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Fig 36 - Plan and perspective of the Acropolis at Athens from 
Choisy: L’Histoire de l’Art Grecque.

Fig. 2 - Victor Burgin, Elective Affinities, 2000-2001, image still from video 
projection.

reproduction itself. 9

The close affinity between film and architecture has a mutual classical inspiration and is made 
manifest by their modernist representatives. First, Le Corbusier alludes to the notion of promenade 
architecturale in Towards a New Architecture by emphasizing the importance of the plan to generate the 
spatial impression, stating: “Mass and surface are the elements by which architecture manifest itself. 
Mass and surface are determined by the plan. The plan is the generator. [...] The plan carries in itself the 
very essence of sensation.” 10 Next, following Auguste Choisy’s perspective views of the Acropolis, Le 
Corbusier establishes the spatial arrangement of  the several architectural volumes (Temple of Nike, 
Propylea, Parthenon, Erectheion and Athen Promakhos) in relation to an axis (Figure 36) whose 
destination, or line of direction, is “assigned by the walls, light and space for a sensorial sensation.”11

Then, Sergei Einstein exposes his phenomenological analysis in the article Montage and Architecture, 
claiming that architecture embodies the principles of montage effect, i.e. the sequential juxtaposition 
of the perspective view as in a film-shot.12 Relying on a rigourous study from a walking path around the 
Acropolis–appropriating Le Corbusier analysis on Choisy’s drawings–, Einstein suggests that the filmic 
origins derives from the mobilization of the observer’s gaze in relation to the sequence of architectural 
objects; their spatial arrangement is in such manner that creates a favorable first impression, resulting in 
a cinematic path, which he calls the “perfect example of one the most ancient films.”13 Thus suggesting 
that architecture is the predecessor of film. 

In summary, architecture and film can be considered the two spatial narratives (spatiovisual arts 
and picture space) bound together by several principles intrinsic to their practices: optical relations (eye 
and camera), urban condition (inhabitable form and city), sensitivity to light (natural illumination and 
projection screen), spectatorial mobilization (experiential and imaginary) and spatialization of time 
(path and duration). Joining the practice of both mediums results in the ultimate fiction which captures 

the actualization of the present and probes the near future. As Giuliana Bruno points out: “The perfect 
architectural dream is a filmic dream. Pictures become an environment. Architecture becomes film.”14

nterpretations
Haunted
Victor Burgin, a prominent writer and renown artist who utilizes the medium of film and 

photography was invited to work on his retrospective for the Fundació Antoni Tàpies in 2001 
(Figure 4). He  chose to work on the site of the Barcelona Pavilion and confessed to be haunted by 
this particular building, probably due to its accumulated historiography–a phantasmagoria before 
BP. In the preliminary writings of his undertaking he acknowledged that “an essay or a video begins 
with a presentiment, something that cannot be known in advance of research and writing, shooting 
and editing”.2 In this line of thought, the obsession caused by the canons of architecture galvanized his 
artistic impetus to work upon this specific structure within the whole city of Barcelona–a city which 
is pulverized by acclaimed architectural icons from both recent and historical times. More than a 
presentiment, it could be suggested that he was impelled to do so by the constructs of the media. Then, 
he writes about his looping experience on the site:

I enter the pavilion only to find myself leaving. The space behaves like a moebius strip. I feel i am in one of those folds in 

space-time dear to science fiction-writers. [...] I fell i might emerge from the reconstructed pavilion into the Barcelona of 

1929 [after GP], with history poised almost motionless before the vertiginous descent that leads to the Fascist occupation 

of the city a decade later. I take another turn through the building. No point of rest in this elusive space [...]” 3
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Fig. 46 - Pascal Schöning’s Cinematic House installation at the 
Georgian gallery of Architecture Association in London, which 
coincided with the publication of his Manifesto for a Cinematic 
House in 2006.

From his first-hand description, it is clear that what he experienced has a bifurcation of meaning. 
The first and foremost, which can easily put forward by an objective explanation is that he encountered 
one of the main spatial features of the architect’s intention: the spatial flux which enables a total continuity 
without any interruption of the different areas–both courtyards and the roofed space–where the glass 
doors are kept open and closed only for security purpose at night and thereby it flows seemingly.

Further ideas to develop: Spatial Unconscious
-------------------------------------------
writes Vidler, he developed a series of studies which implied the “existence of a spatial unconscious 

susceptible to analysis and interpretation.”
From his retrospective in Barcelona, Burgin has generously shared a detailed view of his 

motivating preoccupations. While such articulation should not be taken as narrowly definite of the 
work–the work itself being more robust than what the artist has to say about it–it gives a rare chance to 
understand in depth one artist’s relationship to his chosen profession. Those who love photography are 
fortunate to have such a record at our disposal.

istakes
Schöning’s Manifesto
Picking up on the work developed by the AA Diploma Unit 3 during  the previous writings in 

chapter 2 on Stories. I must acknowledge my profound respect towards their initiative and persistence 
of beliefs, as if i could have been part of this film unit with my current thesis, but to be honest, there are 

many subject matters which one reads and feels empathy with and yet, are never brought into formal 
communication. 

Having myself been through this particular process of research, analysis and proposal, not 
knowing before-hand the existence of this Unit, its credos and pioneering educational modus operandi 
and values, i am still intrigued by the inexistence and possible disapproval of many architecture 
institutions to such approach and working methods. Architecture and film have had since the 
nineteenth century a continuous flirt and provocative relationship but never got a marital settlement, 
so to speak, by assuming a mutual compromised in which both would become the language basis for 
a critical production.

The argument of this thesis is to permeate the language of architecture with the narrative 
language of film, which needs to adapt and expand its scope of action with technology. This action 
doesn’t necessarily mean to end with a design proposal, but as stated before in the introduction, it is 
meant to embrace the idiosyncrasies of interpretation. Their elusive joint ventures and mutual cross 
referencing have always appeal to both disciplines. As Anthony Vidler put it,  architects “are exploring 
the processes and forms of art, often on the terms set out by artists, in order to escape the rigid codes of 
functionalism and formalism. This intersection has engendered a kind of intermediary art, comprised 
of objects that, while situated ostensibly in one practice, require the interpretative terms of another for 
their explanation.” 2

Furthermore, i would like to leave, in a written format, my appreciation to such critical alternatives 
for thinking architecture with Schöning’s Manifesto for a Cinematic Architecture: 

The very essence of cinematic architecture is nothing less than the complete transformation of solid state materialistic 

architecture into an energized ever changing process of illuminating and enlightening event appearances where past 

present and future activate a time spatiality defined by the duration perceptible through our senses and structured by 



Chronicles  of  Mies  van der  R ohe Pav i l ion Fac t s ,  In te r p re t at i o n s ,  Mi s u n d e r s t a n d i n g s ,  Fi c t i o n s  a n d  My t h s76 77

Fig. 38 - OMA’s image sample of the story board regarding the 
Barcelona Pavilion mythology and mythography reinterpreted 
through the “Paranoiac Critical Method”.

Fig. 37 - Salvador Dali’s diagram of the inner workings of the Paranoid-
Critical Method, 1929: limp, unprovable conjectures generated 
through the deliberate simulation of the paranoiac thought process.

our mental ability where the effect of independent movement of matter in space which is the physical kinematics is 

illuminated by the often contradictory revelation of filmic cinematic sequences of narrative memory procedures thus 

attaining the otherwise impossible simultaneity of space and time.3

It would be a tremendous loss of sight if the discipline of architecture educated all over the world 
wouldn’t recognize film as a possible alternative critical medium to be taught with.

Further ideas to develop: Andrei Tarkovsky, Sculpting in Time Sculpting in Time: Reflections on 
Cinema

-------------------------------------------
Cinema should be a means of exploring the most complex problems of our time, as vital as those which for centuries 

have been the subject of literature, music and painting. It is only a question of searching, each time out afresh the path, the 

channel, to be followed by cinema. I am convinced that for any one of us our film-making will turn out to be a fruitless 

and hopeless affair if we fail to grasp precisely and unequivocally the specific character of cinema, and if we fail to find in 

ourselves our own key to it. *P80

ctions
Delirious Reconstructions
Picking up on the topic addressed in chapter 3, House, under the subject Body Building House (page 

30), Rem Koolhaas and OMA’s installation at the 1985 Milan Triennale, which comprised of a clone 
of the German Pavilion at the same time that the real building was in a process of reconstruction. In 
reaction to what was happening they felt the urge to give their stance in response to the then fashionable 
practice of installing temporary classicized pavilions in major international exhibitions.15

Inspired by Salvador Dali’s “Paranoid-Critical Method” (PCM) already approached by Koolhaas’ 
acclaimed book Delirious New York: A Retroactive Manifesto for Manhattan in his early years, it meant 
a conscious exploitation of the unconscious through the PCM (Figure 37), whose motto is “The 
Conquest of the Irrational”.16 By understanding the fact that paranoia is a delirium of interpretation where 
“each fact, event, force, observation is caught in one system of speculation and ‘understood’ by the 
afflicted individual in such a way that it absolutely confirms and reinforces his thesis–that is, the initial 
delusion that is his point of departure”,17 OMA deliberately takes this initiative to propose a fictive 
narrative (Figure 38) describing the “true history of the pavilion after the closing of the 1929 World’s 
Fair and collected whatever archeological remnants it had left across Europe on its return journey.”18 

The following is an excerpt of the story board:

The crowds were gone. The King and Queen had signed the book. The pools were empty. Back home, Germany was in 

confusion.[...] The political situation became tense in Spain and issues other than architecture became more important.

[...] The pavilion was now an architectural orphan, its creator had just departed for the USA, and the new government was 

extremely different, now everyone was against modernism.[...] One day, a western scientist investigating the rebirth of 

classicism in the east recognized a fragment that seemed vaguely familiar; he entered the showers, which smelled as bad 

as the inside of the pyramids and found more. He became convinced that he had discovered the elements of the mythical 

structure. Negotiations were initiated by his party, and after ten years success. In the context of cultural exchange, the 

elements were exported in return for one medium sized computer and the secret design of a machine gun.19
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These delirious associations and irrational beliefs, which are based on Dali’s PCM “proposes a 
tourism of sanity into the realm of paranoia”20 while at the same time prefigures a didactic model of a 
critical operation. In so doing, OMA’s installation attempts to demonstrate not just the dynamic nature 
of both the photographic and narrative histories of the pavilion but also give a new significance to the 
past: a representational paradox between a critique of reproduction and a homage to the pavilion and 
the modern movement.

Following OMA’s predicament and knowing that the reconstructed pavilion could only 
assume a resemblance to the original building due to the scarcity of available documentation and the 
impossibility of the authentic reproduction, it became evident that the critical task was thereafter on 
the hands of the spectators. 

Mies once said elsewhere regarding the contemplation of nature from a distance was far greater 
than to experiencing it directly: “When you see nature through the glass walls of the Fansworth House, 
it gets a deeper meaning than [from] outside. More is asked for from nature, because it becomes part 
of a larger whole.”21 The distance enacted by OMA’s PCM application seems to reinsert the contested 
story of the pavilion’s dismantlement in a larger picture of architecture history. Therefore, this time, 
more is asked from the viewer, for they are the ones who had been offered the opportunity to approach 
the built environment with a critical stance. As Caroline Constant observes the idea of the picturesque 
circuit as the route to knowledge, in which “meaning is initiated rather than imposed”,22  the delirious 
route proposed by OMA allows the potential for creative interpretation and poses itself as an alternative 
reality. 

ths

Cinematic Unconscious

Distraction and immersion constitute opposites, enabling us to say this: The person who stands in contemplation before 

a work of art immerses himself in it; he enters that work[...] The distracted mass, on the other hand, absorbs the work of 

art into itself. Buildings, most obviously. Architecture has always provided the prototype of a work of art that is received 

in a state of distraction and by the collective.20

By understanding the effect on how architecture and the city’s dynamic imagery was being utterly 
changed and, therefore, perceived by the modern man in his hectic life, Walter Benjamin posited film as 
the new medium for a critical aesthetic in his acclaimed book The Work of Art in the Age of Mechanical 
Reproduction. Paraphrasing Anthony Vidler in this regard, “film is the modernist art par excellence, 
it has also served as a point of departure for the redefinition of other arts, as paradigm by which the 
different practices of theater, photography, literature, and painting might be distinguished from each 
other. [Film is] an obvious role model for spatial experimentation.” 21 He asserts the close yet turbulent 
relationship between film and architecture since the late nineteenth century and had been a laboratory 
for the definition of modernism in theory and technique. 

In the modern age the traditional way of perceiving a work of art–i.e., visual contemplation–
would not suffice to capture the public’s state of diverted attention. More was in demand for the 
human perceptual apparatus to perform the instructions of an haptic experience. Being the modern 
man essentially a distracted one (e.g., tourists starring at famous buildings), it would be the task of art 
to mobilize this unconscious mass. For it is the film’s shock effect that meets the audience’s distracted 
form of reception by persuading them to “adopt an appraising stance but also by ensuring that this 
appraising stance in the cinema does not include attentiveness. The audience is an examiner, but a 
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distracted one.”22 It is this modern unconscious gaze–a different kind of sensory perception brought 
about by technology–through the lens of the filmic art that the public regains its critical posture, the 
appraising stance. 

Then film came along and exploded all these dungeons with the dynamite of its tenths of a second, leaving us free, now, 

to undertake adventurous journeys amid their widely scattered ruins. The close-up expands space as the slow-motion 

sequence dilates movement. [It] brings out wholly new structural formations in matter, [and] reveals in them others 

that are quite unfamiliar and that bear no resemblance to decelerations of rapid movements but are like strangely 

gliding, floating, supernatural ones. Palpably, then, this is a different nature that addresses the camera than the one that 

speaks to the eye. Different above all in that the space permeated by human consciousness is replaced by the one that is 

unconsciously permeated.23

Benjamin’s analysis regarding the cinematic framework is comparable to Freud’s psychoanalysis 
work in The Psychopathology of the Everyday Life (1901), whereas “only the camera can show the optical 
unconscious, as it is only through psychoanalysis that we learn of the compulsive unconscious.”24 

Thenceforth, technological apparatus focused, deepened and enriched our perceptual world, 
which would otherwise pass unnoticed. Thus, cinema could be regarded as the twenty-first century 
psychiatrist’s couch!
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7.	 Clones

acts
Tautological Museum
Having been commissioned the design of an ephemeral structure to house the ceremonial 

opening of  Germany - then the Weimar Republic - in the World Exposition, Mies van der Rohe asked 
the Ministry of Foreign Affairs about the contents of the exhibition, to which he was told that nothing 
was to be exhibited but the pavilion itself. 1 In retrospect, it is worth noticing that, as far as the architect is 
concerned, in the making of  an iconic building such as the German Pavilion came to be, how important 
is the client’s unusual requirement to stimulate the architect’s latent imagination and forge his ability to 
overcome circumstantial conditions. Having myself read countless authors about the pavilion’s design 
process i slowly began to see it with different eyes, because only afterwards was it logical to foresee his 
leitmotif. Under the condition of having nothing to exhibit but the space itself, Mies took this challenge 
as an advantage to concentrate on the development of certain design principles and spatial order which 
he continued to refine and apply thereafter on other major projects. This intensification on design 
features propelled the affirmation of his unique style: open space planning, tectonics of disappearance 
comprised by the free standing wall and dematerialized cruciform columns, reflective surfaces evoking 
a draw into spatial depth, glass walls that turn the outside view into a display, and most strikingly, the 
exquisite attention to detail. In his own writings Mies declares the aim of this exhibition:

We are in a period of transition–a transition that will change the world. To explain and help along this transition will be 

the responsibility of future expositions, and they will be successful only in so far as they concentrate on this task and treat 
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Fig. 43 - The original “Large Glass”, 1915-1923, held at the 
Philadelphia Museum of Art.

the central problem of our time–the intensification of our life. 2

In this perspective, the spectator is immersed in a spatial narrative of cultural annunciation. The 
museum is its own exhibit hence the tautology, which ultimately raises the question of this particular 
built environment as an autonomous work of art.

nterpretations
Replicas: Can’t Live with Them, Can’t Live without Them.
How do people, as spectators, view the phenomenon of the actual Barcelona pavilion being a 

replica on the same site of the original one? What is the relevance of this issue? Despite the pavilion 
being an official reproduction with the consent of reputed institutions, Mies scholars and other 
modernist historians all over the world, there is still a minority who have a saying on the subject matter 
and, therefore, it cannot be ignored.

The confessions by those responsible for the process of reconstruction, Solá-Morales et al. (2002), 
were described to be as a traumatic undertaking, given the fact that a replica is always a reinterpretation, 
the Catalan team of architects were undoubtedly conscious of the distance that existed from the 
original structure.8 To surpass this dreadful task they based their beliefs on similar historical examples, 
one of which marked a decisive shift in the art world. The Grand Verre (“Large Glass”, Figure 43), that 
was reproduced and approved as a copy by Marcel Duchamp himself for the Museum of Modern Art 
in Stockholm, in 1961.9  Several ready-mades were also duplicated with his explicit approval.

Nowadays, besides the illegal reproductions of famous designer’s chairs and other easily 
reproducible commercial commodities, such as hardwares, softwares, books, fashion items and the 
list goes on, in most cases if the proper agent finds the means to acquire the right certification for the 
serial copy, what is at stake then,  is the lowering of the market price in which the object can be sold 
and therefore a higher number of buyers can afford it. However, this commercialism10 has its qualitative 
degradations in terms of diminishing the quality of the product in question. 

Conversely, there seems to be a human unconscious need for the possession of the object of 
desire which directly relates to remembrance , and therefore, memory. It can be exemplified with the 
mediatic phenomenon of demolition of the Berlin Wall in 1989. Right after the event, small sized 
rocks–although not being replicas but constituents pieces of the historical event–were being sold as 
souvenirs in kiosks all over the German country. Given this fleeting but repeated occurrences, one is 
tempted to make a generalized assumption that everyone wants to possess part of history somehow, in 
order to remember it. Nevertheless, this urge comes with a price.

In the case of the Barcelona pavilion, a project of statutory remembrance had a real cost for the 
construction and at the time had an estimated value of 105,337,446 pesetas (≈ 633,100 euros)–a 
sum that would be financed by the public resources. Artur Drexler, the head of the Architecture and 
Design section of MoMA at the time, when hearing this number exclaimed “It’s a Bargain!”.11 This real 
value, observed the Catalan architects, ultimately revealed the technical and economical viability of the 
reconstruction and the general approval of the proceedings by all those involved and confirmed the 
undertaking to be in the right track.

Despite official consensus about the whole process, Rem Koolhaas, at the time an emergent 
architect with international recognition, commented his obvious condemnation:

[...] a clone of Mies’s pavilion was being built in Barcelona. How fundamentally did it differ from Disney? 12
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Fig. 44 - Robin Evans, Barcelona Pavilion (reconstruction), 1986. The caption of this photograph 
is written: “The small pool court. Four kinds of reflective symmetry can be observed here. 
The pool court itself is bilaterally symmetrical. When reflected in the green-tinted glass (left), 
it is duplicated into quadrilateral symmetry. The horizontal symmetry is emphatic. The pool 
makes another reflection, below, from the resulting eight-part symmetry.

This quote was part of a statement regarding his and OMA’s participation in the Milan Triennale, 
which is addressed in the previous chapter 6 subordinated to the topic on Narratives.

Later on, he tenaciously restated his position in an article:

In 1986, the Barcelona Pavilion was reconstructed in color. Through its resurrection, its aura was killed. (In architectural 

history, it remains stubbornly black and white.)13

His personal reaction, and probably adhered by many other unheard voices, is due to the fact that 
the legendary images are assumed as a cultural heritage that for decades had been accumulated around 
the Berliner Bild-Bericht prints and still continues to be proliferated nowadays. A fact remains that the 
images were for a long time the locus of an inexistent “body,” channeled only through the media they 
have ever since been part of our collective visual memory and prevailed as a convention.

Another kind of observation was alluded by Robin Evans in an ending note of an essay regarding 
his interpretative analysis on the Barcelona Pavilion:

I refrain from commenting on the reconstruction of the pavilion, except to applaud those responsible. Others regard the 

issues of its authenticity and reproducibility as significant, but i am unable to see why.14

It seems that by settling his position under a passive acceptance of the reconstruction Evans 
deliberately dismissed the aspect of the reconstruction. The resurrected structure enabled the 
confrontation of his curiosity to some of the writings he had read. Bonta’s (1975) critical history 
provoked his inquisitiveness to see the reconstructed pavilion with his own eyes. He then, wrote an 
insightful essay entitled Mies van der Rohe’s Paradoxical Symmetries, in which it is also published a couple 

of observational photographs as shown in Figure 44. The caption of  this particular photograph taken 
from the small pool confirms the authenticity of his first-hand observations, which otherwise wouldn’t 
be as precise in the experiential manner, i.e. the aesthetic experience, as seen from the Berliner Bild-
Bericht and other photographic registries. Several critical observations were drawn from his essay that 
reinstated some of the issues already approached by other authors subordinated to the theme of the 
mirror-effect, symmetry, horizon, physicality, lightness and so on, but were definitely transposed by his 
own interpretative act which were carefully developed sustained a convincing argument opposing to 
that of Hays’s (1984).

George Kubler in The Shape of Time: Remarks on the History of Things posits that “replicas vary 
from their archetypes by small discoveries based upon simple confrontations of what has already been 
done.”15 In this light, interpretations and replicas can be understood as the flip side of the same coin: they 
provide an awareness to the actual meaning of the archetypes and may suggest other readings that may 
fulfill the cultural perspectives of that particular time. They form a new outer expression, corresponding 
to the “new interpretations of the psyche, to a new attitude of society, and to new conceptions of 
nature.”16 On the other hand, aesthetic invention, he asserts, “enlarge human awareness directly with 
new ways of experiencing the universe, rather than with new objective interpretations.”17 Subsequently, 
interpretation, replica and invention are the creative vectors that constitute human intervention by way 
of communicating the awareness of historicity, assuring continuity and pushing towards the inevitable 
change. 

[...] a series of true inventions excluding all intervening replicas would approach chaos, and an all-embracing infinity of 

replicas without variation would approach formlessness. The replica relates to regularity and to time; the invention relates 

to variation and to history.”18
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Fig. 45 - Hiroshi Sugimoto, La Boîte En Bois (“The Wooden Box”), 
2004. Original unique negatives by the artist paired with black 
and white contact prints on fiber paper, placed between glass in a 
Japanese  wooden boxaction. 

A visual example pertaining to the dynamics of history addressed here may be observed in 
Figure 45, which shows one of Hiroshi Sugimoto’s work consisting of a photographic replica of Marcel 
Duchamp’s The Bride Stripped Bare by Her Bachelors, Even (1915-230), better known as The Large 
Glass,  held at the Tokyo University. However, the photographed masterpiece is also a version of the 
original authorized by the artist himself (there are four in total–two in Stockholm, one in London and 
in Tokyo), therefore, Sugimoto’s strategy is, redundantly, a replica of a replica echoing the idea of the 
multiple pioneered by Duchamp. This third-generation duplicate epitomizes the recursive information 
mediated through photography. What he engages with this gesture, writes Kerry Brougher in an essay 
elsewhere, is a double meaning: first, he pays homage to Duchamp’s way of perceiving the world and, 
second, he brings forth the desire to photograph the idea of photography by placing the negative 
between thick glass planes, thus putting the camera and himself inside the work.19 The photographer 
becomes the medium, his gaze becomes the spectator’s gaze arrested in a time machine with crystalline 
transparency.

istakes
The Berlin Case of Recovering History
Picking up on the work developed by the . 

ctions

I see land! It’s Disneyland!
I would like to end this dissertation 

ths
Ise Jingu: A Mechanism of Renewal 
Within the richness of Japanese myths, legends and folk tales there is a fundamental purpose 

to explain the origins of a world in which man’s development and dwelling is an integral part of 
this discourse. This mythology is a belief formalized in rituals and in religious festivals, taking place 
at  specific sacred precincts, which serve as the foundation to bridge the gap between the empirical 
reality and the unknown forces of nature. Since ancient times, the absence of precise knowledge has 
lead mankind to pursue, in an adaptive manner, the most abstract thoughts manifested through art, 
architecture and religion. 

In Japan there is an ancestral custom that has been practised for more than a thousand years, 
which is based on the regular reconstruction of shrines in a time span of twenty to thirty years. There 
are about thirty shrines scattered in all the country that are subjected to such mechanisms of renewal.   
One in particular, is the Jingu Shrine in Ise, popularly known as the Ise Jingu (“Ise Shrine”). It is located 
on the coast about one-hundred kilometers southeast of Kyoto and is considered to be Japan’s primary 
Shinto Shrines, for over  6 million worshippers undertake the pilgrimage to this site annually. It has 
been listed for UNESCO World Heritage site since 2004.

The Ise Shrine is a complex of many buildings within the sacred forest of cypress trees covering 
5,500 hectares, most of which is used to the ritual reconstruction of the shrine structures. It mainly 
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Fig. 9 - View into the inner Shrine of Ise. Fig. 9 - Plan view of the naiku at Ise Jingu. 
Right: the current sanctuary or godoshen. 
Left: the kodenchi, the empty site of the next 
godoshen, to be completed in 2013.

consists of two parcels of land six kilometers apart, with the two major Shinto sanctuaries named Naiku 
and Geku, thus forming a pilgrim road between them. From ancient times, it is a custom for worshipers 
to visit the latter first and then the former.

The Naiku (“Inner Shrine”, Figure 9) is dedicated to Amaterasu Omikami, the Sun Deity, a myth 
rested on a divine rule from which the imperial family claimed descent. The Inner Shrine houses 
Amaterasu’s Sacred Mirror, which is one of the three sacred treasures of Japan–a sacred object in which 
a Shinto god resides or is manifested. The ceremonial transfer of the sacred mirror marks the ending 
of the renewal rite, which is performed by the supreme priestess with a blood relative of the emperor, 
allowing the exclusive entrance to the Inner Shrine by the emperor himself or his family members.

The Geku (“Outer Shrine”), is dedicated to Toyoke Omikami, the Food Deity, goddess of clothing, 
agriculture and shelter, who oversees the offering of sacred food to the Sun Deity. The dedication of the 
sacred food occurs twice each day both in the morning and evening since its foundation.

These sacred structures are built in a plain style of unfinished Japanese cypress with thatched 
miscanthus roofing, using ancient techniques and tools of design. It follows the style of grain warehouses 
that people used to store seed rice and food for the next year in case of famines. Thence, the warehouses 
were vital for protecting people’s lives and for that reason Ise Shrine symbolizes this ancient custom of 
life protection which took the form of a sacred architecture.

The structures are gradually replaced during an eight-year process, in which every stage of the 
building is marked by rites and the next one will be completed in 2013 for the sixty-third time. This ritual 
is called Shikinen Sengu (“Periodic Renewal of the Imperial Grand Shrine”) and is held every twenty 
years.  According to the Ise Jingu official website, the Sengu ceremonial system has been established since 
the late seventh century A. D. by Emperor Temnu who installed Ise as the primary Shinto shrine of 
imperial Japan and built the first temple on the site. The first rebuilding ceremony took place under his 
wife, Empress Jito, in 692.web1

Next to each existing sanctuary at Inner and Outer Shrines there is an adjacent vacant plot with 
exactly the same size–a duplicate site–where the next rebuilding takes place as Figure 9 shows, the 
godoshen and kodenchi swap sites cyclically. In the essay Daijosi and Shikinen Sengu: First Fruit Twice Tasted, 
Günther Nitschke outlines his thorough study on the Japanese culture and explains that the “succession 
in time displayed ritually in space results in side-by-side placement of two dwellings,”P14 wherein the last 
stage of Shikinen Sengu both structures, old and new, co-exist. The relocation system based on spatial 
duplication coupled with the performance of ancient rites are the “spatial representations of the most 
sacred of Japanese values, imperial sovereignty and ancestor worship,”P10 portraying the essential 
characteristics of the Japanese duplex mechanism of renewal. Nitschke argues that this renewal, 
manifested as a phenomenon in time, “resolves the ultimate disease of time, both historical and natural: 
the yearning for sacred authority and sacred architecture to be extremely ancient, yet always pristinely 
fresh [...] and has served as a quasi re-enactment of the prehistoric custom.”P10 

The Sengu ceremonial system includes various ceremonies related to rebuilding the shrines and 
transferring the deities from the old to the new buildings, playing an important role in preserving and 
handing down traditional crafts to the next generation, and conveying the roots of Japanese culture.
web2 The sustainability of the whole system it is rather unique in the world , i.e. from the supply  and 
recycling of raw materials (the old lumber is distributed to other shrines all over the country that need 
their own rebuilding parts) to its pivotal role in maintaining the nation’s culture, has perpetuated in a 
cyclical manner the ancient spirit into modern times. In this respect, Dominic McIver Lopes in Shikinen 
Sengu and the Ontology of Architecture in Japan observes that despite “Japanese vernacular architecture 
characteristically features wood, paper, and other relatively ephemeral building materials, which are 
allowed to weather [...] tourists in Japan are struck by the absence of old town centers [...] almost all the 
historic sites that attract visitors have been rebuilt several times.”p80 

Interestingly enough, it is exactly this duality in time that Dominic Lopes exposes the ontological 
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Fig. 9 - Sengu Ceremony, the transfer ceremony of the symbol of Amaterasu Omikami, Sun Deity.

paradox in the following two propositions when appreciating the attributes of a building as old and 
young: (O) Ise Jingu is more that one thousand years old; (Y) Ise Jingu is no more than twenty years 
old. Lopes recalls that, as an example, seeing a replica of the Seagram Building is not the same as seeing 
the Seagram Building, inasmuch as to see a reconstruction of the Parthenon as it was in 300 BCE is 
not to see the Parthenon.P81 He then, ingeniously develops a logical play of consistent propositions 
which seems to solve this oxymoron by analyzing the constitutive properties of Ise Jingu and proposing 
a unified model based on an ontological reconciliation between (O) and (Y). 

The ontology of architecture in general and Japan in particular is bound to cross-cultural studies, 
and for that reason one cannot reflect upon Japanese architecture without first understanding its 
cultural inheritance. In inscribing the shrine within a larger Japanese architectural practice such as the 
contemporary architecture of Shigeru Ban and Toyo Ito–the use of  recycled materials such as paper 
and membranes and ephemeral structures accordingly–, it delineates a constitutive feature of buildings 
in a strand of Japanese architectural practice which embraces change and perishability instead of 
resistance to the decay in time as understood in the western culture. Therefore, inferring that the 
constitutive features are temporal ones,P82 the same way as the Sengu system embodies the awareness of 
the transience in life, nature and artifacts observed by Nitschke.

Furthermore, Lopes borrows David Davies’s principle in regards to the ontological category 
of an artwork, i.e. the nature and value of art is considered as performances by artists, rather than 
objects made by artists. Thus reflecting upon the properties of an appreciative practice, rather than the 
preponderance of the actual outcome; in other words, the process, or act, is the reason for the existence 
of the artwork. In his monist ontology Davies identifies the following:

The work of art [is] a token event, namely, the artist’s act of specifying a focus of appreciation. The focus of appreciation 

comprises a content, a vehicle for expressing the content, and a set of understandings by means of which the vehicle 

expresses the content.P78

In this perspective, the Ise Jingu mechanism of renewal is manifested by means of its ceremonial 
system (Figure 9), a ritualistic performance whose outcome is the sacred object in the shape of a 
building. The whole process is a vehicle to express the contents of Japanese traditional values: imperial 
sovereignty and ancestor worship. The generalization of this principle regards “all works of art from 
all times and places belong to the same ontological category: all are token events.”P78 As a result, the 
ontological reconciliation of (O) and (Y) propositions is that Ise Jingu is a token event with a duration 
of twenty years in which a structure is built, weathers, decays and perishes.P82
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8.	 (In)conclusions

acts
Journey of Historical Awakening
Drawing the conclusions of the whole thesis.

nterpretations
Duchamp’s Riddle

There is no solution because there is no problem. 1

At some point in my research i continually stumble across Marcel Duchamp’s interventions, may 
it be in the form of installation (Large Glass), ambiguous writings (Infra-Mince) or imagery (Five-Way 
Portrait). I believe it is because of the highly ambiguous nature of these interventions, in which his 
conceptual mechanisms, ranging from modes of intellectual approach to art and generic rehearsals–
ready mades–, always superseded the institutionalized convention. In fact, it is this ambiguous 
conjecture, unbounded by definition, that has given longevity and reason to my impromptu tendency. 
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Tempo di Viaggio
I would like to end this dissertation with a small poem by Tonino Guerra. He was the co-writer 

of Andrei Tarkovsky, the great Russian filmmaker, in the film Nostalgia. Guerra wrote this specific poem 
during their brainstorming on the set for Tarkovsky’s Italian film. Tempo di Viaggio or, “Voyage in Time”, 
is the footage behind-the-scenes while travelling through different locations looking for places to shoot 
the main film, and it goes as follows:

I don’t know what a house is.

Is it a coat, or an umbrella if it rains?

I have filled it with bottles, rags, wooden ducks, curtains, fans.

It seems I never want to leave it.

Then, it’s a cage that imprisons whoever passes by,

Even a bird like you dirty with snow.

But what we told each other

Is so light that it cannot be kept in. 

ths
Token
The artistic project of this thesis is a token of my contribution to the cultural production around 

the pavilion’s mythology by configuring its adaptability to contemporary thought and expanding its 
meaning through the filmic medium in our time.

The MvdR Pavilion, in detriment of authenticity–let’s not forget that it is still a replica!–, can be 
inserted in this category of duchampesque uncertainty: a chess game of the mind, between the public 
and the creator, the maker and the interpreter. Yet, in this game, irony has double weight since it is not 
the result that matters but the way one plays it, bending the rules of the game through a schematic 
illusion of thought. 

Once we understand the slippery ground that pertains to the intertwining complexity of both 
phenomena, one continues to unravel a way in which the proximity to this “non-problem” becomes 
possible to interiorize such a vertiginous and tricky leap. 

Is it a joke on all of us, or is the subject matter too serious to be addressed, to the point that it 
is fossilized into a cultural taboo? The question remains airy and unanswered, due probably to two 
reasons: the first is that no one cares about whether the pavilion is an official fake or unprejudiced 
reproduction: spectators are conspicuously distracted by its presence. The second reason, leans on the 
fact that this continuity establishes not just a physical but also a conceptual bridge, allowing anew 
the interpretation of  history itself. This feasibility reinvigorates the complex dynamics of historical 
reenactment by adding a warped layer to its amorphous state of sedimentation.

istakes

ctions
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