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THE DEGENERATION OF/ARCHITECTURE IN MEX(CO ToDAY.

by Juan O'Gorman
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In Mexico today, architects are dilvided into two Sewes,

the majority following the so-called International Style and
a small mipority in opposition.

The debates and lectures held in 1953 under the auspices
of the Architects' Soclety, did little to clarify the issue,
QT_\:\:F@E
but the uqowwmgﬂm ands today,as 1t dées in all the fields of
art,between two trendss The non-objective ex=Bsstrsst, and
the realistic.

In any case, 1t 1s necessgry for me to say what I think
in relatlion to the general theory of architecture,because I
bellieve we have arrived at a critical point at which modernism

wmore
It has 30n59:maﬂo offer for the future,

1s practically exhausted.
except a repetition of the same formulaé which make up what we:
know &8 modern architecture.

In Mexico at the end of the 19th and beginning of the 20th
centuries architecture was limited to the imitatlon of 4me- styles
of the past, especlally of the late Renaissance and the Neo~Classic.

This servlile attitude came about through the influence of the

ﬂm?oer em

Beaux Arts! dm Parls upon the world, and their efforts to bring

about the restoration of Classicism. It is still common today
to confuse Classiclsm with Academlsm.
At that perlod we find the same type of academic dﬁmwwpbm
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for architects
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wmmcwﬂ»zo had the same unimeginative replicas of disgulsed iml-
o.on._\m
tatlons of the decadent eeerstdr grand-finale Hmd»m»mbapaawﬁﬁwmﬂ1

acadenic

ations of the late Renaissance. This wmmdmwakmﬂosprmorcdm. =
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\in the Grend Prix de Rome, was the "International Style
he area] ar] historian —

of that period. . @ Elle Faure wews-im
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5ocﬂpm:o&Ww mmquwwwnm that has already passed through the diges=-
tive tubep of humanity."

In this same perlod there existed in Mexlco, on & smallgscale,
an equally academlc school, which eopled the archltecture of the
bulldings and monuments of the Spanish Colonial periocd. Tpis
represented a forward step, for at least we looked for "irpigration"
in our own country and turned away from the influence of Europe.
This tendency Woﬁnouw the Colonlal style peraists «onwmﬂWﬂ a
diluted form, mﬂb<&rm %%rm who can accept the repetition of this
architecture are those gentlemen for whom the Colonial perilod
represents the yearnings of lost feudal privileges.

After the Mexican Revolution (1910~1914) the ocutstanding
mﬁo:wﬁmo&m\dmmms to intercst themselves in the popular architecture

meanng that whickis

of mepomwxmwvcwm% et st mﬁn:pam0¢:1m@mw t exclusively by

the people without the lntervention of engineers or architects.
The interest 1n thls architecture wes provoked in part by the
popularity in the United States, at that time,off the Mexican
Ranch Style, introduced by a group of Californla architects and
derived from Mexican folklore architecture, cf—tms—peex. The

indigenous house of Mexlico was processed into ene acceptable
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Justy fred pm\::.s\r sqUme
tiwrs the most esdentiwe use of natural resources and the reducitdon
valuable
to the rich and "decent" who came from the East to play ranchers owﬁﬁmﬁm.\l. Piaatonalarerag mm“iMm.nﬁ in structural planning
in the West. By way of ...E@_“ ﬁnmrmwwhww and archltectural revliews, @s in liberating the the floor plan,or in the composition of the
Mexico's popular :oumm\ﬂﬂ.mm brought home canned. Upon its return facades, that 1s to say in the total architectural problem. Func-
=allready procesed
it appeared novel, even revolutionary, while it was in fact only tionalism propos&d to apply the same principles that had up to then
% e dnterpretatlon-ofithe populan LastesilIne o et EiNE R E:\.w been used esdw 1in factories and industrial buildings. The phrase
it as & rich family does a poor relative. ItA: trip abroad gaused T T Corbuaten' s, : Yot
: : i
[ uﬁﬂM "La matson es] une machime & Aabifir”
it to be elevated to the ranks of/architscture. explains the theoretical basés of this form of architecture, which
It 1s weme—tiredess necessary to note;that thils architectural W?ﬂm:.%&uimm.mcwn betositen Hk,.\:h Skt et e e
& m mu
tendency of the Colonial Callfornia Style:(1918-1926) is the ex= 18 not to be confused with structural engineering, which deals only
pression of the first Constitutional Government of the Revolution- with the problems of construction in bulldings, mes=sbheamelitecturs
ary ranchers who came with Carranza into power, and in splte of What was gained with functionalism in architecture?
its being & plcturesque-academic conception of architecturej 1t Functionallism destroyed the narrow, academlc frames into which
initiates for the first time in our country the desire to express archltecture had been set &nd ended the era of "eternal truths,"
Mexlco In its popular aspect. This trend was soon abandoned, with which were the fHundation and réason for ooﬂlaw Bnd 1m:noﬂ~gm.
the loss of what 1t lmplied ildeologically to the theory of archi- the styles of the past. Functionalism put at end to : sy
tecture. In the eame way, and in a parallel manner, most of the Wit the blind falth in 811 the sasred ncadsmistaotiond 7
popular vindications of the Agrarian Revolution have ealso been lost. BnatLona T e haned tHalsan it mdmmﬂcuwﬂwﬂﬁmﬁuwwpﬁnam
After the first World War, and as a consequence of the neces= . 1 o mm<m¥.&ma35pomu. A H.oa.‘__umoﬂm.:u..nmu. Qm<mwou5m5ﬂw:‘h~n\r
8ity of reconstructling the devasted areas in Europe, the European ; 14 made evident the need to apply to building the divers
architects of greater ingenulty developed an architecture which methods of, construction invented by i :..w.«xam..rn :
e duection- POV S /] SR .UWq»Iw-I.IL%m
came to be khown as functional. Its .nsmou..,i.m.odu..amn from purely e TR B LT, -
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technologlcal principles, based on the mechdlcal prus of "maximum i _f..cbo.wp.wﬁmwpwe. furthermore, obliged the architects to form
dnd—tn-Thrs
1]
efficiency for mimimum effort,” b  8rohluechie programs in order to solve ﬂ:m“ﬁdo.c“rmam of utilization of space,
A
was transplanted into the fleld of engineering. y m&m\hﬁﬁ\ 7limate semdms, and the various humen needs of a bullding in &
b mes, N
fudcviopadiarenluectune m.awmm_w“@ to bé edpsedaiEy) inportant i reasonable manner and in accordance with the strictly mechanical
grsuee SR Iglapoczicount g Svhexe o e ouoiilo R D function of each part as well as of the total buildimg. Today,

looking at thls phenomena from a distance, end comparing thesperrs

unclonal “srchilecfuve” * ;
Lodh hteh—camE—ort—of—that-—penied with A wwampsm produced now,
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we appreclate the importamkance of functionallsm as a basls for
objective understanding of any form that modern architecture
might take.

What was lost wilth functlonallsm?

The mechanlcal end technical charecter of functionallsm
ignored the necessity of esthetic pleasure, one of the most
important bases of any real architecture. Functionalism reduced
the building to the mechanical necessitles of a shelter for man,

and by doing so it denled one of the most vital of his needs, the
pleasure prduced by the form and color of the place in which he
lives.

In synthesis, functlonalism in architecture 1s mechanically

reasonable and humanly 1lloglcal because mén pmnoﬁ & machine.
3 One of the inevitable conseguences of functionallsm imn!%hkrﬁwL
mwmem to social cozmuﬁwou Jjef—our "napvelous civilizetion;! thet-
the principle of "maximum efficlency for mimimum nomﬂw was trans-
.wowam& into "meximum rente for mimimum invemtment." fMMMMmms the
years 1925 and 1935 in Mexico the lessons of mcuoumwﬁ functionalism
were applied with more or less success by a small group of young
archltects, one of them myself. The venerable acedemicians did
their best to stop the new movement, with sermons and grand
lamentations delivered from thelr thrones, tribunes and pulplts.
In spite of this, functlionalism was Emwauomma% The general
publie, with intuitive logle, rejected this architecture and celled
it "square boxes with square holes."

The impopition of this wnboﬂwolmw architecture @n Mexlico wage

due in part to the fact that it was a product of European importatio

r

into & country of poor technlcal resources, |I&|HHn.waﬂ»wmﬂwon of

modern ﬁaowbopomw.ﬁtswos approaches ﬂ@osbo;pDOHOﬂuﬁv is a phenomena

frequent in backward ccuntrles, especlally mEoNz wwus ntellec~
md Think idealilically abou] The B39

=l
tuals who woamuﬁwnpumﬁ\ economic independence
12l countrés -

What has happened to architecture in the last twenty years in

hxwwsmww semi-colon=

Mexlico?
LU o
To this period belongs the glory of » Which can
be described as'the formalizetion of functionalism." Practically
all the work done today 1n modern archltecturey sﬂpmv I take the

" has the aspect of functionaldsm

liberty of calling "modernistic,
wilthout being H.::onﬁ»osmu,. This modernistlc architecture has taken
the ékements of functlonaliem end employed them for decorative
effects. From the point of view of mechanlical functlon , this
modernistic architecture ls a degeneration of functionalism. New
Hw funetlionalism the reason for a form isffund in its mechanical
use, mpd:nﬂ as an element of structure or as an element of shelter.
In modernlstlc architecture the principal reason for using the
forms derlved from functlonalism 1s to uuoacomnwwmwﬂam“ and use

or cost are of secondary importance.

The

In ms:oﬂpoﬁmHth M= form 1s a consequence of function, and

ﬁ_....._uﬁsawh.o
e SOt .

in modernism, form only appears to be

— wm Wexico Joday,

Modernlstic mdnﬁp&moﬂcdm.ﬁuudvmmﬁouam to and reflects H.Md period o
wied By The wors] reacfionayres (7s Fher own a\:mivﬁmvsnk

_.ma<o“_.cﬁ.osm3.._. mmsomomCmd.ﬂL\%iE
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Tc make matters worse, this =GCm15Puaﬁw1n5prmnn:wm of the so-celled

Internationgl Style in Mexlico, 18 not even orlginsl. Its greatest

v
agset 18 to reproduce IhmxpodEix rmmo1dcmpmﬁ_m models or to imitate

) 15
. grchijed . By
any other nnnhmm who becomes fashionable in MW&%m ﬁww arrilve at a

vl
prrer— pemimet.d International "Style", these coples of European architecture

dreé
sllmﬂunﬁlllwﬁw.ﬁmmmmmn » for their cagmn.o_.mpxcmm in the alembic

of the coca-cola cultures.
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cliches
One of the manhpmm oﬂvwm International Style 1s the prismatic

aosmw.dmmmﬂadzo of its long sldes Mm glass and the two lateral ones
closed with walls. This architectural specimen was originated by
Le Corbusler in the house of the Swiss students in the University
of Paris, mmid later used by him in the housing project in Marsellles,
and again in Brazill in the Secretariat of Public Instruction. In
Mexlico we have the towers of Science and of Philosohfcal Investi-
gation at University Uity, and many other such mmmhmﬂmiad used
for offlces and apartments.

The most magnificent example of this architectonlc stereotype
18 the building of the Secretariat of the United zmﬁoamnﬁﬁw«%
8 French father and a North >3mdpmms corporation. Another mode
of modernism ls the prism of glass taken more or less directly

/o Mexeeo
from Mies van der Rohe. Here no walle seem to be needed. \ﬂMMM»
structures

these glass mntﬂ&alujwsln face the south, east or west they become
_ao&m mmm

MMM””cmmm during ﬂwommmw|£:mﬁ they receive the sun's rays and poha
mamama cold houses after the sun leaves them, When they face horth
they are permanently lce boxes.

In a lecture glven last year by the director of the @mnrHeq of

Archltecture, he suggested that venetlan blinds were sufficient to

counteract the heat of the sun's rays in these edifices. It is lament

able that in practice this remedy is no remedy at all, for as e ¢

oI ol from The heal

knows we can get away from the direct sun's rays

Wakeir—is—heatod—by—tadtreat—reys entering through the large glass
areaswilf The sun im\h.f uﬁ.\k@ﬁm venelion $linds.

Of course there 1s a remedy for thls nulsance, not only very
good but also very expensives alr-conditioning. Now we have a

complete picture of the architectural adaptation to the climate of

8.

Mexico. First,the largest possible windows are used, which ralses
the price of the facade. Second, in order to escape the sun's rays
the largest venetlan blinds are necessary, which also add ﬁm the
expense. Tpird, costly alir-conditlioning must be added in order to
make the bullding habitable. If we examine the advantages of thils
architecture we find that everythling goes to make 1t as expensive

as possible, without the smellest advantage,bnmampmma except to
the bank accounts of archltects and contractors.

&ow course wsmwmmm the artlistlc noam»nmwmﬁ905\ If one believes
that the beauty of these priesms of glass compensate for the
expenditures necessary to amwmQWM=5mvawdHo. then everything is
fine., As I do not belleve in window wall and cardex esthetlcs,

I pronounce myself agalnst such absolute lack of logic and common
sense.

Another of the recipes of the International 3tyle 1s the
horizontel window bend the entlre length of the facade. These
windows are used indiscriminately, without relating thelrsize to
the rooms to be lighted. Like other architectural usages whlch

make no sense Uze.W”Hmm semblance of functionallism, architects
have a glib esthetic reason. VManwﬂl es I can make out, all the

=4 t.v»\ Ml5 - Ct E.c_ﬁ.:\ i2//0 0 Q\.ﬂ..\.m.\mx\\rﬂ\mﬂl.ﬁ.ﬁ 2 3 o
1lloglcal planningvgoes to make up what they call modernity. Fxke

P A e S,
ohr%¢a¢&+®$¢p$¢mi=NL¢?I0¢!¢ oy :sHHhnﬂ»tt»&bt?ﬂﬂth“ﬂmmmm“nm
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In buildings two or three stories high we frequently find the
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unnecessary use of reinforced concrete mwmwmﬁcwmh Apart from making
the bullding more expenslve, this is done for the purpose of using
continuous glass on the facede, or of lifting thé structure on
stllts without eny reason or cause, except to glve modernity to the
bullding. The lack of technlcal knowledge of the structures that
are consldered cld-fashioned, and which do not mm come under the
head of modeénit u.;:n:s%“ e
X ¥, cut the architect off from many of’/ the problems

of popular and especially peamant architecture.

All these theories about modernity are similar to the thesis
of the painter D. Alfaro Slqueiros, who tells us that only with
modern materlals, such as vinelite er sillicon,can the modern painter
do modern painting and arrive at a modern mnwpm\ All this babbling
8imply shows the absolute lack of understanding of the simplest
‘elements of technology, because naturally the sclution to any
problem of construct mmeroﬂwa be ﬁmwnW@&V% the most favorable
methods, and in each case studled in accordance with tmm reallty
and with the eecnomlc possibilitles of each reglon. am»m is pre=
cisely one of the most important bases of realism in architecture.

I want to make 1t ‘clear that I do not deny the great value
of modern methods of conatruction, but in order to use them when
their employment is indicated, possible and necessary. It would
be stupld to deny the usefulness of reinforced concrete and steel
structures, but I @ pronounce myself NMmHmmﬂ thelr employment
in a formallstic, anti-functional and anti-realistic manner.

amf characterlisticg which defines #we modernistic archnltecture
today in respect to its form m@i%. \nwﬂmw systematic

employment in combinations and juxtopositions of the box form.

ass shope—fronts . q?m indicates that the

19

International 8tyle in architecture expresses the equivalent of the

box, used for pecking commoditles, beosuse—ita—feormie—the—most

Whet 1s called in architectural planning the necessar

defevmmedl !
is mw“W4a¢|¢J in tne same way &8s the dlmensions are—eeterminea

Fomebre—sege of a box required for packing oranges or shoes or
Thi's R\Ah /n m..ﬁyi\}:amm.m\ h\.n...rtu

pencils. Thus %me architecture o n
reflects guawm dominlon of the commodity over man.

Do,
Hrerstons A&wospwmnﬁzwm as=a manifestation of art,expresses

L e The ;
ﬁamoosa:poumn:mdooawmmvo:@‘il‘% Nm .Elaos.._bpoh

mxmﬂowmwn%c% the class which has imposed this mﬁnWwﬂmnmz1o upon J
Janyfhing 9bos7,
the people. ¢muuﬂnuuu.ﬁwm pdéple without understanding afart or

architecture MmzHOﬁ accept the International Style because it 1s
contrary to ﬁ human esddeedi=s mmvpdwﬂosm&mg nnk@nn\n&w.
One of the medular arguments used in defense of modernism is

“wa Tl
a stomed to
that/the uww\mu.m_...cw a sort of Hzo«..ﬁ.mwb@ become accust

box architecture. zmw:»um can be more false or stupid. One might
as well say that linertla mnoﬂmaoamﬁvmouwm to misery and hunger.
One must not woﬂmmn that for the people, in splte of their ignor-
ance, art 1s an emotlon perceived only through the expresslons

conditioned by their own traditlon. That tradition 1s the only
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language they understand. Tradition implies a sort of successlion

hal im Time
qmq\mnmqao«.bmmzmm of conditlons, Eﬁhﬁii#ﬂl&&uﬁ%i

represent all that has been absorbed and selected from among the
many possibilitles of forms zof nxﬁdmmmw05mtwnrps a determined
region. These wowsgzsmn is known as the culture of a people.

any 131 hisJor
The pecullar and special forms of art d&Wﬂﬂﬁkﬁ&w have been

thetrdynemic—dtmension) by

amqmwoumﬂus time (Hhie—gives—th
the constant increment of work thet has always actualized tra-
dition and at the same time formed 1t. When the production of
art implies a constant revaluatlon of the adjustment of man to
his surroundings, thet is to say, when the productlon of art
responds to the objectlve necessity of expressing the harmony
between man and the earth, it acquires what is called 1ts regilon-
al character. Ahd when the art production responds to the collec=-
tive necessity of expressing the harmony between men, it acquires
what is called style. The humasg need for harmony is not & moral
precept, it 1s a material need in man's struggle for the survival
of his species, and it implies a constant struggle to keep this
relationship in harmony, or one might say, in dynamic equilibrium
imposed by the transformations that are verified in time and in
everything that exlsts.
Art, if it is to be an expression of life, that 1s to say. 1f
1t 1s to be mmotional, #m requires a constant transformation that
can be achleved only through the means of invention. These in-

ventions are the incfements that et die it et o e e R

et develop the course of tradition in accordance wlth the permang

transformations sufferédd ifw—s==iity by man and his environment.

12.

Art has w=s a permanent and constant <mwca7ﬁwocmro:d history
and pre-hlstory because it expresses the struggle of the human
species for survival through all periods of 1lts existence. This
is the reason why any work of art, from the most anclent to the
most recent, in any perlod of hlstory and ﬂimuw part of the

world, produces emotlon in a human being with sensivility.

To the degree that man's efforts to survive have been more
intense, to that same degree the art mxﬁummmwﬁmAfwmﬁfosapﬂpobm

Raiﬂkﬁ»ﬁoﬁ intense capaclity ofee emotion. This Hsnwpew\armw man
carries 1n his unconsious the experiences of his specles, mﬁn,
that the actualization of tradition through the means of origlnal
inventlon i1s the only way in whiol he can link this collective,

unconseious with present reality and to produce an art of popular
acceptance.

It i3 also hecessary to say that invention within a tradit-
ion has all the poetic Mbmmwcpwpﬁpmm of the human imagination, =

Fhe The erzanic deelopmen] ot qrowiTh 8f ¢ Tree in 55 Time and space
wne “ NMM“L&!!@ SO&WED!W

29 .
F ™ .

In popular art, also called folk-lore art, the actualization
of tradition is always reallzed,bscause 1t can be produced 1in no other

way except out of the materlal which 1s in the pecple's unconscious.

e :

Ya s

Bubt bose who have bYeen educeted in schools or art academles, or

#ho havs 1n any way sufferéd the process of esthetlic edwestiem—or
appreciation, have formed in their consclousness a serles of b=m

Me)

eriteria which impedeccreation of art. Ofly talent or genlus can

‘aurmount these repressive conditions. This does not mean to say
that all appréciation of the art of the past is & hlndrance for
the prodiuction of art.

On the contrary. It is necessary, but only

P
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when the estlmation and knowledge of tradition becomes the means and

not the end of &nfo trajectory of possible development. To

surmount
the limiting barrlers of the academic lmplies a great vlitality, which
shows in creative work, and which i1s an expression of the pleasure of
living.

The knowledge of the traditonal forms in art gives the artist, and

especlally the archiltect, a material to start from, so that Eﬁr’hn
+4eon—ed hls lnventiveness smé—tire mnu“_.u.nﬂhiniﬁﬂnﬁﬂﬂmlw#o.

v a
anﬂdmamommwpﬁmm msﬂvqowwmgm ow:pmﬂ.n_m. ww:ouc.omu msoamns

work of art within his own tradition. Only in this way can art form
a part of the process of man's adaptation to reality and serve as an
o The molber men Hhal five in The same vegion

instrument of hermony wLﬁl! of the earth where it had its
roots and where it can a.m<m.“_.o?\-.vm}iN\Em?\:\\\‘.\:.

In art the original inventions, whether they be individual or
collective, within the organiz body of a tradition of any region of
the earth are llke the new cells Necessary to the orgenism; the orRan=
ism produces them in order to live, and they correspond to & determined
specles, or in v:ﬂwmumcm_mm of art, to a determined style of a deter-
ined reglon of the earth.

But the cultural process has been conditioned, or deformed,
by the human relations of .“...M.”Snrﬁs1 g»q»nmm into classes. Art,which
has always reflected the soclal conditions, acquires the character

[
paw_.‘.ommmm upon 1t by the contradifions inherent in the economlc forms

Al of o pro
of productlon and exchange aﬂn%w«r hilstorical nmﬂ.pon.\‘g? &

Asae  heve gmen

Ve o o2 s, we mmmsin Mexico,since the beginuing of Colonial days to our
= =)
own tlme, -s=t there have mxpm.mn two currents of art. The first one

+

is of Mexican character and atyle, Lam. the work of the ‘people, and is

known as popular art; thls has maintained 1tself within the ancient

14.

This art expresses the popular
o

aspirations and preserves its reglonal o:mdwoﬁmi. It has been

Mexican pre-hlspanic tradition.

said with reason that the Mexican people could never have survived

fhe
the brutalitlies of the conguest m.au\hxwwo»wmﬁpos of centuriles 1f
It 18

they had not kept alive their traditlions and oE.aE.nw /To this
it
current of art that the.artists of mmm talent and genlus)uhm nRWE

Aed .
FaypdnsnxflEhinandnexpyrespAnchenEnxeXaEpiribinne v have Tm%om .

The other current of art imitates what 1s foreiln to Mexlico. weme

st ontuped—art; Mn represents servitude and submission and

.R.q .ﬁae{:\
: ) J»snmumﬂ.o of &...E
D e =
achleving its own national économic independence, and wsmwmwodm\.qmﬁw
. ; § et ittt oLy means Jo 7y /ain and
kﬁlr.:nlwlﬁwwl@m@.www its U«_:memm.éw,\

reflects the position of 46 classy!

brolad
In spite of the Kﬁ.\m_..w#mvmgmuwmo&m of the oonn:mmﬂv and the
() \m 3
incredible exploitation suffered by ﬁﬂw.vbwﬁ?g of Mexlco, théer

peed culture ed=summmdbsr has not uumnnam\eﬁm extreordinary art! that ?

\

flourished in Anahuac, center of the culture of America, was brutally
\iw\ \‘xn naswt.:\wﬁ\u\ﬂm\
cut to the ground, bBut ﬁvm deep roots remalned in the earth, and all
through the Colonial period, the Independence and the Revolutlon, the
Mexicen people have kept producing and still produce thelr own ﬂw& -
this in splite of Coca-cola, Juke boxes and the architecture of the
International Style.
poverty-stricken

The pommmmmn people of Mexlco, who are in the great majority,
build their own houses with the earth that they pick up with thelr
own hends, and with the absolute minimum of mechanical elements.
These houses are always adapted to the climate and to the elementary

Y,

needs of thelr inhsbitants, mﬁﬁﬁs spite of the miserable condisions
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under which they are buikt, wﬁm% meintain their traditions in the
of Bhe arphileclore which is allways,
vwowogpo:mf\mqmmnﬂw integrated with the

landscape thet—
mt«.‘dozﬂmmfm‘m[. These houses show a perfect adaptetion to the

reglon because the people who built them have not lost their eowm

culture. . The same 1s true of their fiestas, their dress, their

pottery, ete. It is importsnt to note that the popular art section

of the Mexican Art Exhibition in Paris, London and Stockholm in
1953 was the one thing that caused a great m@ﬁmmﬁobnmao:m the ultra-

executed

sensitive intellectuals of mcwoﬁm.J The ceramics m \THBBBB recently

by bp Pablo Pjcasso,-- one plate wes priced memw‘o_ﬁooo francsy= would
be undlstingulshed if placed among the polychromed pottery selling for
twnety-five om:».mf._.z & Mexlcan market.

,,szﬂ the architects of Mexico have no eye for the country where
they live and that feeds them. They\prefer to separate themselves
from everything that 1s truly Mexican, copying and imiteting the

architecture that is fashionable in New York or Paris. These second-

cosTt
rete and Pﬁvﬂmﬂb‘! coplies have nothing to do with Mexico, melther
with the climate nor the pEnph® needs vwwm tasteg of the vmonwo.ﬁﬂpow

\L\Q\. §§L\
are mzbiﬂmooxm of g&«%mupoaww and show chepriy e mmu;._.h_,u..rw

and paomvmn:w._i wﬁwgtw i

WA [LE S b L utitita Wlhet o m\ .L.\f..r.va ?rx r}ahv:r
(In Mexlco’ ,n_? owmmm Hs power tries to)appear part of the cosmo-
QE% elayms

poliitan international au.na.cnb » a=tkmws® itselfl free of the

contradlctions inherent in the nature of the social forms through

and The vl Hhatt- o rmpases on The fecple
B L e I

iEit\i; undey which ,\ 5 \“Sn\.\n

which 1t exd uﬂm 5

&:m selk

proee—in e werld—sai-e cosmopoliten gs this very
- it That 18 to mmw.i,.w

ey
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it me@mms.,S‘pu solving the problems: of a functional shelter or of

The International

expressing the sspirations or desires of the people.

Sgyle serves the class in power as a disgulse to make the people

T This way Tiis eZass
Erre-riraei iy mxaﬂopmom cohesive

which
action through.the forms of expression of this mdoswamogda. :w.wow_mn
QY presies anel helps fo “w__x):h..\ar. \
m.:&nwm*?mm.m its own power and medwbedwe 1ts privileges.'. Logically,

these artifices become ineffective because these forms of

believe in 1ts cosmopolitan superiority,

in time
non-objective art and archltecture become in the popular mind the
negative requisites of a world incapable of bettering the material

conditions of life.

represent
This non-cbjectlive art and archltecture phmmtfy everything con=
trary ﬂonwovcwmdﬁ and will finally -8 signify to the E%Quwm
the waste of human &\w In a similar fashion thousands of tons of
commodlties are yearly thrown into the sea, millions of pounds of
butter are stored until rancid so S.E.mrvsuomm of these commodities
This architecture

cén be kept high on the international markets.

"
and this non-objective art hews already W.Mmﬁh to smell, although they
:,.bmuum\m‘ maintalin thelr prestige as expensive commodities. ’

[ It 1s interesting to cpmpare this antiseptic and de-humenised

art ow our days to its £4est anththesis, the mml‘oncb of the 1Bth

e

Century, which m&& } the architectural expression a.u.u\..
counev-Feform . ulf mﬁ,.t\. v 2N .u \&h ones

n {fﬁ&\ .qm.\ s\ e he #has noa Tosest to the pepudwr teste of f.m...o.m.

This was due to the fact that the
because of

Churrligera, end in general the Mexican mmu.onco..rmm e wlde appeal <we

4w lts profusion of form and color, also characteristic of the ancient

Fetilrn

£ 4% e
\ﬂﬂ..u

=the na

art of Mexlico. Es
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meﬁb:

But ‘n_.h_ modernistic architecture, with ita’ abhorance of decoration,
~ - [y .A\E&

and all the §J=§ xma.w of our times, can only indicate

L {2 filienson

AN mm\wnmuwﬂa}a% 8 /55 bmbetrtirtet within-anhistortesl

The Neo—
perted in which thise—pesttiviet>reformismsof Sir John Maynard Keynes

V.
___Ko nothing more to offer the people except hunger and misery.

'8

\ The mﬁ.mmw puritanism of the archltecture of Le Corbusler
represents the exact m:ﬁ.ﬂ.—omwm.on the plastic art of Mexico. This
ls because the principal o:mwmoﬂhwu”nww Mexclan art are; £est Lhe
pyramidal form of the compcosition; an exaggerated emphasis on the
tri-dimensional volume; the dynamlc asymmetry of the axis; the
complex variety of decorstion; the richnese of form and colory
end the supreme menner in which the building harmonlzes with the
surrounding landscape of the region. Ehen in the popular wﬂw\\w%}.
today we find these characteristics, which in my estimation are the g
general traits which eén synthesize the Mexican manner of owimmmpob.ﬂ.
With the diremt influence of the abstract schools of Europe
sad—witlk+ke , and with the International'esthetics," the architec-
ture of today has become the formal mnﬂpwwamwm of Mexlcen realism.
Without eny relation to our tradition and without any roots in
human necessity, thils architecture has become the expresslion of
everything which ls negetl-ve and forelgn to the people of Mexlco.
Today the architects of the Inpternational, non-objectlve,European
trend are MMMNM&MMQ&B&EE the first buds of a modern archltecture

e—tetrere

of real Mexican character, bs architecture which will meeesasriiy

| a 13 The
"% \mu ~ become the foundetlon %m.mu..% establish=envy—edf——- unlty w%%»m the

plastic art of Mexlco. -We—sheit—poomfightting—tofreereitiee—rrom

Lawmw&n. oy The MediZeyranean

\m a\m_n_qn‘m\n
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The total absence of sculpture and peinting as party of archi-

tecture 1s anothep of the achlevements of our "modern civilization.™

All through the history of mankind, from the most ancient cultures o.H.

Preees, sad—fros—the Hest Gres UD £0 phe -eese

—ertert begiiling of fhe XX Confirifs s
of Boefordo y7architecture was always accompanied by painting
and scupture. Sometlmes these arts were an integral part of archi-
tecture, and at odﬁeﬁmqh.mﬂqﬁmmﬂauwmﬂonm »Whmamm%@m%m to architecture.
In the Nep~Classic perlod architecture employs, as did the ancient
Roman art, the columns, pilasters, cornices, pediments, balustrades,
etc., as decoratlive elements more sculptural than architectural, and
used bas-reliefs to adorn the walls and statuary to humanize its \ew__wwa.ﬁ
purity. Even in the most academic period of the end of the 19th
Century, and beginning of the 2oth, architecture perfisted in the
employment of sculpture, and sometimes painting was also done within
the narrow limitations om?wnmaospo E typlcel of that time.

is not

JuxTizposthon —
Naturally this % %ow the plastic artsfcemparable

it _,...Nﬂﬁmh_._ﬁm_”pnxo?éﬂ or the Cathedral of Chartres, but never-the-less,lt

Haf

shows the importance glven always to the fulfillment of M.rcgms need,
%v\nmxwvn\m\h _.Sxx mnt\\uq\‘.n and \um\umﬂm.

MSA\ Fehie Ve
We therefore have to mpmmm conclude that the systemic elimination

of sculpture and painting from erchitecture is typlcal of modern
times and of our occidental civilization. This architecture without

sculpture or painting reflects ﬁwmﬂnm.om@.mi/ priod of the Industrlal
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Revolution, where thesmumsmmbsing—Ilo—o=ou amd—uieere the mechan-

lcal achlevements of thls great hlstorical movement are the onmwaxﬂwms&
-lllllllﬂTtlllnﬂ&*Vmﬂwm. -
yutely 4 Hoe et pave

In this period of history the great’ hémfen—tedenislisy has been
=igire

converted into simphm hours’of specialized labor, and they nc lomger
count, not even as spectators in the cultural processes of our
Ahis hisTerreal period,
times. Also architecture in owmebime ds a product of specialized
work, in which the archltect has no more connectlion with painting and
sculpture, and has become a sort of manaéger of production of build-
ings, which are usually constructed for the purpose of investment.
Painting and scuplture are executed by artists who are also specializet
In thelr work amd who are competing wlth one ancther and have no
understending or connegtion with the dongtruction of bulldfngs.
In spite of these unfavorable conditions, and picisely because
they exlst to such a critical degree, it is necessary to be lnflexlble
in our criticlsm and to make an effort to bring mdanﬂﬂ a regeneration
in architecture and a unificatlion of the plastic arts.
It has been our luck in Mexlico to initiate the movement to
incorpeorate again on & large scale palnting and sculpture into arch=
itecture. Thils has been possible msmmjwtaa only because of the ,

T@LlisTic £ 5wonumenlal )
Heuaxdmﬁﬂnm<mwonamsﬂHszmx»ooow Iwﬁju%mﬁammﬁmw sswmwwmwsﬂusm.:

With the exception of th: archltecture of the Olymplec Stadium
at University City, which 1s an expresslion of Mexico, and which also
harmonizes with the region where it 1is built, all other cases in ;
which integration of the plastic arts has been attempted have been
only the superimposing or the applicatlon of sculpture or palnting,

(mosaics) which are iexican in charactern, upon the face of a forelgn

(52 ; 20.
=\ Aﬂn. ,,.l.‘
architecture |of 'mternational Style. | The critlcism that the painter
“owe.. Siquelros has made of the Library et Uplveristy City in this
respect 18 correct,in my estimation. But this does not mean to
gay that in order to be in tune with modernism we must produce &
painting and m sculpture which corresponds to the Internsilional

._..m.n&... rarcalic
esthetlcs of architecture. This would make the whole expression

less objective msnmﬁwﬁm incomprehensible to the popular majorlity.
To my understanding, the polychromed sculpture of Slqueiros 1in

the Auto-Mex bullding is an attempt to produce realism in the
International Style. Only through ignorance can such a thing be
attempted, because the moment the regional and national character
are lost the work of art also loses its relation to tradition, and
the for:n of expression becomes sterreotyped even when thetheme or

-

the subject 1t depicts is ﬁdamsmwoom.p Such is the case of bill-

board pictures advertising commoditles.

e

Invoking fm#m 3t. Aughstine, to glve welght to arguments
whith m%&aowm off less metaphysical, one of our 1llustrious
architects, defender of the falth of the International mﬁqwo.ﬂ:»é*ﬂ
tears of emotlon-in his owomvnll!r&#»@@W&o:waarasm\ucdwwaldow#adn
rfammmm‘zm live today a drama which annuls and subordinates the in-
dividual to the inert limitations of our epoch, etc. ete, only to
prove that 1t 1s fatally impossible to do anything outside the
International Style, and thet the decorations that have been done
with mosalcs snd sculpture on recent bulldings are nothlng more
nor less than infantige essays having no meaning to the indievidual
suborfilnated to these inert limitatlons m% our epoch, ete. etec.
A1) these scaere words and phrases mean nothing. One example
ghould be enough to show our Piggly-Wiggly critic emds—pelemiss

the stupldity of his arguments. In splte of the invocations to
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m%. Augusilne this example 1s a Catholic m:ﬁﬂn:n.ﬂrm Explatory
Temple of the Sascred Femily in Besrcelona, in which the most authen-

tlc modern forms, ewe Iintegrat@é—with the medieval Gothic tradition
&mﬁm oyigmal- expresses
v:mqiwm#ﬂﬁﬁvmqon:m.oammwpzmmmemn:»ﬂmnﬁndmzﬁpn:amanmdzm

Poied

truly Christian spirit, and faces the drama of a world in which,
according to Thomas of Aqulnas, therecan be no Christlan dignity
for thegewho live in hunger and misery. This lesson in religious
architecture has not been lesrned either by the Catholic clergy

or by the architects who build churches in the International
Thelr churches resemble lse
style.thatminokmiike¥super-markets or railroad stations, 01\¢qu
are pale academic imitations in reinforced concrete of some church
e Hhe
of ﬁsw.Umm&. Certalnly the architecturdl of th¥s forgotten men
vea
of¢‘genius, Don Antonlo Gmudi y Cornet, 1s an exceptionel case ln

the modern world, mda?wmﬁmﬂnmmig showdus the possi-
LA gs e

bilities of an imaginative integratlon of architecture, sculpture

t.

and peinting,
This example also shows us that the truly Christlan positlon is
very rare in thils mercantile zodwﬁow traders who, in spite of
themselves, build market places when they try to bulld modern
churches. It is perhaps by way of vengeance against Chrlst, who

threw them out of the Temple, {hat they now throw Him out of theirs.

It 1s now necessary to explain wciAﬁwm mmesmsmﬁwos of archi-
tecture came about, in a perlod of approximately forty years. :We
first have to understend d:meﬂwwmﬁw Lloyd Wright 1s the inventor
of modern architecture. From hsm very first workd sE=s=imist

ﬁwmw01~mwou we find the baslc end fundamental elements of the arch-

22

itecture which was later developed in Europe from 1919 on. But—3i%

Originally Wright was influenced by the work of Louis Sulliwan
American
and Henry H. Richardson, the two greateetfarchitects of the 19th

Century. Sullivan was one of the theorists and inventdérs of
functionalism, and his phrase "Form must follow function" shows
that he was fifty years ahead of the Europeans who turned functildn=
alism into a system of architecture in the 20th Century. In any .
case, in the course of twenty years (1890-1910) Wright produced a
radical change in domestic architecture. He was the first to
reject the basement-cedfiars and attics under the pitched roofs
and t :

which had been brought to Amerlica from Europe/ El;mﬁvH% Sullivan's
principle of form-follows-function to an suthentic American
architecture.

Wright was one of the first archlitects who grouped the windows
horlzontally to produce a mode even lighting inside the house; he
also used wide overhangs on the roofs to protect the house from

rain and snow as well as the interlors from excessive sun. He
handled these elemente not only from a strictly functlonal stand-
point, but he applled his genius to them 1ln order to obtain great
dramatic effeets in the form and proporjions.

To obtaln greater architectural unity between the exterior

f]mvnc(zfvl
and interlor,Wrlight wag the first to use sisud-bemeswaly the)mater-
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lals sl for exterior and interior walla. In synthesls, Wright
glves architectural expression to the novement of the reincor-
poration(2) of man MWm nature, which at the end of the 19th Cen-
tury popularized the free air romances and the virtues and pleas-
ures of rural mdﬁ%mmaowmw life. His mad love for the earth of
Amerlca finds its lmmediate antededants in the revelutionary
thinking of Lincoln and of the naturalist Thoreau. And 1 ZSowesiey
.dmpp¢<o that he fulfills hils great creativeness in the house which
forms a part of the landscape surrounding lt, where exterior and
interior are swe Lh“ m1n5p¢onvﬂ1mw<MuWhhmmw&#owﬁww

L I hus hovsesy, -ergonde,
desert or the udmﬂpm. wﬂﬂﬂﬂtﬂiLNWﬂmmﬂwmoﬁcﬁm becomes the vehicle

the forest, the

of harmony between man and the reglon where he lives.

m FE mmuuW- ey ﬂmu*wmﬂm_“uﬂu T *
Fmiraing meprtome-oR
CmHTmEAen Aiw htxtbphuzrrxpvwwswsm\mmMmwwlttfbhlkt%aosm¢¢tlhhh
~tetlen—to—maburrt—envirommeT. Wright bullds for the first time

n Posed
the house that 1s prganimslly MMFLth in ite fluency of the interior

space, without the barriers of unnecessary walls divliding the

varlous rooms. Such a house was described by Thoreau in a poetic
form in "Walden" ass the idesl house For America.

The horizontal window which wee had been used by Sullivan

since 1880 in the application of his form-follows~function principle
acquired in z1pwsﬂ.m hands a human and poetlc value when he employed
it in hils extraordinary prairie houses to accentuate the horlzontal
beauty of the landscape. Wright was the first to use the corner
window, to minimize the boxy appearance ln those cases in which for
structural and exonomicel reasons 1t was necessary to use parallel

/
walls to form the room space. By doing this he also achieved a

greater unity of interior and exterior. wamiihm
Wright was the flrst architect of our times to understand what
tradition means to modern realistic architecture. S3ince his early
fhe archilectoyal «lements
wocmmm»:m find in hls work the proportions of tl&tﬁ.ﬁm.mum a pyra-
midal sense of the masses, which gilve to his architecture the
sengpation of heaviness, accentuating the force of mm@naw. linking
the structure to the earth. We also find Wik his later work the
asymmetry of the axls,which implies a dynamlec composition. Hils
use of wood superstructures bullt over stone, and the pyramidal
inclination of ﬂ&ﬁ thHm.Imﬂuqmrmwmowmdwmwwo of the anclent arch-

That came wiff ke
itecture of America before any of the influences efter—tire

European conquests.
When Wright went to Jepan to bulld the Imperial Hotel, he
sbandoned every preconcelived idea of art and started by studylng
the classlcasl Japanese architecture to waﬂ%sm synthesis of its
general character and of pﬁmwadoﬂﬂmwmﬁ905my proporthons. Thls does
nct mean to say that Wright copled the form of the archeological
elements of Japanese classicism. He used the most modern materiaids
and forms of construction,K to concelve the modern Japanese arvhitec-
ture of our times.
This aspect of Wright's architecture is very little understood,
because academlc tralning has always confused tradlition with the
copy of archeology, and the actualization of traditlon by the
means of invention 1s the one thing that the academy cannot tolerate.
Thanks to Frark Lldyd Wright's architecture, the 20th Century passed

from the nmmm and boring "fin de siecle" coples of Beaux Arts models

to an original expression of a living and vigorous art. The
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architecture of Wright signifies the passing from the servile
veneration of European stupidity to rnm\nozapnm:cm in the creative
capaclty of Amerlca. Paradoxically, 1t was in Europe that Wright's
work was first fullwy appreclated, and after its greater wovm«w\o:mw.__.os

and Influence there, 1t returned later from Eurcpe to the United
m he form of dead ,St\\.\ih_._

Statesy iohes,to be used for commercial
purposes in America. /Ll
o g 1
—areiritoctnre——eotEtTm

/th

P Lt e )

Lo e

At Tl i n g Fatrlrany—wirte
Chgante—mwbuse. It 15 true that in some Instences that Wright
\;q__ dacrifices the mechanical functlon to the expressive form, but in
.Kr any case,1f we compare his work with that produced in Europe up

to Gwo_zo find that Wright 1s outstanding ewemiw in the weeheskmsi-

+

mowsioawowﬁ:muwozo;moH.mrqcnnE‘.mAm:amumnmuumqpuzﬁos.
—— some 7 The Young "“‘F;X\v\
Between 1910 and 1924y -thevmest—outbabendtny ‘erchitects in Eu-

rope understood the great importance of Wright's work. =S ..Wt\.

i\...m —necesary to understend today, thet the elements of the archltecture

of Wright,which formed an orgenic unit, were separated, {like bran-

ches teken from a S)mmN - ERES = : prebe=syites
and systematized into the ﬂuhmmw.ﬁnﬁ schools of architecture 1ln Europe.

uals and

Later these systems became ke more or less extensive
ﬁwoamﬂnﬁmﬁwomik
reclipes for wkeYarchitecture which 1s dome conmercilaly everywhere.

ww.... S&%Na\@ Groplus, Ven der m.o:m and Le Corbusier sme=withowt—ammit
Plrotinee wagt Lﬂuunm"mrlm RIS AT, ARt {ohaes e

¢Aa7 be consldered an spproximate synthesis of the European architec-

tural thinking of the 20th om:wz@\.g

<omo understand what is called modern architecture, 1t is necessary

to look into the process each of them followed through the last 30
and.

Lapt—4e to unmderstand thelr point

Hagd e PG £

,
Rt - s

years,

of departure, whlch certsinly was not in the traditthon of their

countries.

26,

We find in the mﬁmﬁ& work of Groptus, from 1919 to 1924, the
#t=bet, spplication ofthe technical method of mechanical functlonal
lsm. Later on the inTluence of the painter Doesburg and of the
St1J1l group of abstract Dutch artlsts, to which Gropius belonged,
appeared in his work, especlelly in the coiposlithons of the facades
which have the oSmwmmms of the non=-objective paintings of this
partlicular school of European art. The direct influence of
palnting in general, and especially non=-objective painting, on
the form of architecture, implies a subordination of architecture
to &me»oﬁew»mw conceptions and shows an archltectural degenera-

tion, because it proves the incapacity of architecture to produce
emotlon with its ownm great resources.

In gll the great periods of art, architecture has been the

matrix which determines and OOjapnmozm the other plastic arts, be-
cause archltecture 1s the only space whére sebds peinting and

'
scuppture can exist and become the complement of architecture, =wé

LY milnalnla bl ok £ ol Fart o
PFToah et ra T Tt

Whiogriune hoged oo o
#wd, Gropius's lack of understanding of organic architecture is evi-
dent in as much as he followed theexact opposite trend to organic
reelism whén he became a non-objJective architect of the Stijl group.
Mles van der Rohe can glso be considered one of the eminent
functlonallists of Europe in the period of the construction of #ke-

and
groupa of apartment houses in mﬁﬂgmmﬁv\ﬂ\ﬁpm first projecte of glasa

P
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and concrete skyscrapers and office bulldings. In these,

Van der Rohe made very 1mportant end novel uses of structural
engineering. It is in his rural houses that the innfluence of
Wright 18 evildent, especizlly in the mepect integral planning
## of the interior space. The difference is ﬁwmwwszmsﬂ_m

the interior can be as fluld as the

conception

organie necessity of space in relatlion to man permlts it to

be. Van der Rohe has system\atlzed this conceptlon end given

enclosling

it a Prussien form, one in which all the walls fomming the

interlor space are st right angles MMB paerallel to one enother,

and this to s@ich an extent that the plens of his houses resemble
mmr paintings=f by Mondrian.

In the orgenle archltecture of Wright .the idea of harmon-
izing the edifice with the forme and materials of the landscape
and the nature surrcunding 1t, have been interpreted by Mies Van
der Rohe in such a way that passing from exterior to interlor

Gegmee

- s A A R a:p RE st 3 .
thal o - —trr SSRIIERIR =S TroT oIt CX oL

of the house 18 almost imperceptible, sad=tiis—teo-sueh

4em. This was admirably done by Van der Rohe in the German
Bavilion of the Barcelona Exposition of 1927. But the influence
of the Dutch asbstract umuzdmﬁ;ﬁc:awpmsupz Van der Rohe's work
omﬂwwmﬁrpe to the systematic and exclusive use of cubesy right
angles and straight lines, which determine the volumes and Swas

.Qh \.
Volds of his aehsbedesion declivesof Ths porod.

Here also the plctorial conception of the Dutch Neo=-plasticis:

dominates the architectursl conception. a&mﬁaﬂaitsm can andy say,

that the architecture of ll4s ven der Rohe has points of departure

: 2%
some of He conceplions of

Ha~ﬁdn architecture of Wright and in functionelism, but Hu;m
esthetic
deformed because 1t finds/refuge in esthetim the abstractionism
of the non-objectfve painting which was the fashion in Europe
at that wpaw Bnd which preceded Van der Rohe. We can therefore
also mmmevGu the point of view of reallism, his architecture
suffers s degenerative uwonamm.

Today Ven der Rohe in the United States has become the

super-esthete of the steel structure-right-angle-glass-box-hothoust
erchitecture. ﬁmWHQAWﬂb%waoo the‘fashionable architectes have
Just discovered this super-elegant jexpensive and distinguished
manneriem and have muﬂmmaw begun to substitute the Le Corbusiler
on-stilts architecture MMhW¢5»m new commerclial modernism.
Ven der Rohe wrote in 1940 the following, which I transcribe

(QUOTE, HERE:). ;2 Ta ECE e

here because it is relevant to my ﬁﬁmwwm.¢\20 other European

manpdmod has put his reputation at stake with a similar declara
tion, and the recognition of thesefacts show the superior

human quality of Ven der Rohe, and thereby he merits our most

sincere respect. Hemundbemm y
\f@nﬁlﬂnﬁi I want to say here KM between the

years of 1926 snd 1935 I worked actlvely for the implantation of
functionelism in Mexlico, taking as a model <For—my—owm—werk the
architecture of Le Corbusier. This wdmtrm on the one hend the
lack of any real orientation of the academlc teachings of the
University of Mexlco, and on the mﬁwmd hand the lack of any
personal talent, because I had at my reach and in the very

continent where I Huqmynﬁm work of Frank rpoqa Wright, who was
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them, as he remsins today, the modérn expression of our own
traditlon. I understood my error in 1935, at which time I left
mdospdmﬂazﬂm Wo work in painting, which in Mexico has developed

in the'traditdonal and realistic direction. Already in 1935
we could clearly see the degenerative result which logically
eea ..\s._—_;n

0llows mechanical mc:oﬁposmwpmﬁx the purely technplogical
engineering forms tak@sg the place of architecture.

In his book "Vers une apchitecture," published in 1924,

Le Corbusier explains hls theoretical position in architectune,

et S UM ] 37 ) eel
whlch can be aamaegpa;asnﬁﬂwl_wn \w: wxo.R%muﬂ#ﬂummzﬁmnomm.

First: "The house 1s a mahine to live in." Second® "Architecture
s \\n_:ﬁ.mw \EEQ%?K
he wise/and magnificent play of #dem volumes'under the action

ofid gt
In the first sentence Le Corbusier is the avant-garde
% Lo he \.T.\E\E
unctionelist. ?vw.wwmm. hed—esr=n becgue a slogan of the
Lmche s
extreme #mam/of functlonalism. This was the trend followed in
Mexlco between 1925 ahd 1935. The second phrase has also become
v
a2 slogan for thé modernists, msa_,: places Le Corbusler as a
non-ob jective or abstract artist of the School of Paris.
Janneret (Le Corbusier's real name) and the painter Ozenfant

in 1919 founded the Purist school of art IWE themselves

t‘* y
the reformers of nzdpmgmu\&wm vdpzopﬁwms ovhmnﬂﬁﬁi

They
to reduce sublem to what Hkﬂ believed to be 1ts pure essence. To

my understanding, this esthetic end anth-septic pure XeE essence,

an
Was ill.:.&l!m\ art of decorative geomettic patterns taken from
: Frrrsh
cublsm %\ he teete of tooth paste. Apert from being iil

3e-

Loy mers,
*Tgimesd \ the Purists slweys insisted that the ert of the 20th

Century should incorporate what Le Corbusier called the lesson
and the esthetlics of the machine to obtain purlty of line,
impersonal elegance, precision of motlye, etc., etec. This typl-
cal modernist romanticiem om a technical LWWMMMMMM assimlilates
Purlsm shd the architecture of Le Corbusier with Futurism.
The theory of Futurism was clearly expressed 1ln Marinetti's
menifestos "An automobile in movement is incomparably more beau-
tiful then the Victory of Samothrace." As we all know, Futurism
latér on became bhe esthetic theory of Italian Fasclsm.
In general, machine esthetlcs supposes that the man of the
20th Century hae acquired an efficient mechine mentallty, that 1is
to say, efficient in work and lncapable of revolt against the
super-man who uommmqmﬁwdzuzm necessary tc make society functlon

N
with mechanlical nﬂmoww»c:hﬂq&. order.
combine
PFurlsm pretended to/mmkexthexomsmirstimnmmi sterillized
@ubism with Futurism, and the brain child born &f this mating
wes the Intarnational Style -- & species of puritenism of a
Fasclst character.

In reforming functionalism, ke—cembmsier wlth .ﬂhn esthetic
Le Covbusrer

theory of the machine)'"purifies" architecture into an expresaion
_w..ﬁwm\ o~

of the Corporate State. The infantile argument which me presente
as declsive, is that for civilized man today the machine 1s
International, and therefore the architecture of our machine
age for this civilized man should also be International!

It 1s interesting tc note that all the Occldental mcdo.ﬁa.mﬂ

erchitecture of our time has derived its esthetic content from






grand-finale Parisian opera interpretations of the late
Renalssance. This academic architecture, glorified in the Grand
Prix de Rome, was the International Style of that period. The
great art historian Elile Faure gives us a definition of academic ?
art in one sentence: '"In art academic thinking is nourished by _u
everything that has already passed through the digestive tube |
of humanity."

In this same period there existed in Mexico, on a small scale,
an equally academic school, which copied the architecture of the
buildings and monuments of the Spanish Colonial period. This
represented a forward step, for at least we looked for inspiration
in our own country and turned away from the influence of Europe-
This tendency to copy the Colonial style persists today in a
diluted form. But the only ones who can accept the repetition
of this architecture are those gentlemen for whom the Colonial
period represents the yearnings of lost feudal privileges-

After the Mexican Revolution (1910-1914) the outstanding
architects began to interest themselves in the popular archi-
tecture of Mexico, popular architecture meaning that which 1s
built exclusively by the people without the intervention of
engineers or architects. The interest in this architecture was
provoked in part by the popularity in the United States at that
time of the Mexican Ranch Style, introduced by California
architects and derived from Mexlican folklore architecture.
(California's indigenous architecture was part of the Mexican-
Spanish cultural tradition.) The indigenous house of Mexico was

processed into one acceptable to the rich and "decent'" who came

from the East to play ranchers in the West. By way of magazines
and architectural reviews, Mexico's popular house was brought
home canned. Upon 1lts return it appeared novel, even revolutionary,
while it was in fact only an interpretation of the popular taste-.
The academy accepted 1t as a rich family does a poor relative.

Its trip abroad caused it to be elevated to the ranks of archi-
tecture.

It 1s necessary to note that this architectural tendency
of the Colonial California Style (1918-1926) is the expression
of the First Constitutional Government of the revolutionary
ranchers who came wilth Carranza into power, and 1ln spite of its
being & picturesgue-academic conception of architecture it
initiates for the first time in our country the desire to express
Mexico in its popular aspect. This trend was soon abandoned,
with the loss of what it implied ideologically to the theory of
architecture. In the same way, and in a parallel manner, most
of the popular vindications of the Agrarian Revolution have also
been lost.-

After the first World War, and as a consequence of the
necessity of reconstructing the devastated areas of Europe, the
European architects of greater ingenuity developed an architecture
which came to be known as functional. Its theory was derived
from purely technological prineciples, based on the mechanical
axiom of "maximum efficiency for minimum effort." Thus archi-
tecture was transplanted into the field of engineering.

Functional architecture appeared then to be most important
and useful in poor countries where the economic conditions

Justified the most efficlient use of natural resources and the




saving of hours of work. Functionaliem was as valuable in
structural planning as in liberating the floor plan, or in the
composition of the facades, that is to say, in the total archi-
tectural problem. Functionalism proposed to apply the same
principles that up to then had been used only in factorlies and
industrial buildings. The phrase of Le Corbusier's, "La malson

est une machine a habiter," explains the theoretical basis of

this form of architecture, which should be called edifice engineer-

ing. This is not to be confused with structural engineering
which deals only with the problems of construction in bulldings.

What was gained with functlonalism in architecture?

Functionalism destroyed the narrow, academic frames into
which architecture had been set and ended the era of "eternal
truthe," which were the Toundation and reason for copylng and
re-copying the styles of the past. Functionalism put an end to
the blind faith in all the sacred academlc notions.

Functlonalism opened the door to greater planning possibili-
ties and gave technical bases for mechanical development, which
made evidoent the need to apply to building the diverse methods
of construction invented by engineering.

Functionalism, furthermore, obliged the architects to form
programs in order to solve the problems of utilization of' space,
adaptation to climate, and the various human needs cf a building
in a reasonable ménner and in accordance with the strictly
me-chanical function of each part, as well as of the total bulld-
ing. Today, looking at these phenomena from a distance, and

comparing functional architecture with that being produced now,

we appreclate the importance of functionalism as a basls for
objective understanding of any form that modern architecture
might take-.

What was lost with functlonalism?

The mechanlical and technlical character of functionallsm
ignored the necesslty of esthetic pleasure, one of the most
important bases of any real architecture. Functionalism reduced
the building to the mechanical necessities of a shelter for man,
and by doing so it denled one of the most vital of its needs,
the pleasure produced by the form and color of the place in
which he lives.

In synthesis, functlonalism in architecture ls mechanically
reasonable and humanly illogical because man is not a machine.

One of the inevitable conseguences of functlonalism was
that, due to social conditions, the principle of "maximum
efficiency for minimum cost" was transformed into "maximum rents
for minimum investment.'

Between the years 1925 and 1935 in Mexlco, the lessons of
Buropean functionallism were wunwpon with more or less success
by a small group of young architects, one of them myself. The
venerable academicians did their best to stop the new movement,
with sermons and lamentations delivered from their thrones,
tribunes and pulpits. In spite of tnis, functionallism was to
a degree imposed. The general public, with intuitive loglc,
rejected this architecture and called it "square boxes with
square holes."

The imposition of this functional architecture upon Mexico

was due in part to the fact that it was a product of European

importation into a country of poor technical resources. The




admiration of modern technology (which approaches techno-
idolatry) is a phenomenen freguent in backward countries,
eepecially among certain intellectuals who romanticlize and

think idealistically about possibilities of economic independence
in their semi-colonial countries.

What has happened to architecture in the last twenty years
in Mexico?

To thls period belongs the glory of decadence, whlch can
be described as "the formalization of functionalism." Practi-
cally all the work done today in modern architecture, which I
take the liberty of calling "modernistic," has the aspect of
functionalism without being functional. This modernistic archl-
tecture has taken the elements of functionalism and employed
them for decorative effects. From the point of view of mechani-
cal function, this modernistic architecture is a degeneration
of functionalism.

In functionalism the reason for a form ls found in 1ts
mechanical use, either as an element of structure or as an
element of shelter. In modernistic architecture the principal
reason for using the forms derived from functionalism is to
produce esthetic effects, and use or cost are of secondary
importance.

In functionalism the form 1is J%onmmscmzom of function,

and in tne modernistic, form only appears to be functlonal.

One of the cliches of the International Style 1s the pris-
matic tower. Usually two of its long sides are ln glass and the

two lateral ones closed with walls. This architectural specimen

was originated by Le Corbuslier In the house for the Swiss

students at the University of Parlis, the form later used by

him in the housing project in Marseilles, and again in Brazil

in the Secretariat or Public Instruction. In Mexico we have the
towers of Science and of Philosophical Investigation at University
City, and many other such bulldings used for offices and
apartments.

The most magnificent example of this architectonic stereo-
type is the building ot the Secretariat of the Unlted Nations
in New York, son of a French father and a North American corpora-
tion.

Another mode of modernism is the prism of glass taken more
or less directly from Mies van der Rohe. Here no walls seem to
be needed. In Mexlico when these glass structures face south or
west they become hothouses during the hours they receive the
sun's rays and ice boxes after the sun leaves them. When they
face north they are permanently lice boxes.

In a lecture given last year by the director of the Faculty
of Architecture, he recommended venetlan blinds to counteract
the heat of the sun's rays in these edifices. It is lamentable
that in practice this remedy is no remedy at all, for as every-
one knows, we can get away from the direct sun's rays but not
from the heat that enters through the large glass areas when
the sun's rays strike the venetian blinds.

Of course there is a remedy for this nuisance, not only
very good but also very expensive! alr-condlitloning. Now we
have a complete picture of the architectural adaptation to the
climate of Mexico. First, the largest possible windows are

used which raises the price of the facade. Second, in order




to escape the sun's rays, large venetlian blinds are necessary
which also add to the expense. Third, costly air-conditioning
must be added to make the building habitable. If we examine the

advantages of this architecture, we find that all the elements

combine to make 1t as expensive as possible, without the smallest

gain — except to the bank accounte of architects and contractors.

Of course, there is the artistic consideration' If one
believes that the beauty of these prisms of glass compensate for
the expenditures necessary to mske them habltable, then every-
thing is fine. As I do not belleve in window wall esthetics,

I pronounce myeelf against this absolute lack of loglc and
common sense-

Another of the recipes of the International Style is the
horizontal window band the entire length of the facade. These
windows are used indiscriminately, without relating their size
to the rooms to be lighted. Like other architectural usages
which make no sense but have & semblance of functionalism,
architects have a glib esthetic reason.

As far as I can make out, 1llogical planning and miscon-
ception of architecture go to make up what we call "modernity."

In buildings two or three stories high we frequently find

._:.fr,

the unnecessary use of reinforced concrete skeletonk. Apart
from making the building more expensive, this is done for the
purpose of using continuous glass on the facade, or of 1lifting
the structure on stilts without any reason or cause, except to
engender a look of modernity to the building. The lack of

technical knowledge of structures now considered old-fashioned,

and which do not come within the category of modernity, cut the
architect off from many of the solutione to the problems of
popular and especially peasant architecture.

Today's theories about modernity are simlilar to the theslis
of the painter D. Alfaro m»acmwnom. who tells us that only with
modern materials, such as <»5M9pﬂm oﬂmwnwwwnos. can the modern
painter arrive at a modern style' This simply shows a lack of
understanding of the elements of technology, because naturally
the solution to any problem of construction should be reached
by the most favorable methods &nd, in each case studied, in
accordance w ith reality and with the economie possibllities of
each region. This is, precisely, one of the most lmportant
bases of realism in architecture.

I want to make it clear that I do not deny the great value
of modern methods of construction and often their employment is
indicated, pessible and necessary. It would be stupid to deny
the usefulness of reinforced concrete and steel structures, but
I pronounce myself against thelr employment in a formalistlc,

anti-functional and antli-realistic manner.

A characteZristic which defines modernistic architecture
today in respect to its form is the systematic use in combina-
tions and juxtapositions of the box form. aspw indicates that
the International Style in architecture expresses the equivalent
of the box employed for packing commodities.

What is called in architectural planning the necessar

ias determined in the same way as the dimensions of a box required
for packing oranges or shoes or pencils. Thus architecture of
the International Style reflects the dominion of the commodlty

over mane.
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One of the conspicuous argumente used in defense of modernism
is that the people, by a sort of inertia, become accustomed to
pox architecture. Nothing can be more false. One might as well
say that inertia accustoms people to misery and hunger. One must
uot forget that for the people, in splite of their ignorance of
such matters, art is an emotion percelved solely through the ex-
pressions conditioned by their own tradition. That tradition is
the only language they understand. Tradition implies a succession
of facts, or a series of conditions, which in time represent all
that has been absorbed and selected from among the many pos-
sibilities of forms of expression wilthin a determined region.
These constitute what 1s known as the culture of a people.

The peculiar and special forms of any art in history have
peen developed in time by the constant increment of work which
has always actualized traditlion and at the same time shaped 1t.
When the production of art implies a constant evaluation of the
adjustment of man to his surroundings, that is to say, when the
production of art responds to the objectlve necessity of expressing
the harmony between man and the earth, it acaquires what is called
regional character. And when the art production responds to the
collective necessity of expressing the harmony between men, it
acquires what is called style. The human need for harmony is
not a moral precept, it is a material need in man's struggle for
the survival of his species, and it implies a constant vigilance
to keep this relationship in harmony, or one might say, in dynamic
equilibrium.

Art, if it is to be an expression of life—if it is to be an
emotional experience, requires a constant transformation which

can be achieved only through the means of invention. These in-

ventions are the increments that develop the course of tradition

L

in accordance with the permanent transformations suffered by
man and his enviromment.

Art has permanent and constant value throughout history
and pre-history because it expresses the human species through
all periods of its existence. This is why any work of art,
rrom the most ancient to the most recent, and from any part of
the world, produces emotion in a human being withsensibility.

To the degree that man's efforts to survive have been more
intense, to that same degree the art expressing these conditions
pas more intense capacity of emotion. Thig implies that man
carries in his unconscious the experiences of his species, and
that the actualization of tradition, through the means of
original invention, is the only way in which he can link this
collective unconscious with present reality te produce art
of popular acceptance.

It is alsc necessary to say that invention within a tra-
aition has all the poetic possibilities of the human imagination,
iike the organic development or growth of a tree in time and space.

In popular art, also called mowﬁWuowm art, the actualization
of tradition is always realized, because it can be produced in no
uther way except out of the material which is in the people's
unconscious. But those who have been educated in schools or art
ucademies, or who have in any way suffered the process of esthetic
appreciation, have formed in their consclousness a series of
¢riteria which impede the creation of art. Only talent or genius
can surmount these repressive conditions. This does not mean to
say that all appreciation of the art of the past is a hindrance
ifor the production of art. On the contrary, 1t is necessary,
put only when the estimation and knowledge of tradition becomes

the means and not the end of a trajectory of possible develop-
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went. To surmount the limiting barriers of the academlc impllies
& great vitality, which shows in creative work, and which is an
expression of the pleasure of living.

The knowledge of the traditional forms in art gives the
artist, and especilally the architect, a material to start from,
80 that through his inventiveness applied to the necessities and
problems of his time, he can produce & modern work of art with-
in his own tradition. Only in this way can art form a part of
ithe process of man's adaptation to reality and serve as an in-
strument of harmony, and an example to others who live in the
same region where it had ite roots.

As we can see in Mexico, since the beginning of the Colonial
days to our own time, there have existed two currents of art.
ihe tirst one is of Mexican character and style, the work of the
people, and is known as popular art; thisg has maintained itself
within the ancient Mexlican pre-hispanliec tradition. This art
expresses the popular asplirations and preservee its regional
character. It has been said with reason that the Mexican people
could never have survived the brutalities of the Conguest and
the exploitation of centuries 1f they had not kept alive their
traditions and culture. The extraordinary art that flourished
in Anahuac, center of the culture of America, was brutally cut
Lo the ground by the Conguistadores, but its roots remained in
the earth, and all through the Colonial period, the Independence,
and the Revolution, the Mexican people continued to produce and
8till produce their own art.

The poverty-stricken people of Mexico, who are in the great

majority, build their houses with the earth they pick up with
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material conditions of life.

It is interesting to compare the antiseptic and de-humanized
art of our days to its antithesis, the Baroque of the 18th
Century, which wag the architectural expression of the clerical

counter-Reform. | This art was possibly the one which came [ .. .c

1

closest to the popular taste of Mexlico during the Colonial _ﬁwﬁw
period. Its wide appeal was due to the fact that the 03:wupmaﬂb¢dsP
and, in general, the Mexican Baroque, were characterized by a
profusion of form and color and also typical of the ancient

art of Mexico. Even the Neo-Classic architecture of the pericd

of Independence is in a certain way made more decorative by the
application of painting and sculpture to the altars of the

churches, rendering it more acceptable to the popular taste-

The Swiss puritanism of the architecture of Le Corbusler
represents the mxmnn antithesis of the plastic art of Mexlco-.
This is vmow:mmww:m principal osmﬁmmamepma»om of Mexican art
are the pyramidal form of the composition; an exaggerated
emphasis on the tri-dimensional volume; the dynamic asymmetry
of the axis; the complex variety of decoration; the richness
of form and color; and the superb manner in which the bullding
narmonizes with the landscape. Even in the popular architecture
of today we find these characteristics which, in my estimation,
are the ge  neral traits which synthesize the Mexlcan manner
of expression.

The total absence of sculpture and painting as part of
architecture is one of the achievements of our modern civiliza-
Lion. Throughout the history of mankind, from the most ancient
cultures of the Anahuac or the Medlterranean, up to the begln-

ning of the 20th Century, architecture was always accompanied
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vy painting and sculpture. Semetimes these arts were an
integral part of architecture and, at other times, only
decorations attached to architecture. In the Neo-Classic
period, architecture employs, as did the ancient Roman art,
columns, pilasters, cornices, pediments, balustrades, etc.,

a8 decorative elements more sculptural than architectural, and
used bas-rellefs to adorn the walls, and statuary to humanize
its purity. Even in the most academic period of the end of
the 19th Century and the beginning of the 20th, architecture
persisted in the employment of sculpture and sometimes painting
executed within the narrow limitations of the academic manner
typical of that time. Naturally this juxtaposition of the
plastic arts is not comparable to the integration of an
Ankor-vat or the Cathedral of Chartes, but nevertheless 1t
shows the importance placed upon the human need to decorate
its buildings.

We therefore have to conclude that the systematic elimina-
tion of sculpture and painting from architecture ls typical of
modern times and of our occidental civilizatlon.

In our period of history the majority of people smwm vwmﬁ
converted to specialized labor, and they no longer oo:MwMMw ,
spectators in the cultural processes of our times. Aleo archi-
tecture today 1s a product of specialized work in which the
architect, having no connection with painting or sculpture,
has become & sort of manager of production of buildings. Palint-
ing and sculpture are executed by artists who are also specialized
in their work, and who are competing with one another. They

have no understanding of or connection with the construction of

buildings.
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It has been our luck in Mexico to initiate the movement to
incorporate again, on a large scale, painting and sculpture
into architecture. This has been possible only because of
the important development in Mexico of monumental mural painting.
With the exception of the architecture of the Olympic Stadium
at University City, which is an expression of Mexico, and which
also harmonizes with the landscape, all other cases,in which
integration of the plastic arts has: been attempted, have been
only the superimposing or the application of sculpture or
painting (mosaics),which are Mexican in character, upon the
face of a foreign architecture of the International Btyle-
University City offered a great opportunity to reunite the
arts of architecture, painting, and sculpture but 1little was
done with it.
Nevertheless there is today in Mexlico the first buds of a
modern architecture of real Mexican character — an archi-
tecture which will some day become & foundation upon which to

establish the unlity of the plastic arts of Mexico.







