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is an exceptionally successful example of architectural diplomacy. Psychologists
speak of “situational personality,” referring to the fact that the behavior of a
single individual varies more under different environmental conditions than
the behavior of different individuals under the same circumstances. Maybe we
should credit a designer’s exceptional cultural adaptability to a particularly
adaptable situational personality.

One more note in this concoction of regionalism: Eliel Saarinen created
the prototype of the American skyscraper, the Chicago Tribune Tower, in
the wood of southern Finland; his painter friend Gallen-Kall started his
illustrations of Greater Kalevala, the Finnish folk epic, in Chicago. “Only in
the desert of Chicago did my father’s imagination burst into bloom,” wrote the
painter’s daughter.

Constituents :)f Style
Architecture is not an expression of knowledge and certainty, but of existence
and faith and a perpetual search for reconciliation.,

An architectural style is defined, both on individual and collective levels, by
a combination of certain mental orientations. Stylistic evolution seems to take
place in a pendulum fashion as priorities shift from one polarity to the other. The
orientations are exemplified by the opposite notions like those in the table.
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The first set of orientations clustered together in the main stream of
International Style, whereas the second set of orientations have characterized
Nordic architecture through the century. Today there seems to be a rather
universal shift towards the latter orientations, away from the mental construction
of the International Style. Consequently, a culture-specific trend is gaining
strength universally and one could foresee a renewed interest in Nordic
architecture.

Without wanting to expand the vague terminology of architectural debate,

I would argue that Modernity has progressed to a new phase during the past
two decades. T would like to speak of a “First” and a “Second” Modernity. This

implies a change in external stylistic features, but, above all, in mental factors
and a new nndar
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In his thought-provoking book Art of the Novel Milan Kundera declares that
Modernity has transformed to kitsch:

The aesthetics of mass media are by necessity the aesthetics of kitsch; as the mass media
gradually extend and penetrate into every aspect of our life, kitsch becomes our everyday
aesthetics and morality. Only some time ago Modernism implied a non-conformist rebellion
against received thought and kitsch. Nowadays Modernity blends into the immense vitality
of mass media and to be modern means a fierce attempt to keep up with time and adapt, to
be even more adaptive than the most adaptive. Modernity had pulled the robe of kitsch on

its shoulders. ?

There is no reason to deny Kundera’s severe verdict, but I think that only
the Modernist dialectical relation to history, culture, and society can emancipate
architecture from kitsch. And I am convinced that the New Modernism that is
taking shape now is again shaking the robe of kitsch off its shoulders.

The Two Modernisms
The First Modernism was a utopian, idealistic, purist, and demagogic
movement, which drew its artistic strength from an innocent faith in a future
brought about by new architecture and art. It was a fighting movement with
impetus and polemic. It believed in the possibility of cultural expansion and
radical change, which could quickly lead to a humane, healthy, and sane world.

The Second Modernism is a realistic view of culture unblinded by illusions.
It has lost innocent faith in an immediate victory of humanism and it sees its
potential merely as a strategy of cultural resistance in slowing down undesirable
anti-human development.

Stylistic change has been equally multi-faceted. The First Modernism
aspired to immaterial and weightless movement, whereas the Second frequently
expresses gravity and stability and a sense of materiality and earth. The
return of earth and gravity as expressive means of architecture has more than
metaphoric meaning; after its arrogant and utopian journey, architecture has
returned to the safety of Mother Earth, back to the sources of rebirth and
creativity.

In its aspiration for pure plastic expression, the First Modernism avoided
symbolism, allusion, and metaphor, which have become an essential part of
the expression of the Second. As the first phase aimed at an impression of
timelessness, new Modernism seeks an experience of time through material,
memory, and metaphor. The First Modernism admired perfection and
finiteness, while unfinishedness, process, and imperfection are part of the new
expression. The First Modernism aimed at perpetual innovation, the Second
consciously uses stylistic borrowings. I want to stress, however, that the
contemporary use of quotation takes place in two directions in history, and it

gives the past a new meaning as opposed to the one-directional appropriation

of eclecticism. There is always an air of necrophilia in eclectic art because of
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potential merely as a strategy of cultural resistance in slowing down undesirable

anti-human development.
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Motifs of Change
The motive forces behind the change are alterations in consciousness that have
taken place during the past two decades and which are more radical than most
of us are willing to accept. The Third World, the energy crisis, the university
revolution, the development of mass-communication and data-processing are
all part of the mosaic of change as well as the whole Post-Modern debate. But
also an awareness of the dangers implied by the technical development and a
disappointment with the achievements of Western democracy lie behind the
Second Modernity.

The transformation of Modernity did not happen at once. Even in the early
phases of Modernism, expressionist, organic, and regionalist tendencies existed
within the Movement. The momentum of the First Modernism began to run out
in the *50s and the emerging change was revealed in the discussions of CIAM.
Louis Kahn and Aldo van Eyck appeared as the most outspoken heralds of
change. Kahn brought back the archaic and metaphysical dimensions, and van
Eyck introduced an anthropological and structuralist view.

My view of continuous Modernity is based on a view of the dialectics of
evolution, which is more explanatory and hopeful than the popular thought of
a bankruptcy of Modernity. Fundamentally I see Modernity as a dialectic view
of culture that perpetually challenges and resurrects the past.

The New Tradition
The touching and optimistic vitality of early Modernism arises from its
origins at the confrontation of tradition and reform. Modernity lost its spiritual
depth through the generations, which accepted the style as a ready-made
aesthetic without its cultural background and the continuity of tradition
implied by Modernism.

The interdependence of architecture and culture has not been sufficiently
recognized. The international, consumerist architectural Jjournalism of today
violently detaches buildings from their cultural context and presents them in
an arena of individual architectural showmanship.

The Second Modernity has to relearn a way of seeing architecture as part
of cultural tradition as well as analyzing the timeless essence of architecture. It
is also significant that the creators of First Modernism were themselves artists
or collaborated closely with artists. The spiritual withering of Modernism is
associated with the post-war generations that alienated themselves from the
fine arts both through prevailing educational practice and shallow

professionalism. The New Modernism of today seeks again inspiration from
the soil of the arts.

Populism
The assumed failure of the mythical hero architect has given rise to a populism
and a reverence for consensus or popular taste as the sole authority of design.
This view denies the essential dynamism of cultural development, the dialogue

and opposition between the creative individual and the convention -
—-pe wavugn wie generauons, which accepted the style as a ready-made

aesthetic without its cultural background and the continuity of tradition
implied by Modernism.
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In the epilogue to his novel The Name of the Rose (one of the literary
guccesses in terms of popularity in recent years), Ur-nberto Eco states that tl?ejre
are two types of writers, the ones that attempt to wrlfe .what they expect their .
readers to want to read, and others that construct tl'len: ideal re.:ader as they write.
And only the latter type of writer is able to write 81gn1ﬁc.ant hteratu.re. Only 'an
architect who mentally constructs an ideal client and. ult.lmately an 1df3a1 society
as he designs can create memorable architecture.-Thls view 'does not H~nplil
empty utopianism or a belief in a messianic miss%on o'f ar.chltecture.. STmp t})/
touching art is born from the reality of hope and idealization, a 'bf:hef in a better
future. The art of architecture turns into production of c'ommodltles for the
consumer society when it loses its poetic and metaphysical content and ,s,efes as
its duty the mere fulfillment of popular desire. “To caress a cat to death,” is
the wise warning of a Polish proverb.

In my view, architecture, like an art, is simultaneou.sl.y autonomous and
culture-bound. It is culture-bound in the sense that tradition, the f:ultural context,
provides the basis for individual creativity, and it is autonomous' in the sense .
that an authentic artistic expression is never an answer to prescribed t-zxpectatlon
or definition. The fundamental existential mystery is the core of architecture,
and the confrontation of this mystery is always unique. al?d a,l,ltonomous, totally
independent of the specifications of the “social commission. A church and a
cellulose factory do not differ at all as commissions for an archlte.ct.

The human task of architecture is not to beautify or to huma'mze the world
of everyday facts, but to open up a view into the second dimension of our
consciousness, the reality of images, memories, and dreams.

Quasi-Intellectualization

In 0.1.;1: obsessive consumerist culture which gradually detaches object.s and
buildings from their use value and turns everything into marketa.b¥e signs, '
the traditional Nordic functionalist morality, restraint, and asceticism acquire
a wider cultural value. In a culture that tends to turn into a. Sargasso Sea of
too many goods, too much information, too many ideologies, too m‘uch of
everything, the idea and aesthetics of noble poverty have a new n.101a1 value.
As our materialist culture hysterically produces new marketable 1r.nages afu-i
turns even crime, violence, and decadence into profit, the Norwegian tradition
represents a philosophy of common sense and a poetry of the commonplace.
Regionalism in the industrial world cannot any longer be founded on z} 1
set of isolated and perfectly integrated conditions. Perhaps the .most meaningfu
form of cultural survival that remains is a regionalism of the mind, th-e.strategy
of resistance, the subculture that believes in and searches for authe.nt]c1ty.
Not authenticity on ethnographic grounds but that of human experience
and interaction.
The mission of Nordic architecture lies in the continuous development of

the tradition of socially concerned, responsive, and assimilative Modernity.
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Quasi-Intellectualization
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