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THE MODEL AND THE QUESTION OF ORIGINALITY IN ARCHITECTURELORENZ GUJER

Models have always played an important role in the work of architects. It either 
was a learning tool to copy from, an embodiment of a circumstance of a region, 
a society, a culture or an era, or a thing that was strongly denied to create 
the myth of the genius creator. As the speed of the dissemination of models 
increased over time so changed the use, the purpose and the perception of it.
In this essay I want to tackle the question: Where do architects copy from? The 
search and handling of the model embedded in the Renaissance, the Historicism 
of the 19th century and even in the tabula rasa narrative of Modernism.

To understand and question the originality and the authorship of architecture 
I will go through the election of the model(s) and how the copy then was 
implemented into the projects. 

MODELS AND COPY BOOKS

To learn the grammar of architecture around 1500 A.D., architects copied 
the models by drawing and redrawing it, over and over again. Therefore they 
weren’t always going back to the source, a building, but copied the model 
from already drawn copies, lying in front of their table. They were drawn in 
different perspectives, how do they show it, in different techniques, how they 
are drawn and with different selections of what they show. What matters in 
the challenge for the copyist was what they did with all these different tools. 
As paper was expensive these days, copies were drawn on small handy sized 
blank sheets which then were bond together, to create a copy book. Beside the 
built role models, all the architectural knowledge was contained in these tiny 
compounds of drawings. Hence these combined accumulations had to travel 
for the next decades around Italy and central Europe to then be copied from. 
Through that circulation the same objects appeared all over again and became 
part of an exquisite selection of common acknowledge models.

One of these models of and for architecture in the renaissance of the Antique 
was embodied in the Tempietto di Bramante. Inspired by the Roman, round 
Tempio di Vesta, it is remarkable for its elegantly and simple reinterpretation 
of classical forms.

Sebastiano Serlio‘s selection of models for his seven books of architecture 
came out of this Zeitgeist. It was not him choosing who a good architect is 
and which object became a good model, but the cultural production, work 
of hundreds of people, that acquire a common basis for architecture. It was 
not Serlio but the drawn production of a collective group who defined the 
grammar of architecture and what an architect should know.

Top to bottom, left to right:  
Codex Mellon; Codex Coner; Codex Kassel; Anonymous Italian X (ICG Roma); Pseudo-Sansovino (GDSU); 
Raffaello da Montelupo, Codex Lille; Serlio’s Terzo Libro; Palladio’s Quattro Libri

Top to bottom, left to right:  
Codex Mellon; Codex Coner; Codex Kassel; Anonymous Italian X (ICG Roma); Pseudo-Sansovino (GDSU); 
Raffaello da Montelupo, Codex Lille; Serlio’s Terzo Libro; Palladio’s Quattro Libri

Top to bottom, left to right:  
Codex Mellon; Codex Coner; Codex Kassel; Anonymous Italian X (ICG Roma); Pseudo-Sansovino (GDSU); 
Raffaello da Montelupo, Codex Lille; Serlio’s Terzo Libro; Palladio’s Quattro Libri

Copies of the Tempietto di Bramante,9
left to right;
Serlio’s Terzo Libro,
Raffaello da Montelupo,
Anonymous Italian (ICG Roma)

Even though the men we still know today were just a few of all authors, the 
today unknown copyists were very proud of their work. They needed a big 
amount of skills to generate a copy. It was not unpopular to sign the copy with 
their own signature either it was a drawn copy of the Tempietto or a chiseled 
copy of a greek sculpture.

À LA RECHERCHE DU TEMPS PERDU

At the beginning of the 1890s, Museums like the Metropolitan Museum in New 
York or the  Torcadéro museum in Paris, invested extraordinary resources 
in completing their already extensive cast collections. They even set up a 
moulding department based on the Louvre’s Atelier de Moulage to build their 
own physical 1:1 copies of sculptures, gates and plaster casts. Marcel Proust 
later described in À la recherche du temps perdu how he went to the Torcadéro, 
being surrounded by French romanesque, gothic and renaissance architectural 
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sculptures, and encounters a beautiful plaster cast of a church portal in 
Balbec. Highly appreciating the copy he was fully enthusiastic going to visit 
the original one, but ended up in a profound disappointment „caused by the 
failure of reality to live up to expectations“1. Writing in her essay Proust and 
Plaster Mari Lending describes his experience as follows: „Consequently, the 
original edition of the church is the one in Paris, and not the inferior version 
in Balbec, which is contaminated by smell, uncontrolled light, and dirt and 
degraded by its tangibility - the narrator fantasies about tagging his name on 
the stone. For Proust authenticity is guaranteed by the first impression. It is 
the plaster cast that evokes the original impression of the building’s grandeur 
and generates a version which definitely is something ‘more and different‘ 
than the church itself.“2

We can say that these collections became the Copy Books of the 19th century. 
Libraries of good models, a collection of knowledge, a common ground of the 
architectural culture. Lending expound Proust‘s love for theses collections: 
„While in reality, over time, the original work is constantly being degraded, the 
perfectly preserved copy in the museum belongs forever to the imagination.“3 

THE DISSEMINATION OF THE MODEL IN THE TWENTIETH CENTURY

In 1979 Arthur Drexler curated one of the most controversial architecture 
exhibitions in de history of the Museum of Modern Art; Transformations in 
Modern Architecture. The Curator has densely packed some five hundred black-
and-white photographs of no less than 403 buildings by 270 architects from 
16 countries. Without giving any additional information about the name of the 
architect, location, or purpose of the project most objects stayed unknown. 
Later Eeva-Liisa Pelkonen concluded in her commentary When Modern 
Architecture Went Viral on that exhibition: „The sheer quantity of projects on view 
underscored the fact that none of the buildings were in any way remarkable 
or trailblazing. […] The format created a somewhat dizzying effect; the viewer 
was enveloped by images, his or her eyes wandering from photograph to 
photograph, forced to conclude that every project looked a lot like the one 
next to it. It was clear that the established tenets of Modern architecture were 
no longer valid. Indeed when it came to late Modern architecture, form was 
clearly no longer motivated by functional, material or structural logic; instead 

Installation views of the exhibi-
tion Transformations in Modern 
Architecture, 1979.11

form seemed to simply follow form.“4

That overwhelming demonstration of visual models in Modernism, in an 
increasingly image-saturated world, traveling in a short time around the globe 
through the mediation of magazines and photographs has somehow stripped 
the modernistic myth of the genius creator. It challenges the functional, 
material and or structural logic appreciation of the design.

As this proved the fact of the existence of models in late Modernism, hence it 
is about how the architects choose and uses them. Pelkonen summarizes: “If 
a good copy was based on a careful study of an existing built work through 
site visits, plans, and sections, a bad copy was often taken from a single 
photographic image. The problem identified in Drexler‘s exhibition was that 
bad copies proliferate with greater speed and quantity, often going viral, and 
when they do there is no way of stopping them.“5

This suggests a good understanding of the late (architectural) history of the 
planners to be able to over-peer that flood of photographs to elect the good 
examples out of this marsh.
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Bild 8. Aussenansicht des Rohbaues Bild 9. Betonpfeiler

Füllgut empor steigt, dieses kühlt, oben aufgefangen und
in einem geschlossenen Kanal den Luftkühlern wieder zugeführt

wird. Die Luft strömt somit im Gegenstrom zum Kühlgut.

Besondere Massnahmen verhindern das Durchfallen
einzelner TeUe des Kühlgutes.

Die Kältemaschinenanlage besteht aus neun mehrzylin-
drigeu.Kompressoren, die mit Freon F12 arbeiten; sie leisten
bei einer Verdampfungstemperatur von —• 1° C und einer
Verflüssigungstemperatur von 39 ° C insgesamt ' 1,4 Mio kcal/h.
In einem besonderen Verdampfer wird Mischwasser auf nahezu
0° gekühlt. Bei geringem Kältebedarf der Luftkühler kann
im Mischwasserkühler Kälte durch Eisbildung an den
Verdampferrohren gespeichert werden (rd. 14 t). Der stündliche
Kältebedarf setzt sich wie folgt zusammen: Abkühlung von
227 t/h Steine um 22» C 1,00 Mio kcal/h; Kälteverluste
(10%) 0,10 Mio kcal/h; Abkühlung von 16 t/h Wasser um
15» C 0,24 Mio kcal/h; VentUationsverlust 0,10 Mio kcal/h;
gesamter Kältebedarf 1,44 Mio kcal/h. Die Anlage hat sich
in einjährigem Betrieb bei Aussentemperaturen von + 2°C
bis + 40° C bewährt; insgesamt sind bis jetzt 140000 m'
Beton verarbeitet worden. Eine ausführliche Beschreibung
mit Bildern findet sich in «Engineering News-Record» vom
17. November 1948.

Beim Bau des Buggs-Island-Dammes wird ein anderes
Verfahren angewendet, das in der selben Zeitschrift im Heft

oo
°o5

M'

Bauplatzorganisation beim Buggs- Island -Damm (linke Hangseite),
1 Transportband für Zuschlagstoffe vom Anfuhrlager 2 Sortleranlage
3 Wasseraufbereitungsanlage 4 Rohwassertank (Flusswasser) 5 Tank
für behandeltes Wasser 6 KUhltank für vier Komponenten 7 Trockentrommel

für gekühlte Zuschlagstoffe 8 Isolierter Kaltwasserbehälter
9 Kältemaschinenzentrale 10 Flockeneislager, darüber Flockeneismaschinen

11 Portlandzement 12 TJebriger Zement 13 Mischanlage
14 Transportbänder 16 Linker Dammteil mit MaterialbrUcke 16
Rollbahngleis

vom 25. August 1949 beschrieben wird. Dieser Staudamm dient
zur Regulierung der Abflussverhältnisse des Roanoke-Flusses
im SUdteil von Virginien (USA) und zur Energieerzeugung.
Er besteht aus einem 840 m langen Mittelteil aus Beton von
44 m Höhe und anschliessenden Teilen aus Erde von insgesamt

5900 m Länge und rd. 14 m grösster Höhe. Die
Kraftzentrale wird im ersten Ausbau drei Einheiten zu je 32000 kW,
eine Einheit zu 12 000 kW und zwei kleine Gruppen zu je
1000 kW, insgesamt also eine Ausbauleistung von 110000 kW
erhalten; später kommen nochmals drei Einheiten von je
32000 kW hinzu.

Für die HersteUung der erforderlichen 535 000 m3 Beton
werden das Wasser und die Zuschlagstoffe künstlich gekühlt,
und überdies wird bei der Mischung Flockeneis zugesetzt, so
dass die Betoneinbringtemperatur nicht über 17 ° C und nicht
unter4,5°C liegt. Hierfür sind ineiner Kältezentrale aufgesteUt :

eine Freonkühlanlage mit zweistufigem Turbokompressor für
das Kühlwasser zur Kühlung der Zuschlagstoffe, eine mit
Ammoniak betriebene Solekühlanlage für die Flockeneis-
herstellung, ein Süsswasserkühler für das Anmachwasser und
die Flockeneismaschine und ein Kühlelement, das im Eislagerraum

eine Temperatur von — 5,5 ° C aufrecht hält.
Die drei Flockeneismaschinen bestehen je aus einer langsam

rotierenden, geschlossenen Trommel aus rostfreiem Stahl»
deren Innenseite mit Sole von — 19,5 ° C besprengt wird,
während die Aussenseite in einen Behälter mit vorgekühltem
Wasser eintaucht. Die sich dabei bUdende Eisschicht von
rd. 3 mm Dicke wird durch Messer an der höchsten SteUe
abgeschabt; die Flocken rutschen auf einer beweglichen Rinne
nach einer Oeffnung im isolierten Gehäuse und werden von
dort dem einen der beiden Eislager im Untergeschoss des
Gebäudes zugeführt.

In den Eislagern verhindern Rührwerke das Zusammenbacken

der Flocken. Diese werden von dort mit einem Förderwerk

nach dem obersten TeU der Mischanlage gefördert. Die
Zuschlagstoffe werden in fünf Grössen sortiert. Der Sand
wird ungekühlt verwendet; die Steine gelangen in vier nach
der Korngrösse geordneten, Isolierten Kühlbehältern, in denen
gekühltes Wasser solange über sie herunterrieselt, bis sie eine
Temperatur von 13 bisl5°C angenommen haben. Zum
nachherigen Trocknen durchlaufen die Steine ein Entwässerungssieb

und anschliessend einen intensiven Luftstrom, um dann
in isolierten Behältern gespeichert zu werden. Dem Mischer
werden die einzelnen Komponenten, insbesondere auch das
Flockeneis und das gekühlte Wasser, in abgewogenen Chargen
zugeteUt. Mit der Betonierung wurde im AprU 1949 begonnen.
Die Arbeiten sollen so gefördert werden, dass die Generatoren
bereits im September 1952 Energie abgeben können.

Le Corbusier in front of the 
carcass of the Unité d`Habitation. 
A Model that has spread as a 
model even before it was built. 
Picture from around 1949, 
published in 195012
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THE MYTH OF THE AVANT-GARDE

During the time when museums were banned, history classes not have been 
anymore part of the schedule of new architectural schools like the Bauhaus, the 
credo for architects became the non-referential guiding words „form follows 
function“. Rosalind Krauss writes in her essay The Originality of the Avant-Garde 
about the will of a generation that wants to protect themself from all intrusions 
from outside: „More than a rejection or dissolution of the past, avant-garde 
originality is conceived as a literal origin, a beginning from ground zero, a 
birth. […] The self as origin is the way an absolute distinction can be made 
between a present experience de novo and a tradition-laden past. The claims 
of the avant-garde are precisely these claims to originality.“6 Krauss sees „the 
grid-scored surface [as] the image of an absolute beginning. […] This origin 
is what the genius of the grid is supposed to manifest to us as viewers: an 
indisputable zero-ground beyond which there is no further model, or referent, 
or text.“7 This mindset of the non-influenceable is the fertile soil for the birth 
of myth of the avant-garde genius. 

Otto Glaus was a successful and typical late Modernist architect. Growing 
up in a small village in Appenzell, founding his own architecture office in 
Zürich, later an other one in St. Gallen, in the beginning of the booming years 
right after the second World War, he was working in a time when everything 
seemed to be possible. In an interview8 he is asked if he felt to be a modern 
architect. He said he never felt the need to be modern, he could describe his 
feeling as sculptural in a baroque way. The totality of proportions and forms 
of expression determines the effect of his designs. […] Wherever possible, 
he understood the architectural design as a whole and not as a synthesis of 
individual decisions. Further tells Glaus: Le Corbusier also designed in this 
way: his buildings are always as a whole, a unity, a culture, whether they are 
the Unité d’Habitaion, his mansions or in particular the chapel of Ronchamp. 
Although Glaus has always felt inwardly attached to Le Corbusier, he persists 
that he was not influenced by him in this way, but being already a baroque 
figure in his whole basic being. It is interesting how he is aware of the model 
of his time, even names the ur-father of some of his own works, but at the same 
time is clearly trying to deny it, even though the models and references are 
clearly present in his work. This puts a big question mark on the originality he 
and his contemporary, modern colleagues claim. He d’rather shifts his visions 
towards the perfect proportions and seeing a building as a whole, highlighting 
his will of his unique claim for the authorship. He talks about his building like 
they would be sculptures. Using somehow the words and the mindset of a free 
and unchained artist.

PLATE 11. Agnes Martin. From the se-
ries On a Clear Day, 1973. Portfolio of 
thirty screen prints on Japanese rag 
paper. 12 x 12 inches each.13 
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THE POWER OF THE CURATED IMAGE

In this Grammar of Ornament I want to examine the impact of the, through 
photographs and magazines, fast disseminating images on the modernistic 
architecture around Otto Glaus and expose how the built product has chanced 
and adapted over time.

In the middle of the twentieth century the illustrations of a building was 
limited through the accessibility of cameras. Therefore the image of a building, 
disseminating around the globe, was precisely curated by the architect himself, 
his or her personal employed photographer or people like the architecture 
historian Sigfried Giedion.
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Inspired by Drexlers show Transformations in Modern Architecture, I collected 
similar facades starting with to the one from Otto Glaus - Ankerhof. Displayed 
on the curated images, proportions and rhythms, light and shadow, define the 
ornament of the facade, the facade as an ornament.
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1956/59, Otto Glaus, Wohnhochhäuser City-Park, St. Gal-
len14 

1957/58, Atelier 5, Flamatt 1, Bern25 

1954/55, Otto Glaus, Haus Stoffel, Greifensee26 

1954/57, Max P. Kollbrunner, Schulhausanlage Luchswiesen, 
Zürich27

1962, Walter, Doebeli, Amtshaus Zürich28 

1955, René und Walter Noser, Schulanlage Buchlern, Zürich16 

1954/55, Otto Glaus, Palazzo Ferrari, Chiasso29 

1947/52, Le Crobusier, L‘Unité d‘Habitaion, Masreille17 

1964/66, Otto Glaus, Fabrik Schneider, Langnau15 

1955/56, Otto Glaus, Ankerhof, Zürich18 

1973, Josef Elfinger, Bürogebäude der Schubert & Salzer 
GmbH, Ingoldstadt30 

1956/58, Pier Luigi Nervi, Gio Ponti, Pirelli Tower, Milano31 1967, Esther Guyer, Rudolf Guyer Schulanlage Stettbach, 
Zürich32 

1961, Atelier 5, Siedliung Halen, Bern19 1956/60, Jacques Schader, Kantonsschule Freudenberg, 
Zürich

1955, Eduardo del Fabro, Schulanlage Untermoos, Zürich20 

1954/57, Ferdinand Kammer, Universitätstsinstitut für Phar-
mazie und Lebensmittelchemie21 

1954/57, Max P. Kollbrunner, Schulhausanlage Luchswiesen, 
Zürich33

1963, Hohlstrasse 610, Zürich22 1961, Roland Rohn , Jelmoli, Zürich23 1959, Charles Steinmann, Schulanlage Hirzenbach, Zürich34 1956, Ernst Gisel, Schulhaus Letzi, Zürich24 
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Ankerhof
Otto Glaus

with Robert Neukomm
Zürich

1954/55
35

ca. 1985
36

ab 2003
37
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2012
40 

2019
41 

Amtshaus Zürich
Walter Doebeli

Zürich
1963

42 
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Palazzo Ferrari
Otto Glaus

Chiasso, 
1955-57

43  

2013
44
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Gesamtansicht vom Boulevard Michelet (Ostseite) / Fagade est / East elevation, from Boulevard Michelet

Her Wohnbau »Unite d'Habitation» in Marseille
igjy/5a, Le Corbusier, Architekt, Ptn

Dieser von der internationalen Fachwelt vieldiskutierte
und schon während seiner Ausführung vielbesuchte
\\ ohnbau ist, wie wir bereits in unserer letzten Januar-
Chronik berichteten, am i f. Oktober Kp2 in
Anwesenheit des damaligen Ministers für Wiederaufbau,
Claudius Petit, feierlich eingeweiht worden. Ebenfalls an
einem i Oktober, fünf Jahre früher, war der Grundstein

gelegt worden. Den Projektauftrag hatte Le
Corbusier noch aus den Händen des ersten Nachkriegs-

Wiederaufbauministers, Raoul d'Autry, empfangen.
Damals ahnte er allerdings nicht, wie viele Schwierigkeiten

ihm mit diesem Bau in den Weg gelegt werden
sollten, Schwierigkeiten von seiten der Baubehörden,
solche finanzieller Natur — die Bauarbeiten lagen
zeitweise völlig darnieder —, scharfe Angriffe von seiten
gewisser Architektenkreise und schließlich Schwierigkeiten

von seilen der Bauunternehmer und Bauarbeiter,
die wenig Interesse für eine sorgfältige und reibungslose

Der Bau in der Landschaft / La «cite-jardin verticales dans le paysage j
The setting of the building

Aus Nordwesten / Vue prise du nord-ouest / From the north-west
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typesuperieur/Apartmentfloorplans,bedroomsonupperfloor
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Orientationgenerale

Erigeedanslaverdureaumilieud'unvasteparcdetrois
hectaresetdemi,baigneedelumiereetdesoleil,l'Unite
d'Habitationestorienteeest-ouestetnecomporteaucune
ouvertureverslcnord,cöteduMistral.Mesures:165mde
longueur,24mdeprofondeur,56mdehaut.Lebätimentest
construitsurpilotis.Lesolestlibreetreserveauxpietons.
Parkingd'automobilesetpistesreserveesauxbicyclettes.

L'edificecontient337appartementsde23typesdifferents,
dupetitappartementpourcelibataireoupourcouplesans
enfants,augrandappartementpourfamillede3ä8
enfants.Lesappartementssontgroupespardeux,imbriques
tete-becheaulongdescorridorsd'accesappeles«rues
interieures»etsituesdansTaxelongitudinaldubätiment.L'ap-
partement-typeestconstruitsurdeuxetagescommeune
maisonparticuliere.LesappartementssontisolesFunde
l'autrepardesboitesdeplomb(isolationphonique).La
sallecommunebenefieiedesdeuxhauteursd'etagemesurant

4m80sousplafond.Unvitragede3m66delargeet
de4m80dehautlaisseapparaitrelemagnifiquepaysage.
Lesequipementsdelacuisineföntcorpsavecl'appartement.

Ilscomportent:unecuisiniereelectriqueätrois
plaquesetunfour,unevierädoublebac,dontl'unformant
vide-orduresautomatique,unearmoirefrigorifique,une
grandetabledetravail,desplacardsetcasiersetunehotte
d'aspirationdesvapeursdecuisine,raecordeeälaVentilation

generale.

L'Uniteestdesserviepar5ruesinterieuressuperposees.A
mi-hauteurdubätiment(niveau7et8)setrouvelarue
marchandeduravitaillement(servicescommuns),compor-
tant:poissonnerie,charcuterie,boucherie,epicerie,vins,
cremerie,boulangerie,pätisserie,fruits,legumesetplats
cuisines;unservicedelivraisondanslesappartements;un
restaurant,salondethe,snackbar,permettantdeprendre
desrepas.Desboutiques:salondelavage,repassage,pres-
singetteinturerie,droguerie,coiffeur,etenplusunbureau
deposteauxiliaire,tabacs,journaux,librairieetdepötde
pharmacie.Surlamemerueinterieuresetrouventles
chambresd'hötel.

Audernieretage(17eniveau):unecrecheetune«mater-
nelle»encommunicationdirecteparunerampeaveclejardin

surletoit-terrassereserveauxenfants.Cejardin
possedeunepetitepiscinepourenfants.Letoit-terrasse
formantjardinsuspenduetbelvederecomprend:unesallede
culturephysique,uneplaced'entrainementetd'exercices
enpleinair,unSolarium,unepistedecourseäpiedde300
metres,unbar,buffetetc.

(Cetexteestextraitdulivre«LeCorbusier,CEuvreComplete
19-16-1052»,EditionsGirsberger,Zürich.)
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LORENZ GUJER THE POWER OF THE CURATED IMAGE

1956
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Ankerhof
Otto Glaus

Zürich
2022
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LORENZ GUJER THE POWER OF THE CURATED IMAGE
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Amtshaus Zürich
Walter Doebeli

Zürich
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LORENZ GUJER THE POWER OF THE CURATED IMAGE
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Werkbundsiedlung Neubühl
Werner Max Moser

Paul Artaria
Max Ernst Haefeli

Carl Hubacher
Emil Roth
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ANKERHOF - PROPORTIONS/POTENTIALS
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ANKERHOF - ARCHIVE AND TODAY
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