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While he was still working for Peter Behrens, Gropius had been confronted with the
problem of finding artistic solutions to the task of constructing industrial buildings in a variety
of contexts. Behrens's buildings for AEG in Berlin, particularly the turbine building of 1908-
09 and the small motor factory of 1910-13, illustrate Behrens's ambition to introduce
aesthetics and nobility to all aspects of industrial design and production. These buildings
established Behrens's position within the Deutscher Werkbund (founded in 1907) as one of
the protagonists seeking an all-encompassing approach to environmental design, one that
would be able, above all, to facilitate the integration of industrial production. The problem of
construction, as a fundamental category in architecture that required an aesthetic solution,
was of primary concern in these building tasks. Although Behrens did attempt to reconcile
clearly visible constructive elements with a very specific concept of monumentality, Gropius
was later very critical of his approach. In Gropius's opinion, Behrens's facades did not really
seem "authentic", in the sense that their constructive elements could not be clearly recognized.
He felt they were "aesthetically manipulated". Particularly the front of the turbine building
features stone pylons at the corners that only serve to create an"impression" of monumental
constructive logic, while distorting the real constructive context of the iron supports concealed
behind the facade.

(Hhig)

In addition to discussions and preliminary studies, Gropius also attempted to convince
Benscheidt of the merit of his architectural approach and its cultural implications in the
course of a lecture. In April 1911, Gropius gave a talk at the Folkwang Museum in Hagen,
Westphalia, about "Monumental Art and Industrial Construction" at the invitation of his

patron Karl-Ernst Osthaus. He postulated that in "modern life new building organisms,

suited to the lifestyle of our age", were needed. "Train stations, department stores and

factories demand their own modern expression and can no longer be executed in the style of

the previous centuries, without succumbing to empty schematic forms and historical

frippery. Precisely determined forms that are devoid of everything arbitrary, clear contrasts,

well-ordered members, serial rows of similar elements and the unity of form and color are

the basis for the rhythm of modern architectural creation. (1)




(thig)
In order to illustrate his explanation, Gropius showed not only anonymous factories and
warehouses, but also his preliminary designs for the boot-last factory in Alfeld, a hint that

Benscheidt understood.
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For us, the key to the Two Libraries at the Jussieu Campus in Paris was that it was not an
architectural building, but actually a form of urbanism, a section of the city. It is simply part
of the surface of the city intensified in the form of a building. The distance between the floors
was enormous, even monumental, and also on an urban scale.

The occupation of this library was almost entirely arbitrary—it could have been used for

anything. (2)  This was the wonderful thing that we had made: architecture that could
be anything.
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The "tubes" exist to liberate "rooms" that have been boxed in by the wall called performance.
Making the "tubes" different in size and configuration and arranging them randomly serve to
make the differences in "places" more distinct. That is, the aim was to avoid as much as
possible a uniform space.

Trying to make different "places" is tantamount to trying to make "architectural" spaces
more like spaces in nature. No two places are the same in woods or forests, where space is
defined by trees.

Why do I not want to create "architecture"? In creating architecture in today's cities, it is
difficult to avoid the tendency toward uniformity. That is because, as [ have already explained,
we can only create architecture within modernist society.

Thus this last question only yields an answer full of contradiction. I do not want to create
"architecture", yet I can only create "architecture". The "tubes" of Sendai Mediatheque aspire
to be treelike natural organisms. The "plates" are flat slabs and aspire to a state of multilayered
uniformity. This architecture-like thing has been assembled from elements with opposing

tendencies. Will a time come when I am liberated from this contradiction?
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