decia— la historia nos exige tesis categori-
cas, una ironia despiadada, el rechazo audaz de todo espiritu de
conciliacion”. La vida de Wittgenstein esta llena de silencios, de
desapariciones. La tensa cordura de Wittgenstein en palabras de

Davenport. Como espacios de silencio estructurados con otros
de actuacion sumamente profundos, en los que incluso sus pro-
pias afirmaciones filoséficas cambiaban de signo, y asi eran
observadas directamente por él mismo.

De su trabajo en la casa de la Kundmanngasse no existen
comentarios directos ni escrito alguno de Wittgenstein, pero si algin
dato sobre la importancia que él mismo dio a su trabajo y de qué
manera estructurd la linea de su otra experiencia filosofica.

Sin atreverse a decirlo categéricamente, conocemos por
comentarios de sus amigos, de sus familiares, el punto en que el
trabajo de esos dos afios dio paso a un replanteamiento del
Tractatus, y todo se configura acerca de la casa como si se
tratara del afianzamiento y la critica del propio proceso logico del
Tractatus. Aungue es importante, asimismo, gue nunca se haya
dicho directamente de esa forma. Y que el construir una casa y
el construir un entablado logico-filoséfico sigan siendo dos
cosas diferentes, aunque dentro del andlisis linglistico formal de
Wittgenstein, pudieran ser la misma. Para muchos, la casa Witt-
genstein es una singular metafora de su obra teérica. De hecho
puede valer para ello a posteriori. Pero quizas lo mas valido de su
propuesta construida esta en la critica de todo ello, en la convic-
cion registrada al final de su aventura arquitectonica de la propia
valoracion del hecho arquitecténico como tal, unido Gnicamente
a la secuencia humana de su autor, como una metafora vital.

Pero centremos en principio los datos sobre la casa, una casa
gue alguno de los tratadistas de Wittgenstein no ha dudado en
llamar /a casa misteriosa.

La casa Wittgenstein se construyd, como decimos, entre 1926
y 1928 como lugar de residencia de la hermana de Ludwig,
Margarethe Stonborugh Wittgenstein. En 1925 habia adquirido la
propiedad en los limites de un jardin dentro de un barrio de
blogues de cinco o seis plantas, en el este de Viena, fuera de la
linea de los Ring, en el Barrio de Landrstrasse, a tres manzanas
cortas del canal del Danubio, cerca del palacio Rasumofsky.

Margarethe inspiré en principio el trabajo al amigo arquitecto
familiar Paul Engelmann. Después, tras la vuelta de Ludwig, éste
fue encargado ya directamente por su hermana del proyecto y la
direccién de su casa.

regard with philosophical concepts. If one were to try to name
se an example where this paradigm does not hold true, it
would certainly be the house that Wittgenstein built for his
sister.

Wittgenstein s silence reigns over the building of this
house. Upon studying this work it seems as if his life is fighting
against Time in it. Eikhenbaum asked the intellectual
something similar when he said, One must eliminate all the
obligations. History requires fixed theories from all of us, an
ironic system that forces us to reject any spirit of compromise.
Wittgenstein’s life is full of periods of silence and
disappearances. Davenport talks about Wittgenstein's tense
tenderness. These highly- structured periods of silence
contrast with others of frenzied activity, in which he reversed
his philosophical positions, a fact that he himself recognized.

Wittgenstein did not leave us any written commentary about
the house on Kundmanngasse, although he did write about
the importance of it in regard with his other philosophical
approach.

Even thoug we do not have enough evidence to state it
categorically, it appears through comments made by friends

and relatives that this work, that took him two years to finish,
made him rethink Tractatus and everything that was involved
in the house seems to be the logical conclusion and critique of
Tractatus. However, it is also important that this fact has never
been stated explicitly. Another point that is noteworthy as well
is how Wittgenstein combines the building of the house and
the development of his philosophical-logic theory, keeping
them separate yet within the framework of his formal linguistic
analysis, thus joining both concepts. Many regard the
Wittgenstein's House to be metaphore of his theory. In fact,
looking back at his career, this does seem to be true. Perhaps
the truth lies in the basic criticism of everything, in his belief
the intrinsic architectural value at the end of this adventure,
along with his life sequence, as a living metaphore.

But let’s look closer at the house itself, the house that some
have called the mysterious house.

The Wittgenstein House was built in the years between 1926
and 1928 as the residence for Ludwig’s sister, Margarethe
Stonborugh Wittgenstein. In 1925 she had bought the plot
beside a park in a neighborhood where most of the buildings
were five or six stories on the East Side of Vienna, outside the

Ring in the area called Landstrasse, three short blocks away
from the Danube Canal, near the Rasumofsky Palace.

Margarethe orginally spoke to Paul Engelmann, the long-
time family friend, about the project, but when her brother
returned to Vienna, she decided to put him in charge of both
the design and the actual building of what were to be her
residence.

The project was even co-signed by both Paul Engelmann
and Ludwig Wittgenstein and was presented on November 13,
1926. According to this document the architectural study was
officially at Parkgasse, 18, the same place as the house was
going to be built, on the East Side of the plot.

Engelmann had already planned the distribution of the
rooms on each floor and several views of differents facades.
The influence of Loos was evident, in the work that
Engelmann, his friend, protegee and colleague, had prepared.
Wittgenstein had been introduced to the architect in 1916, and
from that moment both men formed a well-known team.
Incidentally, at the end the house had very little in common
with the aproach that exemplifies Loos. Once the house was
finished, more than one Viennese was heard to say. it looks
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2. Planta baja. Solucién construida.

3,4,5. Planta baja, primera y segunda,segun planos de 1926 firmados por P. Engelman

De hecho, el proyecto presentado el 13 de noviembre de 1926
a la municipalidad de Viena para la obtencién del permiso de
construir, esta ya firmado por Paul Engelmann y Ludwig Witt-
genstein, como arquitectos ambos, con estudio en Parkgasse,
18, es decir, en la propia finca de la obra, en el pabellén lateral
sobre la fachada Este.

Engelmann habia hecho ya una distribucién de espacios en
planta y alguna perspectiva. La base Loosiana era evidente en
un amigo, alumno y colaborador eminente de Loos como era
Engelmann, que ya habia presentado a Wittgenstein al arquitecto
en 1916, uniéndoles a partir de entonces una reconocida vincu-
lacion tedrica. La casa, dicho sea de paso, se separd del hacer
de Loos. Una vez acabada, sorprendié a quien la conocio:
“Parece de Loos, pero no puede ser suya’.

La tensidon de Wittgenstein durante los dos afios que durd la
construccion fue conocida. Hermine Wittgenstein, hermana del
filésofo y de la cliente, lo cuenta en Recuerdos de familia.? “Lud-
wig dibujaba cada ventana, cada puerta, cada seccion de ven-
tana, cada perfil, cada mddulo de radiador, con tanta exactitud
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como si fueran instrumentos de precision y se realizaran en los
materiales mas nobles, y asi, con su energia y su falta de prejui-
cios, establecio que las cosas también se llevaran a cabo con
esa misma exactitud”.

Los planos fueron repasados y controvertidos con la propia
realidad construida. Si la parsimonia con que se trato el detalle
de mecanismos, con invenciones propias de quien por tradicion
y primera vocacion se interesé en ellos fue grande, los propios
elementos estético-constructivos pasaron por un sistema de
l6gica positiva tan estructurado como sus cuadernos de notas.
La cuestion de la escala no parecié existir en el conjunto.
Engelmann debié plegarse a la fuerza de la personalidad de
Wittgenstein, que se negd a permitir con inflexible energia que
las cosas no fueran ejecutadas con semejante exactitud. Me
parece estar oyendo todavia al cerrajero acerca del hueco de
una cerradura —relata Hermine—: Digame, sefior ingeniero, ¢ es
importante verdaderamente para usted un milimetro? Y antes
que hubiera acabado de hablar, Ludwig le respondié con un si
tan sonoro y enérgico que el hombre casi se asustd. Si, Ludwig

like a house that was designed by Loos, but it cannot be one
of this.

Wittgenstein was extremely tense during the two years that it
took to build the house. Hermine Wittgenstein, sister of both
the philosopher and, the client, wrote in Family
Memories 9: ‘Ludwig would draw up each and every window,
each and every door, each and every section of every window,
each and every profile, each and every radiator, with the same
degree of perfection that would be neeaed in high-precision
instruments, using only top quality materials, spending hour
after hour and expecting everything to be done in the same
way".

The blueprints were reviewed time after time until they finally
became reality. While the mechanical details were dealt with
parsimoniously, somewhat logical as the architect had
originally been so interested in mechanical matters, the
aesthetic-construciont items were dealt with form a structured
positive- logical point of view, the same as the original
notebooks. The issue of scale never seemed to exist
throughout the whole project. Engelmann eventually had to
give into his friend, Wittgenstein and his strong personality.

Wittgenstein absolutely refused to iet anything be done that
did no meet his demanding standards of quality. / can still
hear the locksmith talking about the lock, writes Hermine, Is a
millimeter really that important to you, Dr. Engineer? and even
before he had finished his sentence Ludwig was answering
him Yes, it is! In such a loud voice that the poor man was
almost frightened. Yes, Ludwig had such a clear concept
about the measurements that even a half milimeter meant a iot
to him; time and money were less important for him and |
admire my sister Gretl, who left everything in his hands.
Hermine explains how the parsimony in the building,
especially in some aspects where normally things were done
very quickly was really a virtue. But, in the end, all of these
things played and important role ,in the expression of the real
values of this architectural challenge that her brother had
accepted. They were all not only highly accepted but also
were able to explain Wittgenstein's personal contribution in
such a vital question as the spacial concept of the building.
One of the radiators in one of the corners caused enormous
problems. Ludwig insisted that his quest for precision resulted
in the most beautiful solution. The radiator was made up of two

parts that forme a right angle with hairline precision. Several
models were shown to him, but Ludwig soon believed that he
could not find what he wanted in Austria. So they brought
several imported models but Wittgenstein did not accept the
either. In the end, he designed his own model and as Hermine
wrote, *he spent one full year worrying about the radiators that
seemed to be so simple. Nevertheless, it seems to me the
time was well spent if we think about the perfect products that
were reached in the end” (Hermine Wittgenstein. Family
Memories).

The same thing could be said about tall doors and windows.
Constructred totally in iron with vertical crossbars, extremely
tall with a thickness calculated to the milimeter, these doors
and windows had the builder nearly in tears. Hermine wrote
the following about them, °...the time spent on tests and
manufacturing the distinct models is hard to define, but what
was finally put up was worth all of the excitment and costs.
While | am writing these words, | can not wait to see those
noble doors that, even if the rest of the house were fall down,
would simbolize the spirit of its creator”.

The whole work took two years to be completely finished,



tenia un tan profundo sentido de las dimensiones que para é/
contaba también medio milimetro; tiempo y dinero en un caso
semejante no tendrian ninguna importancia, y admiro a mi her-
mana Gretl, que lo dejo en esta circunstancia las manos comple-
tamente libres.

Hermine explica convencida la virtud de la parsimonia en la
ejecucion sobre todo de algunos elementos de la edificacién
para los que no existe tradicion de meticulosidad. Pero que, al
final del resultado, jugaron un importantisimo papel en la expre-
sion de los auténticos valores del ejercicio arquitecténico plan-
teado por su hermano, y que desde luego concitaron la acepta-
cion general y no sélo ello, sino que fueron capaces por si solos
de explicar el fondo de la aportacién personal en una cuestién
tan vital como el espacio construido.

La construccion de los dos elementos de radiador de esquina
en una de las estancias, por ejemplo, trajo no pocos problemas.
Sobre ellos Ludwig contaba que su precision constituia su
belleza. Cada uno de estos radiadores de angulo consta de dos
partes que se han unido en angulo recto con /a precisién de un
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cabello. Primero fueron fundidos algunos modelos, pero Ludwig
llegd a la certeza de que la perfeccién que buscaba no podria ser
encontrada en Austria. Se trajeron del extranjero algunos ele-
mentos de fundicién ya fabricados, pero asi tampoco era posible
la unién deseada por Wittgenstein. Finalmente la unién se hizo
con disefio expreso suyo, trabajando duramente. “Y en realidad
pasd un afio entero entre el proyecto de los radiadores aparen-
temente tan simples y su consecucion. Sin embargo me parece
que el tiempo se empleé bien, si se piensa en los productos
perfectos que asi se obtuvieron” (Hermine Wittgenstein. Recuer-
dos de familia).

Otro tanto podria decirse de las altas puertas y ventanas.
Construidas completamente en hierro con una vertical domi-
nante, extremadamente altas y con estrechos perfiles divisorios
sin ayuda de horizontales, con una proporcién calculada de
espesores al milimetro, llegaron a exasperar al constructor. De
ellas Hermine recuerda “..un indescriptible tiempo fue dedicado
a las pruebas y a la fabricacion de los modelos, pero lo que se
obtuvo recompensé realmente la excitacion y el gasto que todo

which shows how muchs time and dedication Wittgenstein put
into this work. In the end, there had been very few variations
on Engelmann’s original blueprints.

The building is organized in three basic bodies with different
heights on the Southern facade, a higher three floor block from
a East-West axis with the main entrance from the garden, with
two other blocks on each side, joining the North-East facade
with a sloping glass-covered area with the service entrance.
All in all, three floors and a semi-basement.

While the upper floor with its terraces on both sides seems
to give the ground floor a shape somewhat like a latin cross
with the stairway at the point where to two parts cross, the
fioor joins the pieces together in the shape of a cross, thus
taking weight away from its neuralgical center due to the glass
walls that let the exterior spaces come in, creating an open
passage space.

However, the concept of a higher rectangular body is no
discarded as there are several pieces of differents heights,
one of them with a sloping roof.

Nevertheless, none of the facades have anything in
common, each with doors and windows at a different height,

each with a different line of composition; so anyone who tries
to see any similarity soon realizes there is none. Even though
there was little effort to accomplish it, the whole gives us the
sensation of being a well complemented set of bodies, all
being interrelated as well as the rigorous composition. The
driving force of orden is due to the large opening (although
this is not completely true in some areas).

None of the ruling bodies, nor architectural studies would
find any formal dogma or rules of thumb in this building. It
would be useless to look for details that could be copied,
such as a glass-enclosed corner without columns or a row of
windows. There is a philosophy, instead of formulas or clichés,
says Bernhard Leitner 10,

Thus any effort to find a coherent, pattern is doomed to fail
Yet it is certainly a sort of monument, even though that was
never its goal, a sort of an unfinished many-sided glass cross,
due to its sloping roof. It has an unfinished axis. There
appears to be a sort of symmetry in the facade of the main
entrance with its split roof over the exit of the stairway, even
though this supported symmetry is broken a million times in all
possible senses, except in the impossible view that was not

even included in the original drawings.

It certainly can not belong to Loos. It lacks the symmetry of
the Steiner House and the fidelity to growth that can be seen
in the terraces in the Scheu house, nor the frontal facade of
the Muller house in Prague, the Moller in Vienna or the Tristan
Tzara in Paris. Nor does it have the classical multi-shaped
vocation that the Rufer house has.

Interiorly, there is nothing that either reminds us of the way
Loos would have treated this glass- enclosed space, nor of
the enriching, brilliant interiors with Japanese, Oriental and
Swedish details that are so characteristic in the work of this
architect from Michaelerplatz. He always said that the exterior
of any house belonged to the city itself that it was the interior
that showed the taste of the owner.

So none of this has any real interest in the architecture of
Wittgenstein, who only concentrated on the interplay of the
actual building in itself.

On the spatial plane, Loos has his separate pieces going
upwards in a spiral-like shape, creating a spatial balance with
the columns in the corners, giving the whole set a strong
sense of horizontalism. The horizontal lines in Loos’s works go
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6. Seccion

ello habia costado. Mientras escribo se apodera de mi un fer-
viente deseo de volver a ver aquellas nobles puertas, a través de
las cuales, aunque entrase en ruina el resto de la casa, se podria
reconocer el espiritu de su creador”.

El conjunto de la obra durd dos afios, lo que supone la dedica-
cion exclusiva e insistente de Wittgenstein a su realizacion.

A partir de los primeros esquemas de Engelmann se desarrollé
el proyecto con pocas variaciones.

El edificio se organiza en tres cuerpos maclados de distinta
altura en la orientacién Sur, con un blogue mas alto, de tres
plantas de orientacion Este-Oeste, marcando el eje de la entrada
principal desde el jardin, con otros dos cuerpos afiadidos mas
bajos a cada lado, rematando la fachada Noroeste con un
cuerpo de unién de cubierta inclinada acristalada al que da la
entrada de servicio.

Tres plantas sobre rasante y un semisétano.

Si la organizacién del cuerpo alto con sendas terrazas a cada
lado pudiera conferir a la planta baja un esquema aproximado de
cruz latina con la escalera en el cruce de ambos cuerpos, la

7. Seccion.

planta adhiere piezas en cruce, aligerando, con la penetracion
de espacios exteriores a través de cristaleras, su centro neural-
gico: un espacio de transito.

No queda descartado, sin embargo el concepto de un cuerpo
rectangular mas alto al que se afiaden piezas diversas de distin-
tas alturas, una de ellas de cubierta inclinada.

Ninguna de las fachadas entre si, sin embargo, guarda una
uniformidad de criterio, ni de altura de huecos, ni de formulacién
de una linea de composicion, de forma que cualquier intento de
suponer un esquema compositivo fracasa, aunque, a pesar de
no existir demasiado amor por conseguirlo, el conjunto resulte
una ordenada implicacion de volimenes con sus huecos rela-
cionados. De forma que tampoco es ajena la cierta rigurosidad
compositiva. Gran parte de la fuerza del orden se debe a la
decisién del hueco muy largo (aunque también ello deja de ser
exactamente cierto en algunos de ellos).

Las academias y los despachos de arquitectura no encontra-
ran dogmas formales o recetas en este edificio. En vano busca-
ran detalles que podran copiar, como rincones vidriados sin

beyond the corners of the lintels where they organize the
borders and create subspaces and the feeling of the inside of
a cabin, based on structure and, in some cases the furniture.

Wittgenstein deals with the corners as breaking points of the
walls that compose them. The horizontal lines jump over the
corners and are only broken by the vertical plane of the doors
and windows.

Loos makes the concepts talk, tell stories, state things. His
buildings, at the time, were famous and well-known. Everyone
knew about them the moral-teaching components that they
included. On the other hand, Wittgenstein said nothing:
nothing on the exterior and nothing about his philosaphy on
the interior, even with empty walls. A white, inmaterial interior
with nothing of its own. A neutral background and uninterested
in what furniture was going to be used, although he was
involved in choosing the pictures and the pieces ofsculpture
from the Stonborough Collection.

A sequence of interior spaces, all of which are
passageways, capable, museum-like, in which its use is less
important that its very being: each room has but one window,
some being larger and others smaller. All is basically the same

size and shape on each fioor, collecting the floors in series of
different sizes.

Wittgenstein was radical in this house in this quest for
precision, the format logic, the absolute reduction, bu he did it
without making it a point of principle. He was quiet about this
too. There is no prevalent movement, or dynamic, that
appears on the outside that reappears on the inside. It is
simply a silent block, joined to the ground by way of a small
room.

The relationship that may exist with the sequential way
Tractatus is able to reconcile concepts, even when it was
being written, the structural analogies, with its architectural
grammar, between the elemental sentences and the elemental
shapes, concise in both the exterior structure of its apparent
bodies as well as in the logic blocks in the interior. The same
can be seen in the chain of equivalent spaces, rigorously
organized and easy to understand in the same way as a
sentence is constructed -or a book or a piece of music. In all
of them the sequence is only spatial even though they may be
composed of elements -doors, windows, walls, floors- that at
the same time are organized and perfect in themselves, but

are seen in the whole or, perhaps it would be better to say, in
the proximity. There is a sequence of silences and words, of
objetcs and backgrounds, of doors, corners or windows with
white walls. So there has to be great care in the door, the
radiator or the light on the wall: “That wich can not be talked
about, should be quieted”, is the last line in Tractatus. A
silence that is only broken by the perfection of the word itself.

Gary Indiana says 11: “The house is brillantly consistent in
respect to ethics and to aesthetics. In this equation, the being
that does exist -is manifested for others by way of an
uninterested classical code. That which is possible is
conceived rationally, and invention is seen as being possible
if it is physically verifiable. Semper’s three elements of beauty
-symmetry, proportion and direction- cover all the content of
construction.It is as if Wittgenstein has invented architecture
for the first time, like a game, using a limited number of criteria
for building a upper class, urban residence. The logical
structure of the building imposes an austere harmoniy of
materials from any and all points of view. It is like walking
through an anteproject”.

The resistent structure is underlined by porticos standing



columnas o ventanas puestas en banda continua. En vez de
férmulas o clichés, una filosofia, dice Bernhard Leitner.10

En efecto, cada intento de observar una linea-fuerza del con-
junto queda borrado con algunos contrarios. No deja de tener
cierta monumentalidad, sin buscarla claramente, no deja de ser
una macla poliédrica, sin acabarlo de ser con esa cubierta incli-
nada. Tiene un eje sin acabar de tenerlo. De la contemplacion de
la fachada de acceso con ese remedo de remate a dos aguas
sobre la terraza alta para albergar la salida de escalera, parece
existir una querida simetria, distraida mil veces en todos los sen-
tidos, menos en esa visién imposible que ni siquiera se registrd
en alzados.

No podria ser, efectivamente de Loos. No tiene la simetria
exacta de la casa Steiner. Ni la fidelidad al crecimiento en terra-
zas de la casa Scheu, no tiene tampoco la frontalidad de las
casas Muller de Praga y Moller de Viena, ni la de Tristan Tzara de
Paris. Ni la vocacién poliédrica clasica con remate en cornisa de
la casa Rufer.

Interiormente, nada hay tampoco que recuerde el tratamiento
de vacios maclados entre la estructura en el espacio de los
ediculos de Loos, ni los acabados interiores enriquecidos, brillan-
tes, figurativos, entre japoneses, suecos y orientales que carac-
terizan al arquitecto de la Michaelerplatz, quien gustaba recordar
que el exterior de los edificios no pertenece a su propietario,
pertenece a la ciudad, y que es en el interior donde no deberia
reprimirse la sensualidad del bien vivir.

Ningun interés tampoco por todo ello en la arquitectura de
Wittgenstein, quien Gnicamente concentré su pensamiento en el
propio juego de la accién de construir. :

En el plano espacial, en Loos las piezas independientes, cre-
cen unidas a una estructura ascendente de forma espiral, estabi-
lizando el equilibrio espacial con pilares de esquina, proporcio-
nando a todo el conjunto un fuerte horizontalismo. Las lineas
horizontales pasan en Loos méas alld de las esquinas en los
dinteles, donde se vuelven a organizar frisos y vigas, que cobijan
subespacios, en un remedo de la intimidad de la cabafia, basado
en un tema figurativo estructural y algunos otros de mobiliario.

Wittgenstein, sin embargo, trata las esquinas como cantos de

ruptura de las superficies de pared contiguas. Las lineas horizon-
tales salfan en las esquinas, manteniendo una ininterrumpida
altura, sélo rota por la verticalidad de puertas y ventarnas.

Loos hace hablar a los conceptos, cuenta, manifiesta. Sus
edificios fueron en su momento auténticas proclamas edificadas,
y como tal fueron recibidas. Sus componentes morales y didacti-
cos a nadie fueron extrafos, y sus edificios fueron siempre una
clara muestra de ello. Wittgenstein calla: calla en el exterior, calla
sus afirmaciones filoséficas en la arquitectura, paredes desnu-
das incluso en el interior. Un interior blanco, casi inmaterial, sin
propiedades. Un fondo neutral por cuyo amueblamiento no se
intereso, pero que fue ocupado por los cuadros y las esculturas
de la coleccién Stonborough.

Una secuencia de espacios interiores todos ellos con voca-
cion de intermedios, de paso, capaces, museisticos, inadjetiva-
dos, en los que mas que el uso interesa su consistir en si: cada
cuarto es un espacio con una ventana solamente, mayor 0
menor. Todo de tamafio y forma aproximadamente iguales,
planta a planta, coleccionados por plantas en series de tamafios
diferentes.

Wittgenstein radicaliza en esta casa la precision, la légica for-
mal, la absoluta reduccién, pero lo hace sin posturas de princi-
pio. Calla también en ello. Ninguna dinamica, ningn movimiento
prevalente que se manifieste al exterior llega hacia dentro. Sim-
plemente un bloque silencioso, unido al suelo mediante un
pequefio cuarto bocel.

Es evidente la relacion que pueda existir entre el sincretismo
secuencial del Tracfatus, incluso en su propia forma de escri-
tura, las analogias estructurales, con la graméatica arquitecto-
nica, entre las frases elementales y las formas elementales, con-
cisas tanto en la estructura externa de sus cuerpos aparentes
como en los blogues Idgicos de su interior. Como en un encade-
namiento de espacios equivalentes, rigurosamente ordenados
faciimente entendibles, como se construye una frase, como se
construye un libro 0o una composicién musical. En ellos la
secuencia es Unicamente espacial, aunque se construya con
elementos —puertas, ventanas, muros, suelos—, que a su vez
son ordenados y perfectos de por si, pero que son entendidos en

out from the ceiling, which are some times further accentuated
by a slight rise in the floor. The fact that the doors are different
heights emphasizes the importance of each space,
graduating the sense of each floor, creating sets of open
spaces for windows and doors, doublings, oppositions, in
order to be better understood.

The doors do not have any scale, being bigger or smaller
that normal ones. Thery are opaque, transparent o mirrored -
like the one in Margarethe’s bedroom, that no longer exists-
and were sometimes located in a different plane that the walls
or, in other cases, set in. Some are very wide, actually double
doors and others seem to be simply reflections. In some cases
de doorknobs and hinges go unnoticed and in others they are
the most important element and are of interest from a
mechanical point of view.

Loos never gave so much thouhgt to such details.

The spatial element is almost tangible and appears to be
well organized, extremely attractive within its classical style,
without creating any artifical tensions or dramas, as in a play
by Fauré. The only ornaments that can be seen are the
reflections of the metal on the glass, the blueish background

of the transparent glass, the shadows of the iditinct planes one
very close to the other, literally separated by inches.

The search for silence and empty spaces is apparent
through the way this building was constructed without taking
into account any sort of scales -blueprints are, of course one
thing and architecture is something completely different, each
having its place, goals, and beauty. This approach is also a
common denominator in many great architects. Peter
Eisemann invented an imaginary letter that was supposedly
written by Loos to Bretch, "When the art of architecture is
finally perfected, the house will be completely empty. At that
time when the owner comes into his own house, he will
actually be intruding”. Wittgenstein was really proposing a
type of colonization of interior empty spaces created by his
architectural design. He differs with Loos who emphasizes the
personal impermeabilization instead of the collective exterior.
In this sense, Loos is more similar to Karl Kraus, who once
said, ‘I don’t even worry about my private life, let alone
anyone else".

In the interior of Wittgenstein's house, the empty spaces
which are symmetrical among themselves,are asymmetrical as

they are thrown together with the corner spaces, which are not
accesible from the center, dominating. The main axis jump
around from one room to another, and even become
secondary rather than primary, as can be seen in the front
sitting room - living room sequence.

On the ground floor a glass-enclosed passageway,
perpendicular to the entrace, corrects a possible tendency to
have an over accentuated linear approach to this floor. It does
this by separating the foyer and living- room in two sets of
pieces. The area of open spaces on the first and second floors
is gradually reduced and the degree of informality is
increased the higher up we go.

Wittgenstein did explain a little about this problem in one of
the few commentaries about his house. Looking backwards,
in all phases of art, there is a trained wild animal... My house
for Gretl is the final product of a sort of decisive elegance, of
politeness, the lacking expression of comprenhension of
culture, etc. But what is lacking is wild life - you can even say
that healthiness is missing”. 12

Otto Kapfinger saw a direct correlation between the strict
ground floor and the philosophical content of Tractatus and

A
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su conjunto o mejor dicho en su proximidad. Secuencia de silen-
cios y palabras, de objetos y fondos, de puertas, esquinas o
ventanas con fondo de muros blancos. Por eso tanto cuidado en
la puerta, en el radiador, en el aplique: “De lo que no se puede
hablar, hay que callar”, dice en su ultima frase el Tractatus.
Silencio que solamente se rompe por la perfeccién en la palabra.

Dice Gary Indiana:!! “La casa es brillantemente consistente
respecto de la ética y la estética. En esa ecuacion, el ser —que-
existe— para otros se manifiesta a través de un cddigo desinte-
resado de orden cldsico. Lo posible es concebido dentro de lo
racional, la invencion dentro de lo fisicamente verificable. Los
tres requisitos de la belleza formal de Semper —simetria, propor-
cidn y direccion— abarcan todo el contenido de la construccion.
Es como si Wittgenstein inventara la arquitectura a partir de la
nada, como un juego, limitando los movimientos posibles a
determinados criterios minimos para una residencia de clase
alta urbana. La Idgica estructural del edificio impone una armo-
nia austera de materiales desde todos los puntos. Es como
caminar en un anteproyecto”.

La estructura resistente se subraya dibujando en el techo los
pérticos realzados, a los que acomparfian a veces sutiles eleva-
ciones del solado. La altura diversa de las puertas explica la
importancia de cada espacio graduando en el sentido de la
planta, creando apareamientos de huecos, desdoblamientos,
oposiciones, para mejor entendimiento de la misma.

Las puertas no tienen escala, son mayores gue lo habitual o
mas bajas. Son opacas, transparentes o de espejo —como la del
dormitorio de Margarethe, hoy ya inexistente—, estan fuera del
muro, salientes, a veces dentro de él, profundas. Unas son
anchas, dobles. Otras veces parecen, se hacen, puro reflejo. Un
minimo gesto en las manillas, en los recercados, en los pernios.
A veces éstos se hacen mas importantes y cobran su presencia
interesada de mecanismo.

Loos nunca llegé a tanta sutileza.

El espacio esta presente, se hace evidente y ordenado, fuer-
temente atractivo en su clasicismo sin tensiones, sin drama,
como en un nocturno de Fauré. No hay mas ornamento que el
reflejo del metal sobre el vidrio, el fondo azulado del vidrio trasld-

cido, las sombras de los planos de luz uno tras su contiguo,
milimetros rehundidos.

En esta construccion sin escala, de dificil reflejo en planos —el
plano es una cosa y la arquitectura es otra, tienen distintos
cometidos, demarcaciones y estéticas— se hace presente el
amor por el silencio, por el vacio. Como en las grandes arquitec-
turas. Como en la carta imaginaria que Loos escribié a Bretch
inventada por Peter Eisenman: “Cuando el sistema de la arqui-
tectura sea completo, el ambiente de la casa serd un espacio
vacio. En tal sentido, cuando el propietario entra en su casa, es
un intruso”. Esta colonizacion del espacio interno por la arquitec-
tura que dejé propuesto Wittgenstein también contrasta con el
propio criterio de Loos de impermeabilizacién de lo personal por
contraste con el exterior colectivo. Loos se encontraria en ese
sentido mas cercano a Karl Kraus, que habia subrayado a la
opinién publica: “En mi vida privada no me meto ni yo mismo".

En ese interior de la casa Wittgenstein, los espacios, en si
mismo simétricos, son desplazados asimétricamente unos con-
tra otros, con preponderancia de los espacios en esquina, no
accesibles desde el centro. Los ejes principales saltan de una
habitacion a otra, pasando alli a ser tomados como ejes secun-
darios, como en la secuencia sala-estar delantero.

En la planta baja, un transito acristalado perpendicular al sen-
tido de acceso, corrige la posible linealidad de la planta, segre-
gando dos conjuntos de piezas anterior-posterior al hall y la sala.
La superficie de los espacios en la planta primera y segunda se
hace gradualmente menor, a medida que aumenta una cierta
informalidad de una planta a otra.

Algo de ello explicaba el propio Wittgenstein en uno de los
pocos comentarios conocidos sobre su casa. Mirando atras en
el tiempo escribié: “En todo gran arte hay un salvaje animal:
amaestrado... Mi casa para Gretl es el producto de una decisiva
finura, de las buenas maneras, la expresion de una gran com-
prension (para una cultura, etc.). Pero la vida originaria, la vida
salvaje, falta. Incluso se podria decir que le falta salud”.1?

Otto Kapfinger era partidario de evidenciar analogias estructu-
rales entre la severa planta baja con el Tractatus, en tanto debe-
rian hacerse analogias entre los mas informales pisos superiores

the informal upper ones with Wittgenstein's later thouhgts.

Wittgenstein later wrote Philosophical Research 13. In this
work, he no longer worries about the formal structure of the
language nor about any possible structural similarity between
proposition and facts. From that time on, Wittgenstein
concentrated on the concept of language as a form of
behaviour, usage of different idioms in the forms of language,
and the vast forms of live which in the end actually give the
meaning to these did not lay, at least for Wittgenstein, in the
formal character of linguistic representations but should be
considered more as an element in the Natural History of
Mankind 15.

It seems that the mind can give meaning to the word.

Philosophical Research is as different from Tractatus as the
upper floor of the house. It was purposedly written in a
fragmentary, asymmetrical way.

wittgenstein made a dramatic change in this work
compared to his previous writings, dropping his perfectly
organized, logic way of writing for another vision that used a
much more dynamic, pragmatic and convencional language.
This is a way of acting and behaving, a specific way of life that

man has defined throught the ages as the talking animal.

Looking at the game aspect and at the philosophy of the
mind that appeared in the second part of his life when he was
to condemn Tractatus - although he always claimed that it was
really simply that no one understood it - by formulating a new
school of philosophy. This new idea, which has been
erroneously called Wittgenstein Il by some, came about a
good many years after the Stonborough House or Palace, as
Wittgenstein liked to call it.

It is clear to all of us that one single work may qualify a
person as a great architect due to the fact that a house is
much more than just the building in intself. It is also the
intentions, sensibility... and a thousand other things, in each
and every detail and in the whole.

The rest and the little importance that others may give it is
certainly a minor problem. This is specially true with
Witigenstein’s House and its long periad of obscurity.

The overall works of an architect are normaly judged by one
of his more pragmatic and smaller ones. Wittgenstein often
said that after his death this architectural work would be
regarded as his major contribution.

In any case: *“Maintain a clear way of thinking and a honest
feeling against any unnecessary pressures in areas where
these things are really important, or in other words the sincere
expression of humane emotions, and in the free expression of
creative phantasy”. 16

Francesco Amendolagine, in his study concerning Loos and
Wittgenstein 17 went very deeply into a constructive analysis
of the logical blocks and dilemmas or logical differences in
Wittgenstein’s house. He used the open spaces on the ground
floor and the staricases as the logical bocks, so as to carry out
of the theories expressed in Tractatus to their logical roots in
today’s world of computers. It is based on the fact that a
logical organized world is only possible with two logical
dimensions; one world of yes's and another of no’s. It is
assertation 4,023 of Tractatus, that has been put into practice
by computer sciences, that says, Reality has to be fixed by
the propostion of either a yes or a no.

It is very hard to accept that the basic planning of the house
and its being built was carried out with the objective of
modifying Wittgenstein’s main philosophical criteria, although
it certainly appears that way now.



. Casa Wittgenstein. Vista de la fachada a la calle

Kundmaugasse.

Adolf Loos

. Casa Steiner. Viena, 1910.
. Casa Scheu. Viena, 1913.

. Casa Mller. Praga, 1930
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Casa para Tristan Tzara. Paris, 1926
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con la filosofia posterior de Wittgenstein.

En estas /nvestigaciones filosdficas’3 del Wittgenstein poste-
rior a la terminacién de la obra, ya no le preocupaba la estructura
formal del lenguaje o una supuesta similaridad estructural que se
diese entre las proposiciones y los hechos. A partir de este
momento Wittgenstein centré su atencion en el /enguaje como
comportamiento. concentré su analisis en las reglas pragmati-
cas que gobiernan los usos de diferentes expresiones en los
juegos de lenguaje dentro de los que operan esas reglas, y en las
mas vastas formas de vida, las cuales, en su ultima instancia,
dan su significacién a aquellos juegos de lenguaje.'4 El corazdn
del problema trascendental ya no estaba, pues (para Wittgen-
stein), en el caracter formal de las representaciones linguisticas,
sino que pasaba a ser un elemento de La historia natural del
hombre. 15

Parece que la mente puede darle significado a la palabra.

Las /nvestigaciones filoséficas marcan su separacion del
Tractatus, como lo hace la planta alta de la casa. Esta escrito de
una forma voluntariamente asistematica y fragmentaria.

En ella Wittgenstein abandona el ideal del lenguaje perfecto y
légicamente ordenado, para dar paso a una vision mas dinamica,
pragmaética y convencional del lenguaje. El lenguaje es como
una manera de actuar y de comportarse, una forma de vida
especifica del ser humano definido desde antiguo como e/ ani-
mal que habla.

Es el sentido del juego, y también de la filosofia de la mente
que aparecio en la segunda parte de su vida, en aquella que
condend su Tractatus (aunque advertia la falta de entendimiento
general para con él) para formular un nuevo sentido de su filoso-
fia. Segunda parte, por algunos denominada de forma impropia
Wittgenstein |l, surgida tras los afios de la casa Stonborough
—del palacio Stonborough, como él la llamaba—.

Es obvio que una sola obra puede dar, y da, la medida de todo
un arquitecto. Porque no sélo es una casa, es una suma de
intenciones, de sensibilidades. Son mil obras. En cada detalle. En
el conjunto. El resto, la poca importancia que a ella se dé, es una
cuestion de los demas. Como ha venido ocurriendo con la casa
Wittgenstein y su largo olvido.

14. Vestibulo de entrada. Casa Wittgenstein

While, at least at the time, there was some doubt about a
substancial modification of the way Wittgenstein treated the

| do not know if Wittgenstein ever knew Mies Van der Rohe Whatever anyone may say, the construction in itself was just a

problem of language - all of Wittgenstein’s research in the field
of philosophy dealt with this topic and showed a deep
understanding - there, is no doubt whatsoever that
Wittgenstein initiatied a major modification in the way
architecture was to be understood from that time on. This is
true because of the way Wittgenstein carried out with his own
hands the exemplary linguistic aspects in the spatial and
organic terms of architecture.

Thus, Wittgenstein found himself in a world of architecture
that gave priority to the visual reductionism that was both so-
phisticated and ethically and morally adjusted, based on the
kingdom of the eye. Loos, with his reductionist parabola, and
the other architect of the day always used a visual approach
to solved all of their problems

Wittgenstein started - and finished - his sister’s house using
his mind more that his eyes. His sincretism led the architect to
use his elevated pride to refine the products of his mind, with
the same total spiritualist abstraction that Rothko proposed a
spectrum of color for the individual

or his works, although there are reasons to believe he did, nor
if Mies knew Wittgenstein or his philosophical writings. My
research could not confirm this point t we do know about
Lily Reich’s work in the Wiener Werkstatte, that Mies had
already designed several large buildings in Germany, that in
the same year the Wittgenstein House was built, the
monument to Rose Luxemburg was finished an e
preliminarywork for the Weissenhof was carried out. Th I
house, the Lange house and the Ester house beside it were
also finished at this time. But we also know that Mies stated in
Vienna in 1930 before the members of
decisive questions are those related to
of time - including this new era - tt
give the spirit the opportunity to exist

It was Mies who really buried the architecture of the eyes for
good and perhaps is the only who deserves r
He promoted the concept known as the arci
mind in this modern world in which valor, and the questions of
valor that we referred to earlier, gave him the thought, the
architectural one, globalized, inventing the mentalized space

t important thing is t

support for both Mies and Wittgenstein. The construction, as
was understood in ancient Greece, was the form of the
question. For neither of th base of the questi
to decapitalize architect the space of the t
Loos had done, but to instigate a way to think about
ture that would lead the proposal to be taken into the

of the idea, and not only of
as a starting point. It is like

order in Wittgenstein. There is no hierarchy nor
yntax. Mies assumes t xistence of

h explain the

ly shape not an order
e system. (Perhaps Kahn was the most
exemplary architect of the Order, the order of the floors, of the
constructed bodies }—-e said it was more the order of the
ns than the organisms)

Detail became very important for both Mies and
Wittgenstein as a modulation of ord within silence and as
a modulation of the silence of th d




Las obras globales de los arquitectos se axiomatizan en ejem-
plos, modelos paradigmaticos casi siempre de pequefio tamano.

El propio filésofo solia decir que después de su muerte,
pasado cierto tiempo, se le iba a tener publicamente como una
aportacion fundamental.

En cualquier caso: “Mantener contra la imposicion de coac-
ciones innecesarias un pensamiento claro y un sentimiento recto
en dreas donde esas cosas importan de una manera genuina. a
saber, en la expresion sincera de las emociones humanas, y en
el gjercicio libre de la fantasia creadora.®

Francesco Amendolagine, en su estudio sobre Loos y Witt-
genstein'” se adentra en un analisis reconstructivo de los blo-
ques ldgicos y de los dilemas o diferencias Idgicas de la casa
desde los espacios de planta baja y de las escaleras entendidas
como blogues légicos, en un intento de llevar la teoria del Tracta-
tus a la légica raiz de los mas recientes sistemas informaticos,
basandose en la consideracién de que en un mundo légico-
normativo son posibles sobre todo dos dimensiones logicas: un
mundo del si y del no. Es el aserto n? 4023, hoy ya practicado por
la ciencia informatica, del Tractatus: “La realidad tiene que que-
dar fijada por la proposicion en orden al si 0 al no”.

Dificil es suponer que la propia formulaciéon de la casa, la
practica de su construccion, fuera objeto de modificacidn de los
criterios filosdficos de su autor, aunque considerandolo en el
tiempo, asi fue.

Si en el terreno pudo producirse un cambio de sustancia en el
tratamiento del problema del lenguaje —problema que contenia
toda la investigacion sobre el papel completo de la filosofia como
elucidario profundo del conocimiento— por parte de Wittgens-
tein, y eilo se produjo, como asi parece suceder en el tiempo, tras
haber desarrollado con las manos, en procesos reales, el trata-
miento de los aspectos linguisticos ejemplarizados en los térmi-
nos espaciales y organolépticos de la arguitectura, si todo ello
fue cierto, lo que es indudable es que Wittgenstein inicia con esta
obra una modificacién de los cdédigos de entendimiento de la
arquitectura.

En efecto, si Wittgenstein parte de un medio arquitecténico en
el que, a pesar de la parabola reduccionista de Loos, aun el reino

de la arquitectura era e/ reino del ojo, los problemas y mas aun
los enfoques de la arquitectura se referian a sus aspectos visua-
les, a los que se daba primacia, proponiéndose un reduccio-
nismo visual que tenia tanto —con la condenacion y muerte del
ornato por delito— de sofisticacién como de ajuste ético y moral.

El camino emprendido por Wittgenstein para la casa de su
hermana —emprendido y acabado— se formulaba mas en el
terreno de la mente que en el del ojo. Su sincretismo recomen-
daba para el arquitecto una via de orgullo elevado en el mayor
afinamiento de los productos de la mente con la misma abstrac-
cidn total, espiritualista, profunda con que Rotho planteaba ante el
individuo una planitud de color ligeramente levitada.

No sé si Wittgenstein conocid la obra o la persona de Mies Van
der Rohe, seguramente si, o si Mies conoci¢ la filosofia y la casa
de Wittgenstein. No he conocido datos de ello. Pero sabemos el
conocimiento y el trabajo de Lily Reich en la Wiener Werkstatte, y
sabemos que Mies ya habia producido sus grandes ideaciones
de proyectos de edificios altos alemanes, que en el mismo afio
de la casa Wittgenstein construia el monumento a Rosa Luxem-
burgo y la maqueta preliminar del Weissenhof, asi como la casa
Wolf, y ya habia terminado la casa Lange y construia la casa
Ester al lado de ésta. Pero sabemos que en la propia Viena, en
1930, declamaba Mies ante los miembros de la Werkbund: “Las
cuestiones de valor son las decisivas...”. "Para cualquier era
—incluyendo la nueva— lo importante es: dar al espiritu la opor-
tunidad de la existencia”.

Mies fue el gran —y seguramente el unico estricto— enterra-
dor de la arquitectura del ojo, el desvelador consciente de la
arquitectura de la mente en el mundo moderno, en la que el
valor, las cuestiones de valor a que se referia, las proporcionaba
el pensamiento, el pensamiento arquitecténico, globalizador,
inventado, el espacio mentalizado. Porque digase lo que se diga
para Mies, tanto como para Wittgenstein, la construccion fue una
apoyatura. La construccion era la forma de la cuestion, enten-
dida como en Grecia. Pero no el fondo. El fondo de la cuestién no
era para ambos el descapitalizar a la arquitectura y al espacio
del ornato, como hizo Loos, sino provocar una manera de pensar
la arquitectura dirigida a la interiorizacién de la propuesta, a la

Wittgenstein’s House was used as a Red Cross Hospital
during World War Il and as a refugee ward afterwards.
Margarethe went back to live there until her death in 1958 and
her son sold it to a builder in 1971. At that time municipal
authorities ruled that a hotel could be build on the site instead
of the houses. The numerous trees that surrounded the house
were all cut down and in August a tall building was begun
right beside for the local police.

The Austrian Architecture Society led by Professor Friedrich
Kurrent, with broad international support, were able to avoid
the total destruction of the house in the last minute. In spite of
everything, a 14-story building was constructed for
adminstrative purposes in one part of the garden. In 1975 the
rest of the property was adquired by the Bulgarian Popular
Republic to be used as its Culture Center, which is its present
use. The ground floor is for expositions and the basement was
amplified in order to be used as a meeting room

The shiny exterior is not the same as the original was. The
grain and the light beige color are different. The facades had a
white finishing to them with a gray shading and the iron parts
used to be a lighter shade of gray that they are now. The

flooring in the main part of the ground floor is a shiny grey-
black artifical stone. The size of the tiles is different in many of
the rooms, but they have managed to maintain the correct
pattern between the tile joints, the axis of rooms and the
doors. The walls, ceilings and pillars are cream-colored and
the floor, without any floorboard, is black and shiny.

The lighting was extremely simple, lightbulbs hanging in a
symmetrical pattern around the rooms. There is an iron door in
the main hall. When the main floor was converted into an
exposition hall, the wall that divided the main hall and the next
room was replaced by a sliding one, which gave the present
owner more space whenever it may be needed. In 1976, the
mirrored-doors in Margarethe’s living-room- bedroom were
removed as well.

The heating system is located underneath the floor and
there are air vents in front of the window-doors on the ground
floor. There are iron slabs between these air vents and the
window-doors that can be raised up and placed against the
windows as if they were shutters in wintertime. The elevator
shaft is made of glass and is located in the middle of the
staircase in such a way that the machinery that runs it can be

seen. The staircase is made of concrete and the steps are
made from grey, shiny artificial stone.

The walls around the stairs were originally painted white, but
later that was changed to other colors. The slopping glass
form the first floor was double paned with very thin panes of
glass so that the inside one would coincide exactly with edge.
This was also modified at a later date

Both the first and second floors have been totally modified,
including the rooms, baths, etc. The flooring in the upper
floors was wooden but it has ow been covered up. The
second floor has been completely renovated

Once he had finished his experiment in the field of
architecture, Wittgenstein returned to Cambridge to write
Philosophische Bermerkungen and the Philosophica
Grammar. In 1935, he decided to go back for a year to the
cabin in Norway where he had spent some time before. He
worked on his Philosophical Research while he was there.

He moved back to Cambridge in 1937 and became British
after Hitler invaded Austria. His work entitled Readings and
Conversations about Aestetics, Psycology and Religion came
from his preparations for his classes at the University of
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mentalizacion anterior de la idea, y no sélo del proyecto en si,
sino de toda la arquitectura como un punto de partida. Es como
caminar en un anteproyecto.

Ello en Wittgenstein, no es un orden. No existe una jerarquia o
una isotropia, es una sintaxis légica. Mies supone la existencia
de una trama cultural-tecnoldgica que explica los hechos arqui-
tectonicos, y los da forma sin tension, con facilidad. No es un
orden tampoco. Es un sistema. (Quizas el arquitecto del orden
haya sido Kahn. El orden de la planta, de los cuerpos edificados.
Mas gue el orden de los organismos, es el orden de las institu-
ciones, como €l decia).

En ambos, Wittgenstein y Mies, el detalle se hizo importante
como modulacion de la palabra en el silencio, como modulacion
del silencio por la palabra.

La casa Wittgenstein, durante la guerra, fue utilizada como
hospital militar de la Cruz Roja y después como casa-refugio de
emigrantes. Margarethe volvié a habitar la casa hasta su muerte
en 1958. Su hijo Thomas, vendio la propiedad a un constructor
en 1971. En aquella ocasion la municipalidad acordé que, en
lugar de la casa, se podria levantar un hotel. El conjunto de
arboles que la circundaban fue cortado, y en el mes de agosto se
levanté un edificio colindante para la policia, con un nimero
elevado de plantas.

La sociedad austriaca de arquitectura, y sobre todo el profesor
Friedrich Kurrent, apoyados por protestas recibidas de todo el
mundo, impidieron la destruccion total. En el dltimo minuto. A
pesar de todo, en una parte del antiguo jardin fue erigido un
edificio de 14 plantas para la administracién. En 1975, final-
mente, la casa fue adquirida por la Republica Popular de Bulga-
ria para centro cultural, uso que se conserva en la actualidad.

La planta baja fue adaptada para exposiciones. Se ampli6 el
s6tano, sobreelevando algo el parterre, para dar cabida a una
gran sala de reunion.

El enlucido exterior actual no es originario. Difiere de él en el
grano y en el tono beige claro. Las fachadas tenian un revoco en
cal blanca con tono gris claro, y la cerrajeria era gris menos claro
que el actual. Los suelos de la pieza principal de planta baja son
de piedra artificial color gris-negro con mucho brillo. El tamafio

15,16. Detalles de cerrajeria

17,18. Vista de la puerta principal de entrada

de las baldosas es distinto en varias habitaciones, pero siempre
de tal forma que el entramado fino de las ranuras corresponde
con los ejes de las habitaciones y de las puertas. Paredes, pilas-
tras y techos son de color claro y se unen, sin rodapié, con el
suelo negro brillante de la piedra.

Los elementos de luz no existian mas que en su extrema senci-
llez: casquillos colgados, centrados u ordenados simétrica-
mente, con bombillas traslicidas blancas. La puerta de la sala es
de chapa de acero. En el curso de los trabajos de adaptacion del
local para exposiciones, fue eliminada la pared entre salas y
habitacion, y se sustituyd por una pared plegable. También se
quitaron en 1976 las dos puertas de espejos de los armarios de
pared del dormitorio-cuarto de estar de Margarethe.

Como parte de la calefaccion por suelo, ante las puertas-
ventanas de la planta baja, se sittan rejillas de calefaccién por
aire caliente. Entre dichas rejillas y las puertas-ventanas existen
unas planchas de acero, que por medio de contrapesos en el
sotano se pueden elevar y adaptarse a las ventanas en invierno,
quedando éstas protegidas por las chapas metélicas lisas a

Cambridge. He left Cambridge to go to Ireland before going
to the United States for a brief period.

Upon returning to England in 1948, they discovered he had
cancer and three years later he died in the home of his doctor.

He was reading Black Beauty at the time of his death. His
last words were: “Tell everybody that | have lived a great life"

Wittgenstein’s works, not only his philosophical ones but his
architectural experiment as well, are certainly of interest today
This paper has explained his positions, principles and results
with all of the personal and professional fine points, including
parsimony and integrity, tenacity and independence and the
final product of the Wittgenstein house. It has tried to show
how all of these aspects are worth being studied under the
sepctrum of today s architecture

Another reason behind this paper is to suggest that we
should think about how architecture may be a way to express
thoughts. It has been that way in the past and why should it no
be in present day architecture, in spite of all of cademies
dogmas, modes and the way architecture has been so often
put into the hands of politicians or irresponsible slopers

el
Thus, | have wanted to deal with the dichotomy of



modo de compuertas. La caja del ascensor es de cristal, empo-
trada dentro del ojo de escalera de forma que la maquinaria del
camarin, también de cristal, queda también vista.

Los escalones de la escalera son de piedra artificial gris con
brillo sobre losas finas de hormigén armado.

El recinto de la escalera estaba inicialmente pintada de color
blanco, y después ha sido pintada de color. El acristalamiento
inclinado del primer piso fue doble, con finos perfiles, de forma
que la capa de cristal interior cerraba exactamente sobre el
borde del antepecho. Esta organizacion fue modificada también.

Las plantas primera y segunda han sido modificadas, inclu-
yendo salas, bafios nuevos, etc. Los suelos de estas plantas
altas eran de parquet que ha sido tapado. La planta segunda ha
cambiado completamente.

Tras su aventura arquitectdnica, en 1929, Wittgenstein regresé
a Cambridge y escribié las Philosophische Bemerkungen vy la
Gramadtica filosdfica. En 1935 volvio, y vivié durante un afo apar-
tado en ella, a su cabafia a Noruega. De este periodo es la
preparacion de sus /nvestigaciones filosdficas.

De vuelta a Cambridge en 1937 y cuando Alemania se ane-
xioné a Austria se hizo ciudadano britanico. De sus clases en
Cambridge salieron sus Lecturas, y conversaciones sobre esté-
tica, psicologia y religion.

Abandoné Cambridge y se instalé en Irlanda, donde pasé a
Ameérica durante un corto periodo de tiempo.

Tras su regreso a Inglaterra, en 1948, se le reconocio un can-
cer incurable, del que moriria en Cambridge, en casa de su
médico, en 1951,

Al morir estaba leyendo Black Beauty. Sus Ultimas palabras
fueron: Decidles que he tenido una vida estupenda.

La obra de Wittgenstein plantea un interés actual. No sélo en la
filosofia. En la arquitectura también. Es evidente que las postu-
ras, los principios y los resultados, con tantos matices persona-
les e intelectuales, desde la parsimonia hasta la integridad, la
tenacidad y el desmarque, el propio resultado final de la casa
Wittgenstein, han sido abordados en este articulo con el intento
de ser expuestos y ofrecidos como objeto de meditaciéon en el
momento actual de la arquitectura.

Quisiera también con el articulo sugerir la meditacién sobre la
importancia que la arquitectura pueda tener como formulacion y
ensayo del pensamiento, y el hecho de que si siempre ha sido
asi, no debe dejar de serlo en este momento, a pesar de las
dudas que puedan suscitar al respecto la existencia de tanta
academia, los dogmas, las modas y la defeccién en manos de
politicos o inmobiliarios de la forma de la arquitectura.

He querido, por tanto, con el tratamiento de la parabola
filoséfico-arquitectonica de Wittgenstein, ejemplificar, resaltan-
dolos, algunos valores, cualidades o especificidades de la arqui-
tectura que son, a mi parecer, particularmente importantes, tra-
tando de situarlos en su momento y entendiendo que son un
auténtico elucidario para el pensamiento arquitecténico de la
época presente,
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