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resulted in mass travel in relative speed and com-
fort, allowing for larger networks to be created and 
maintained. However, the “great speed-up” had not 
quite reached Vienna by the time the members of the 
avant-garde were beginning their careers. Hans Hol-
lein was asked if traveling was common in his student 
years during an interview to which he replied: “In the 
past you did not travel so much ... maybe you phoned 
... in Sweden I wrote down what I wanted to say on 
the phone for later! But the medium of communicati-
on has changed very quickly - luckily for me. Things 
like Mönchengladbach, Vienna and at the same time 
Düsseldorf, I could not have done otherwise, so I 
was one of the first flying architects and the first flying 
professor.“ (Matt, 2011, p.182)

Our text functions as a narrative, attempting to 
piece together key events and significant partici-
pants. One chapter type is a ‘Zoom-In’, focusing on 
important events, exhibitions, publications, meetings, 
movements and groups. The others are ‘Profiles’, 
looking at key figures of the avant-garde and how they 
connected, collaborated and communicated with one 
another.

Our initial forays on the subject, “Alles ist Architektur, 
the role of the body in the Viennese Avant-garde of 
the 1960s and 70s” led us in a slightly different direc-
tion to what we had first imagined. Our investigations 
have focused in on the contacts and social network 
created and maintained by the group, so instead 
of looking at the role of the body in the theoretical 
sense, we looked at the way in which the physical 
bodies of the avant-garde group travelled, who they 
met, corresponded or collaborated with and how they 
communicated. 

We identified Hans Hollein as the key figure of the 
period, alongside with Walter Pichler and Raimund 
Abraham, looking at their influences and background, 
and then their subsequent influence on others (which 
is still remarkably ongoing today). We researched the 
forms of media used, such as exhibitions, catalogues, 
magazines and conferences and evaluated the criti-
cism of media, the absence of certain types and the 
ways in which media was experimented with.

The role that emerging media and communica-
tions played was a significant one, and as such the 
research took an exploratory dive into the work and 
theories of Marshall McLuhan, in his seminal work 
“Understanding Media” in 1964, and subsequent 
“Global Village” in 1995. His theories formed the basis 
of our understanding of globalisation, a term that was 
coined in the 1960s around the time of McLuhan’s 
work being published. He analysed all media and 
mediums in a broad sense, to investigate how society 
and individuals were influenced and affected. Accor-
ding to McLuhan, the invention and rapid development 
of telecommunications would soon mean that the 
world will shrink to the size of a village. 

In “Understanding Media”, McLuhan describes the 
development of communication and therefore the 
changes in society to modern day in an almost clair-
voyant manner. Although the Internet and the merging 
of body and machine in his lifetime were still yet to be 
developed, he saw the steps forward in the future in 
this direction. The influence of television, something 
that he anticipated, accelerated this process of globa-
lisation dramatically, and with the exponential growth 
in popularity in the 1950s, images were soon being 
beamed around the world for all to see and for all to 
be influenced by. 

The expansion of civilian air traffic and the impro-
vement of ground infrastructure post-World War II 
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“I had a plan early on that I wanted to change some-
thing in Vienna  The focus for me was that I saw my 
career, my work ( ... ) in a global situation. The main 
axis of the avant-garde architecture in the 60s was 

VIENNA LONDON TOKYO, 
not Paris, not New York”

-Hans Hollein, 2006
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Traditional Japanese architecture is typically known 
for its wooden structures, sliding doors/walls and 
highly ornate roofs. In the early twentieth century, the 
traditional notion of architecture were being challen-
ged as modern Western values were attempted to 
be forced on the general public by the bureaucrats 
and government, in order to ‘present a civilised face’ 
to the world, helping secure Japan’s “position as a 
modern nation of the world order” (Teasley, 2003). 
The growing influence of the West and the introduc-
tion of Japanese art and culture to the world resulted 
in an influx of Western visitors to Japan, including 
architects. Frank Lloyd Wright first travelled to Japan 
in 1905, and became heavily influenced by Japanese 
print making and art. Wright designed the second 
Imperial Hotel in Tokyo which opened in 1922, with 
a design based on an influence of Mexican ziggu-
rats, traditional Japanese architecture and his own 
emerging Prairie Style (cf. Wikipedia, 2016), heralding 
the impending influence of globalisation on design. 
Richard Neutra, who visited in 1930, “accelerated the 
quickening dialogue between early European Moder-
nism and an old Japan that was also eagerly exploring 
its own new modernity” (Lamprecht, 2010). 

The consequences and fallout of World War 2 and the 
occupation of Japan by the Allied forces until 1952 
resulted in increasing interaction with Western culture. 
By 1960, Japan was facing a period of rapid econo-
mic and cultural growth, which was anticipated by 
the Metabolist group, searching for an alternative to 
traditional approaches to urban design (cf. Wikipedia, 
2015). The Metabolist movement was first presen-
ted on an international level in 1959 by the architect 
Kenzo Tange who was invited to speak at the last 
meeting of CIAM (Congrès Internationaux d’Architec-
ture Moderne). The Japanese word shinchintaisha 
translates directly to metabolism in English, however 
the Japanese meaning is more of replacing the old 
with the new, and the group further interpreted this to 
be equivalent to the continuous renewal and orga-
nic growth of the city (Zhongjie, 2010, p.22). They 
published Metabolism 1960: The Proposals for New 
Urbanism as a manifesto that was available for sale 
at the World Design Conference in Tokyo in 1960. (cf. 
Clip Stamp Fold, 2010 p.53-54)

Whilst Arata Isozaki was not officially part of the 
Metabolist group (ClipStampFold, p.221), he played 
a key role in the ‘global’ network of experimental 
architecture, presenting his work alongside the Meta-
bolists in the Folkestone exhibition and conference of 

1966, meeting Walter Pichler, Hans Hollein and the 
Archigrammers in New York, and lecturing at UCLA 
alongside some of the Archigram and Graz group (cf. 
ClipStampFold, p.285). Isozaki, along with Hollein and 
the Archigram group, was invited to participated in the 
ill-fated Milan Triennale of 1968, which topic was ba-
sed on the theme ‘the Greater Number’, which closely 
relating to the initial themes of the Metabolist group.

“The link with Tokyo existed not just in the sense of 
who had done a rounded corner first, or who did the 
first cutout, but it was actually somebody you knew 
day-to-day. That remains my ethos.” 

-Peter Cook, 2006

Osaka hosted the World Expo in 1970 (following the 
Expo of ’67 in Montreal), attracting a vast amount 
of international architects and designers, as well as 
visitors. The Expo was also used as an opportunity to 
promote the ‘new’ architecture of Japan. The master 
plan was designed by Kenzo Tange, and twelve Japa-
nese architects, including Arata Isozaki, were invited 
to design pavilions, entries and other Expo facilities. 
(cf. Wikipedia, 2015)
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Following the end of World War II, England went in to 
what was known as the “Age of Austerity” from 1945 
until the early 1950s while the economy recovered. 
During the 1950s, a building boom of both private 
and social housing began, and the standard of living 
rose dramatically. New art movements began to gain 
traction, such as pop art, pop music and rock’n’roll. A 
landmark event was the ‘This is Tomorrow’ exhibition 
at the Whitechapel Art Gallery in 1956, which featured 
artists such as Richard Hamilton, Eduardo Paolozzi, 
and John McHale. The exhibition was almost two 
years in the making, and was the idea of Theo Crosby, 
an architect and art critic, who wanted to mount a lar-
ge scale collaborative art show, who on June 8, 1955, 
wrote that “the discussions… are really the point of 
the collaboration.. the exhibition will not be a collection 
of miscellaneous art works”. (cf. Wikipedia, 2016)

The show was a combined effort from musicians, 
artists, architects and graphic designers divided 
into twelve separate groups who all built pieces that 
represented their version of contemporary art, an 
example of multidisciplinary collaboration that was 
unusual. The result was an attempt to evoke a variety 
of external environments through theories that were 
inspired by communications guru, Marshall McLuhan, 
as well as symbols of Pop Culture. From the archi-
tectural sphere, work was displayed by Theo Crosby, 
John Voelcker, Peter and Alison Smithson, and James 
Stirling. Reyner Banham, who was at the beginning 
of his career at this point, wrote an essay which was 
featured in the exhibition catalogue, and in 1979, he 
created a documentary on the lead-up, reception and 
subsequent influence of ‘This is Tomorrow’, in which 
he said “This is modern art to entertain people, mo-
dern art as a game people will want to play. The sense 
of involvement and fun carries through in the press 
clippings; journalists were most taken by the fact that 
the show was opened by Robby the Robot, star of the 
sci-fi movie Forbidden Planet and easier to book than 
Marilyn Monroe”. (cf. Wikipedia, 2016)

This exhibition was regarded as groundbreaking due 
to the issues that it addressed early on that then later 
became crucial in contemporary art, not simply the 
process of collaboration but the notion of creating a 
new environment inside an art gallery. It also heralded 
the beginning of the era of “pop culture”, which five 
years later, manifested in the architectural realm as a 
little magazine called Archigram, created in the lounge 
rooms of a number of London architecture school 
graduates. The name Archigram was invented from 

the combination of “archi[tecture]” and “[tele]gram”, 
to describe a home-made architectural magazine 
that was put together in 1961 by Cook, David Greene 
and Mike Webb. The second issue in 1962 invited 
Ron Herron, Dennis Crompton and Warren Chalk 
to contribute who then all stayed on as part of the 
editing team (cf. archigram.westminster.ac.uk, 2016). 
Theo Crosby was the „hidden hand“ behind the group 
(Sadler, 2005, p.151). He gave them coverage in Ar-
chitectural Design magazine (where he was an editor 
from 1953–62), brought them to the attention of the 
Institute of Contemporary Arts (ICA) in London, where, 
in 1963, they mounted an exhibition called Living 
Cities (cf. Sadler, 2005, p.207), and in 1964 brought 
them into the Taylor Woodrow Design Group, which 
he headed, to take on experimental projects (cf. Cook, 
1999, p.44 and domusweb.it, 2010). 

The group was a mix of different schools, styles and 
approaches. Ron Herron had been taught by Julius 
Posener, David Greene by Buckminster Fuller, and Mi-
chael Webb by James Stirling and Kenneth Frampton. 
Peter Cook had been taught by Peter Smithson and 
Arthur Korn, an important German architect from the 
Ring and the Novembergruppe (domusweb.it, 2010). 
As Archigram was produced initially on such a small 
and inexpensive scale, the distribution of the magazi-
nes was done so through using the pigeonholes at the 
Architecture Association (AA) in London, and copies 
were sent to friends at other schools and were given 
away or sold for little money (cf. ClipStampFold, 2010, 
p.77). The members of Archigram would take it to 
various shops to see if they would take ten to sell, and 
for the first two issues they had sold some 400 copies 
total. By the third issue, the magazine was getting 
attention from the architecture critic Reyner Banham, 
who wrote an article about the ‘zine, and by the fourth 
issue they were selling approx. 1000 copies, and with 
readerships as far flung as Italy and the US (domus-
web.it, 2010).

In 1966, Archigram, alongside with the British Archi-
tectural Students Association and the New Metropole 
Arts Centre organised and sponsored IDEA, the 
International Dialogue of Experimental Architecture, 
which took place over two days in Folkestone, Eng-
land. Exhibits and presentations were made by Cedric 
Price, Buckminster Fuller, and Reyner Banham, as 
well as Continental figures, such as Hans Hollein, 
Claude Parent and Frei Otto, with whom British 
students had not yet had any immediate contact with 
(ClipStampFold, 2010, p.122).



14

V IENNA



15

In the post-war period, Austria was treated as the first 
victim of Nazi aggression, as agreed by Allied forces 
in the Declaration of Moscow in 1943. Vienna was 
occupied by the Allies and the Soviet Union from 1945 
to 1955. In the 1940s and 50s, Vienna was isolated in 
a geographic and cultural shift, as a result of the close 
proximity to the Soviet Union, and growing tension 
between the Western and Eastern Blocs, and the 
looming threat of the Cold War. (cf. Wikipedia, 2016)

“In the 1940s and 1950s there was nothing. [In 
Vienna] you had no international connections, nor any 
international magazines. This was a very great diffi-
culty, having no international contacts. The situation 
was quite difficult to change because Vienna was very 
isolated after the war, and it was only in the 1960s that 
it began opening up to international trends.“

- Günther Feuerstein, 2006 

This is significant when taking into account the scene 
in which the young architectural and artistic avant-gra-
de grew up in. In the conservative and rather sleepy 
Vienna, only a small art scene developed at the begin-
ning of the 1950s and was supported by a only a few 
private or church-run galleries. The austere European 
post-war mood, stemming from food shortages and 
the poor economic climate resonated into the realm 
of architecture and resulted in thoroughly functional 
pragmatic and economic buildings, creating demure 
suburban settlements, particularly in Vienna. What is 
interesting to note is that in the wake of both wars, the 
work of the Viennese Secessionists had been com-
pletely forgotten, leaving Vienna stranded in historical 
cultural isolation. 

“You had very little information about Otto Wagner, 
about Adolf Loos, or Josef Hoffman; there was nothing 
about their work… On the one hand, you were hungry 
for information, but also to look back, you slowly had 
to dig this history out again. There was the time of the 
war, and then after the war a lot of things had been 
forgotten, consciously forgotten or really forgotten, 
and so you tried to recover the progressive past of 
Vienna and Austria.”

- Hans Hollein, 2006

In 1958, Viennese theorists proclaimed their criticism 
of functionalism. Fritz Hundertwasser wrote his “Ver-
schlimmelungs-manifest” (Mouldings-Manifesto) , Ar-
nulf Rainer and Markus Parchensky wanted to make 
“Architektur mit der Händen” (Architecture with the 
hands), and Günther Feuerstein propagated “Inziden-

ten Architektur” (Incidental Architecture) (Feuerstein, 
1996, p.8). The testing grounds for the development 
of a new understanding of architecture were beginning 
to emerge in Vienna. A broader scene grew, headed 
by Hans Hollein and Walter Pichler, who were then 
joined by Haus-Rucker-Co, Coop Himmelb(l)au and 
many more. Seeing architecture not as autonomous 
but rather as a new “Gesamtkunstwerk” was a very 
important process. Catalysed by the sculptural work 
of Fritz Wotruba, the “traditional affinity of architecture 
and sculpture” (Feuerstein, 1996, p.9) experienced a 
new renaissance. Other influences outside Vienna can 
be seen in Le Corbusier’s Ronchamp and even ear-
lier, in the 1930s, where Frederick Kiesler accomplis-
hed a “new synthesis of sculpture and architecture” 
in his ‘endless’ architecture.  “Wotruba’s and Kiesler’s 
concrete impact on the early architectural avant-garde 
can hardly be determined, yet the affinities are still re-
markable and visible (…).” (Feuerstein, 1996, p.9-10).

Focusing on the architectural scene in Vienna, one 
event was of great importance: the lecture “Zurück 
zur Architektur” (Back to architecture) held by Hans 
Hollein in 1962, at the Galerie nächst St.Stephan. 
Hollein, who had been inspired by his studies and 
travels in the United States, brought back many new 
ideas and influences to Vienna, which he presented in 
his lecture. “Zurück zur Architektur“ marked an turning 
point in the architectural scene in Vienna. 
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Fig. 1: Coututier and Le Corbusier 
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`During the Second World War about 2,000 religious 
buildings in France were destroyed. After the war, 
priests such as the Dominican fathers Marie-Alain 
Couturier (1897-1954) and Pie-Raymond Régamey 
(1900 - 1996) tried to ensure that renowned architects 
and artists were commissioned for the reconstructi-
on of these buildings, in order to retain interest and 
relevance in the church. The best known example 
of the result of their efforts is the Church Notre-Da-
me des Haut in Ronchamp (1950-1955), which was 
designed by Le Corbusier, and is considered as an 
icon of modernity. In France, this symbiosis of art and 
church in the postwar period is called „L‘Art Sacré du 
XX siecle“. (see Association de l’Œuvre Notre-Dame 
du Haut (pub.), 2008, p.4)

Since 1936, Couturier and Régamey published “one 
of the most influential magazines of the time”, L‘Art 
Sacré “which created awareness“ (Danzer, 2005, 
p.87) of the movement and the rebuilding effort. In 
Austria, there was a similar phenomenon: encouraged 
by the events in France and the Church beginning to 
be more open towards social and cultural problems, 
Monsignor Otto Mauer publicly aligned himself in 

support of contemporary art and modern artists. Of 
course, this provoked debates both in France and in 
Austria about whether modern works were at all suited 
to the design of sacred places and whether non-belie-
ving artists should perform these tasks.

In 1946, Otto Mauer started publishing his journal 
“Wort und Wahrheit”( “Word and Truth”). In this, he 
presented views and theories of “l‘Art Sacré” and 
managed to gain church-wide attention at the Second 
Vatican Council (1962-1965) for the new and reformed 
definition of the Church.

In France, one of the first collaborations was the 
design of the church Notre-Dame de Grâce Route du 
Plateau d‘Assy, built 1937-1946. Alongside Matisse, 
Rouault and Bazaine,Pierre Bonnard, Marc Chagall, 
Georges Braque, Germaine Richter and Jacques Lip-
chitz were involved. Fernand Léger designed the mu-
ral at the facade, a confessing atheist and Communist 
Party member. Through the involvement of so many 
artists, a diverse range of art, the church appeared 
almost as a sacred museum, and even Couturier’s 
euphoria was impaired by the result. Nevertheless, it 

Fig. 2: Magazine covers of “L‘Art Sacré“ [left] and “Wort und Wahrheit“ [right]
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was followed by further connections - attempts bet-
ween contemporary art and the Church. In the autumn 
of 1951, the church was completed in Audincourt, with 
works by Léger and Bazzaine and achieved a good 
response.

Pie-Raymond Régamey authored the standard work 
„L‘Art Sacre du 20e siècle“, which appeared in 1952. 
Within his work he combined the considerations and 
discussions around the topic of art and the Church at 
that time. In 1954, it was first published in German. 
One can assume that it has influenced Mauer in his 
devotion to abstract painting and the avant-garde, al-
though the initial situations were completely different: 
Couturier and Régamey had contact to renowned 
artists of this time and worked in the international art 
center, Mauer first had to provide a lot of set-up work 
and support for the Austrian artists who reoriented 
themselves after the Second World War. ( Danzer, 
2005, p.87 - 88)
„He founded the gallery St.Stephan in Vienna in 1954, 
which played a decisive role in the dialogue of the 
church with the modern art, and it was almost the 
only gallery in Austria that had primarily contemporary 

Fig. 3: Notre-Dame des Haut in Ronchamp,Le Corbusier, 1950-55

artists on the program.“ (Danzer, 2005, p.88 )
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Fig. 4: Interior of the church in Audincourt, 1951

Fig. 5: Notre-Dame de Grâce Route du Plateau d‘Assy, 1937-1946
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Fig. 7: Monsignore Otto Mauer (middle) withOswald Oberhuber (left), 1970 

Fig. 6:“The painters group“, 1954
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Galerie nächst St. Stephan is an Viennese art gallery 
which was founded by Monseigneur Otto Mauer in 
1954, at a time when the cultural climate in Vienna 
was particularly welcoming to avant-garde art. Mauer 
therefore took it upon himself to create a unique place 
where artists could express themselves.
The reaction to this very unique place in Vienna 
varied greatly: „ What would hardly be noticed in an 
art metropol, a clear, concentrated strategy on a few 
artists and styles, was in Vienna, where there was no 
art market and only a few galleries, a scandal. Soon 
there appeared to be only St. Stephan-believers or 
-agnostics.“ (Fleck, 1982, p.114)

1956-1963: THE “PAINTERS GROUP” 
In 1955, Mauer met Wolfgang Hollegha, Josef Mikl, 
Markus Prachensky, and Arnulf Rainer, a social group 
of artists, who later  formed a group of painters. The 
gallery, when it first began was rather exclusive in 
terms of who was exhibitied. It has been said that the 
Painters Group, under the guidance of Mauer, usually 
decided to exhibit their work over other artists who did 
not necessarily belong to the group. (cf. Fleck, p.171-
172)The gallery was regarded as a meeting point for 
many artists in Vienna, however for many artists, it 
was almost impossible to enter the area of the expres-
sionist Painters group. (Fleck, p.171-172) There were 
only two artists who were allowed to join the group: 
the sculptor Andreas Urteil and Roland Goeschl.

Another reason that contributed to the difficulty of 
making the Galerie nächst St.Stephan more open to 
different Viennese art movements was the fact that 
the gallery still belonged to and was financed by the 
Catholic Church. Although Otto Mauer had a lot of 
freedom in his decisions, he often did so with a lot of 
criticism from both the Church and journalists. “The 
assignment of Ernst Fuchs became a scandal, Rainer 
had always been a scandal in the eyes of the Journa-
lists (…). (Fleck, p.73)

GROUPS IN VIENNA: 
“The Vienna Art Policy at the time consisted of two 
options: “Either being independent from the art circles 
but staying provincial, or being international but 
dependent on the ideological and financial deficit of 
import galleries”. Forming a group seemed to be the 
only chance to overcome the amateurish beginnings 
of the gallery and start building a functioning structure 
in order to take a position in Europe.“ (Fleck, p.115)
 
There were different groups of avant-garde artist that 
met each other at the Galerie St.Stephan or in cafés 
and criticised each other harshly. There was the:
-“Painters-Group”, who exhibited themselves perma-
nently: Mikl, Rainer, Parchensky, Hollegha
-“Wiener-Gruppe”, the intellects: Konrad Bayer, H. C. 
Artmann, Gerhard Rühm und Friedrich Achleitner
-“Englische Flotte” (because they were dressed well): 
architecture, design, art: Ernst Graf, Heinz Geretseg-
ger, Hans Hollein, Walter Pichler, Oswald und Ingrid 
Wiener
-“Wotruba-Schule”, the sculptors:  H. Leinfellner, J. 
Pillhofer, A.Urteil, J.Avramidis und A.Hrdlička.

The early 1960s: changes in the Gallery
The 1960 brought a lot of changes into the gallery. 
Monsignor Mauer refused to exhibit Pop Art and 
New Realism. In this, he was like many other gallery 
owners who appreciated the informal in its original 
version and interpreted it as a metaphysical art. 
Mauer was offered exhibitions of Roy Lichtenstein and 
Claes Oldenburg through the contact of Kiki Kogelnik, 
who had moved to New York yet maintained contact 
with the Viennese avant-garde, however he rejected 
the offers. The gallery suddenly found itself on the 
defensive and the difficulties began to pile up (Fleck, 
p.208). The “Painters Group“ fell apart, financial 
problems increased and the gallery lost its monopoly 
in Vienna with the appearance of a new gallery in 
Griechenbeisl in 1960 and the emergence of the 21er 
Haus in 1962. The gallery was on the lookout for a 
new avant-garde. 

Otto Mauer contacted Hans Hollein when he returned 
from the United States and he held his lecture “Zurück 
zur Architektur“ on the 1st February of 1962 which 
was a turning point for the architectural scene in 
Vienna and the rest of Austria. It was the start of the 
cooperation between Hollein and Walter Pichler. In 
May 1963, the exhibition “Architektur“ followed (cf. 
Fleck, p.209). 

Fig. 7: Monsignore Otto Mauer (middle) withOswald Oberhuber (left), 1970 

Fig. 6:“The painters group“, 1954
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Fig. 8: Photo of Steiber, Kalb, Pichler, Attersee, Graf, Wiener and Ingrid, “Wir nicht“, 1968

From 1965 to 1970, the production of Austrian art was 
given new life and the Galerie St. Stephan became 
home of current trends: “the ‘Aktionists‘ carried out 
their famous actions and moved on to the second, 
cultural-revolutionary phase.” (Fleck, p.234) “The 
social and working groups of the painters, architects, 
intellects, filmmakers, sculptors and ‘Aktionists‘ who 
used to be separated to the point of hostiliy, ending 
up mixing and became the “Wiener Underground 
Society“. Their art consisted of different currents at the 
same time.” (Fleck, p.216) 

Otto Mauer remained the director of the Galerie 
nächst St. Stephan until his death in 1973 and was 
suceeded by Oswald Oberhuber. In the 1970s, 
readings were held by the Wiener Gruppe and the 
Viennese Aktionists presented performances the 
Wiener Gruppe held readings at the gallery. The 
Viennese Actionism presented performances. The 
Galerie nächst St.Stephan changed from a very 
exclusive abstract-painting-only gallery to a quite open 
exhibition place. 

Rosemarie Schwarzwälder became the gallery’s 
acting director in 1978 and has lead the gallery since 
then. 
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Fig. 9: Exhibition poster, “Kiki Kogelnik“, 1967
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INTERNATIONAL ART CONVERSATION 
AT THE ABBEY OF SECKAU, 1-5 JULY, 
1958 
In the summer of 1958, one of the annual art conver-
sations of the Galerie nächst St.Stephan took place at 
the abbey of Seckau, organised by Otto Mauer, and 
supported by the Austrian Catholic Academics Union. 
Considering the prevailing situation in the conservati-
ve Austrian art and cultural scene, this meeting, which 
invited representatives of the artistic avant-garde from 
different countries, was almost provocative. The topic 
of discussion was the current situation of painting, 
sculpture and architecture. One of the primary con-
cerns of Mauer, in his function as a priest, was the 
connection between art and religion, which already 
existed, in his eyes, in the particular reference to the 
transcendent.

For the five-day meeting, 80 guests were invited, 
assembling the whole Austrian avant-garde artists, 
poets, architects and art-theorists such as Herbert 
Boeckl, Hans Hollein, Maria Lassnig, Peter Kubelka, 
Oswald Wiener and representatives of the Vienna 
Group, Werner Hoffmann, the later founder of the 
Museum of the 20th century (21er Haus). From 
France, Michel Tapié, the most famous literary pioneer 
of Tachism who coined the concept of “Art infomel“ - 
formless art, and Pierre Restany, founder of the “New 
Realism“ attended, as well as the German painter and 
writer, Lothar Schreyer, who worked at the Bauhaus, 
and the Swiss-native, Arnold Rüdiger, director of the 
Kunsthalle in Basel, which showed the first exhibi-
tion of American art in Europe. The conclusion of 
the meeting was a confirmation of the early informal 
movement in Austria: “The modern image has no 
centre anymore, the last remnant of the perspective 
has disappeared“ (Bachmaier, 2011, p.21).

“ARCHITEKTUR MIT DER HÄNDEN” 
(ARCHITECTURE WITH THE HANDS)
On the third of July, Markus Parchensky and Arnulf 
Rainer declaimed their manifesto “Architektur mit der 
Händen”: 
“The time has come to take architecture seriously, to 
stop joking and to overcome the playfulness (Leicht-
hin) of the Bauhaus-era, finally. Architecture as art has 
nothing to do with function. Functional Architecture is 
Applied Art. Everyone should create his own architec-
ture, should use his hands to shape his architecture, 
to clue, to dig, to scratch, to stir, to crop  and to bite; of 
feathers, trees, grass, paper, earth and hay.“ (Habarta, 
1996, p.386)

Arik Bauer, founding member of the “Wiener Schule 
des Phantastischen Realismus“ (Vienna School of 
Fantasty Realism), protested with his song of the 
same title against the “Belief in the set square” and 
Hans Hollein, Hermann Baur (who was influenced by 
Le Corbusier) and Anton Wichtl were talking about the 
“desperate situation of modern architecture”. 

“ INZIDENTEN ARCHITEKTUR” 
( INCISED ARCHITECTURE)
With his “Thesen zur Inzidenten Architektur”, Günther 
Feuerstein contributed another great theoretical 
statement.

“1. The incised architecture is determined by the emo-
tional, not by the rational.
2. The incised architecture rejects the technical per-
fectionism. It dispenses on precision and Super-plan-
ning. It prefers poverty to luxury.
3. Classic and technical aestheticism are outdated.
4. The incised architecture does not classify by beau-
tiful and ugly, but by good and evil, to right and wrong. 
Architecture is a moral category.
5. An anti-perfect manufacturing process of incised 
architecture is comprehensible and conceivable.
6. The creation of incised architecture is dynamic, 
changing, “operations” having.
7. The incised architecture leads: from the surface to 
the body - from the hole to the room - from vague as-
surances to the symbol - of the use of the event - from 
the design to the vision.
8. Coincidence as metaphysics is an element of inci-
sed architecture.
9. The “free” form is the “geometric” form equivalent to 
the curved line is the straight equivalent.
10. The incised architecture is an architecture of the 
irrational, the accidental and incidental, the naive and 
dilettantish.” (Feuerstein, 1988, p.51 )

As a thematic sideshow to the meeting, an exhibiti-
on of abstract painters was held in the local primary 
school. In addition to contributions of the “Painters 
Group” of Josef Mikl, Markus Parchensky, Wolfgang 
Hollegha and Arnulf Rainer, Anton Lehmedn and Kiki 
Kogelnik were displayed. A slideshow composed of 
Tàpie´s archive gave an impression of contemporary 
American art.
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“VERSCHIMMELUNGS-MANIFEST“(-
MOULDING-MANIFESTO)
On July 4th, Friedensreich Hundertwasser, who 
had not been explicitly invited to Seckau, drove to 
the abbey and while sitting in the car he read his 
“Verschimmelungs-Manifest”, expressing his criticism 
at the functional architecture of the postwar period: 
“Functional architecture has proved to be mistaken, 
as well as painting using a ruler has (…) Only after 
overcoming the total uninhabitability and the moulding 
of creativity, we will experience the wonders of a new, 
true and free architecture (…) architect-bricklayer-re-
sident are a trinity just like the father-son-Holy Ghost 
(…) further, the use of a ruler in architecture is prohi-
bited as it is easily proven that this is an instrument 
to catalyse the breakdown of the architectural trinity. 
And only after creative moulding, which teaches us a 
lot, a new and wonderful architecture is developing.”  
(Restany, 2001, p.16)

The three radically futurist manifestos were not 
without effect: Gerhard Habarta appreciated the 
international art conversation as “a intersection of the 
twist of Modern Art”; and Hans Hollein saw it as the 
“beginning of a new phase, the beginning of a general 
discourse on architecture in Austria.”. “Maria Welzig 
called this new phase “crystallization”, which brought 
“the connection to modernity” for Austrian architecture. 
(Steixner, Welzig, 2003 p.11)

ABSTRACT ART
Strictly speaking, abstract art in Austria is an import of 
the American Allies. Through the American occupa-
tion, abstract art, atonal music, experimental poetry 
and the comprehensive school was supported by the 
State Department and the Cultural Mission. However, 
the latter failed to the reluctance of the Austrian Minis-
try of Education. The former Secretary of MoMA in NY, 
financed by the Rockefeller Foundation, Thomas Bra-
den moved to Paris in 1950 as Secretary of the Con-
gress for Cultural Freedom, employing more than 400 
people. He commented on abstract art: “The abstract 
art is the art of the free world.” (Wagleitner, 1991 p.2+) 
In the early 1950s, Paris was the city of the modern 
avant-garde and many Austrian artists traveled there. 
In the 1960s, this changed and New York became the 
capital of modern art: “In the 1950s and 1960s, all ab-
stract Austrian artists, but also architects, composers 
and filmmakers lived in the US for various lengths of 
time and were promoted there. Even French Tachists, 
such as Tapié and Restany, were influenced by Ameri-
ca.” (Bachmaier, 2011, p.23)

RESULT
The meeting in Seckau was considered rather critical 
by the Catholic Church, however Mauer’s attempt to 
‘Christianise’ of art failed in the long run. But even 
on the artist‘s side the response was split. So the 
painter, Herbert Boeckl left the meeting early since 
his ‘modern but not abstract paintings’ were strongly 
criticised, almost insulted. Nevertheless, Seckau can 
be considered as the forerunner of the spiritual and 
cultural developments of the 60s and even of the near 
present. (Bachmaier, 2011 p.24)
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Fig. 10: Friedensreich Hundertwasser before reading his “Verschimmelungs-Manifest“ in Seckau, 1958 [left and right]



ZOOM-IN:
“ZURÜCK 
ZUR ARCHI-
TEKTUR” 
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of spiritualisation stands at the beginning of the one 
and at the end of the other.”

Hollein outlines his criticism on functionalism and 
the principle of showing construction, function and 
structure with a comparison to vertebrate. They are all 
similar, from bone-structure over the body-functions to 
the blood circle and digestion. Whether we take a cow 
or whether we take a pig or a man - it’s the same way 
of construction. Hollein focused on nature to demons-
trate that though the construction of two things can 
be the same, the overall aesthetic can differ greatly. 
As men and women have a very similar skeleton, the 
appearance, the function, shape and purpose, both 
perfect in own their way, differ greatly. “So why should 
architecture, why should a building, express its const-
ruction?“ (cf. hollein.com, 2015)

At the end of his lecture Hollein shares his opinion 
about the character of contemporary architecture: 

“How should todays architecture appear?
four-dimensional
built
raw
from raw to crystalline
from black to white, but not black and white
hovering above the earth
shooting into the sky
oblique
plastic
sensual
dominant
dirty
realised in constant change
purposeless but useable
cumulative
glowing space“

(hollein.com, 2015) 

“Zurück zur Architektur” (Back to Architecture) was 
a lecture held by Hans Hollein at the Galerie nächst 
St.Stephan in 1962 in which he presented his ideas 
and projects to a wider audience. The event itself 
caused the establishment of contact of people thinking 
in a similar way and also marked the starting point of 
the cooperation between Hollein and Pichler, which 
resulted in the “Architektur“ exhibition in 1963. “Zurück 
zur Architektur” is regarded as a key moment in the 
development of the Vienna avant-garde.

The lecture dealt with the question ‘what is the me-
aning of architecture?’ and tried to give an interpre-
tation. Hollein stated that the loss of the purpose of 
architecture is imminent due to the emergence of a 
philosophy which interprets architecture as modelling 
of a material function instead of the transformation of 
an idea through building. He talked about the functi-
onalism of the post-war period. According to Hollein, 
this functionalism legitimates mediocrity because it 
allows rational decisions and can be analysed easily, 
as it expels the uncomfortable irrationality and thought 
from architecture. He calls this the philosophy of 
‘design’, which praises the majority decision above 
the decision of the individual, and would rule over the 
international modern architecture and the international 
urban planning. As a result, he stated: “It brings a 
world of sterility instead of the possible unfolding of 
the individual creativity. It transforms the metropolis 
to mediocropolis. It is rather termite architecture than 
architecture built by free, thinking, and feeling people. 
Termite hills aren’t architecture at all, in fact. That is 
why we have to go back to the roots. Therefore: back 
to architecture.”

Furthermore, Hollein characterised architecture as the 
process of building itself, therefore a spiritual order 
would result from building. He saw the origin of archi-
tecture as sacred, sacred in the urge of man to built a 
manifesto without a material function. This would be 
“pure purposeless architecture.” For Hollein, functional 
architecture does not exist, a building should not ex-
press its construction but should rather express itself. 
Form to evoke function. Form as a decision of man, 
that is manifested in architecture.  The difference bet-
ween architecture and functionalism / design can be 
found in the chronology of the development process. 
Hollein compares the spheric house of Ledoux to the 
spheric tank of an oil refinery: “Both are built. One is 
the expression of an idea, an intellectual process. The 
other one is a product of the ideal purpose. Both are 
architecture, but the moment of creation, the moment 
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Fig. 12: Oil refinery, photos by Bernd and Hilla Becher 

Fig. 11: “Spheric House“ LeDoux, ca. 1770
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Fig. 13: “Mobile Office“, Hollein, 1969
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HANS HOLLEIN 1934 -  2014
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Fig. 14: Peichl, Hollein, Hoffmann, in Frankfurt, 1983

Hans Hollein completed his architecture studies in 
1956 at the Academy of Fine Arts Vienna, in the mas-
terclass of Clemens Holzmeister.  While completing 
his degree he also lived and worked in Stockholm, 
Sweden. He was awarded a Commonwealth grant 
to study in the US for two years, and subsequently 
studied at the Illinois Institute of Technology in 1959 
and completed his Master of Architecture degree at 
College of Environmental Design at the University of 
California, Berkley in 1960. (cf. hollein.com, 2015). 

During his time at IIT he studied with Ludwig Mies van 
der Rohe, Ludwig Hilberseimer and Walter Peter-
hans (eflux.com, 2015), and whilst in LA he met with 
Richard Neutra and Jakob Bakema. Bakema he met 
in Los Angeles through travelling extensively to study 
and catalogue the built works of Rudolf Schindler, 
which Hollein published books on in 1960 and 1961 
(cf. Clip Stamp Fold, 2010, p.378). “It is characteristic 
of his curiosity and humour that when he learned 
there are seven towns or cities in the United States, 
all bearing the name, „Vienna,“ he took the time to 
visit all of them. This was while touring the country in 
a second-hand Chevrolet.” (pritzkerprize.com, 2015). 

“We need to liberate architecture from building!“
“Architects have to stop thinking in buildings only!“

-Hans Hollein, 1963
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Hollein was also invited up to Taliesin in Wisconsin to 
visit Frank Lloyd Wright shortly before Wright’s death 
in 1959. From Hilberseimer’s urban classes at IIT, he 
developed an interest in Lima, Peru, which he later 
returned to in his career with a number of commissi-
oned projects.

Hollein also put together and curated a number of 
exhibitions, both in Vienna and elsewhere, usually 
with Walter Pichler. Their first show, Architektur, at 
Galerie nächst St. Stephan in 1963 lasted all of three 
days. There was a very strong negative public reac-
tion however it trigged a fundamental shift in the cur-
rent situation of Vienna. The Museum of Modern Art 
contacted Hollein and purchased some of the exhibits, 
and the Washington University in Saint Louis offered 
Hollein a visiting professorship for 1963/64, opening 
up links to more progressive ideas and architects 
including Aldo van Eyck, and Frei Otto who were also 
teaching there at that time. Hollein saw the medium of 
writing about exhibitions and catalogues as an import-
ant multiplier as it allowed him to spend another year 
in the United States, where, besides teaching, he pur-
sued his projects further . Hollein returned to Vienna 

to open his own practice as a certified civil engineer 
in 1964. His first commissioned work in 1965, known 
as the Retti Candleshop, brought him international 
acclaim (cf. eflux.com, 2015).

Hollein held a number of teaching posts throughout 
his career, notably in 1966 at the St. Louis School of 
Architecture, Yale University, the University of Califor-
nia (UCLA), and at the Ohio State University. He was 
a professor at the Kunstakademie Düsseldorf between 
1967 and 1976. At the University of Applied Arts in 
Vienna he was head of the master class for Industrial 
Design and of the Institute for Design, from 1976 until 
1979, as well as head of a master class for architec-
ture from 1979 until 2002 and head of the Department 
of Architecture from 1995 until 1999. (cf. hollein.com, 
2015)

Hollein’s architectural language was greatly influenced 
by the work of the Constructivists, the Bauhaus school 
and the pre-war Viennese avant-garde. The empha-
sis by the Constructivism movement on functionality, 
technology, and engineering towards utopian impulses 
within the mass-industrial society was closely aligned 

Fig. 15: “Highrise Building, Sparkplug“, Hans Hollein, 1964
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with the focus of De Stijl and the Bauhaus program, 
as well as western Constructivists, such as Buck-
minster Fuller and Rudolf Schindler. Hollein had close 
ties to both of these figures, as he travelled the US 
documenting a lot of Schindler’s designs, and is said 
to have had close amicable exchanges with Bucky. 

Hollein also sought to reconnect the then-present to 
the suppressed Austrian avant-garde pre-war work 
which was forgotten after WWII ended, studying the 
work of Otto Wagner, Adolf Loos, Josef Hoffman and 
Fredrich Kiesler. Hollein was greatly influenced by 
the tradition of Viennese modernity, which at the turn 
of the century, was to unify the various strands of 
modern art, architecture, design and fashion in one 
all-encompassing concept. Otto Wagner embodied 
the universal vocabulary, with his work occupying all 
scales from jewellery to architecture to urban planning 
and everything in between. Wagner’s students inclu-
ded Josef Hoffman and Rudolf Schindler. Hoffman 
had already become a universal artist of modernity 
around the turn of the century, developing a visual 
language of squares and cubes which he then applied 
to sculpture, furniture, interiors, and residential and 
commercial buildings throughout his career. He par-
ticipated in and curated exhibitions as both an artist 
and an architect. Hoffman’s example of universality 
and working across scales and mediums is emula-
ted by Hollein, and together with Koloman Moser, 
Hoffman established the Wiener Werkstätte in 1903 
and members produced buildings, interiors, furniture, 
graphics, paintings and jewellery, influencing the next 
generation of ‘universal architects’. While Adolf Loos 
was in complete theoretical opposition to Hoffman and 
Wagner, his approach is still particularly important for 
the Viennese modernity, and his demand for a strict 
separation between works of art and commodities. 
It was from Loos that Hollein inherited the use of the 
finest materials.  

Friedrich Kiesler, an Austrian-American architect, 
potentially had the most in common with Hollein. Kies-
ler developed an all-encompassing design concept 
referred to as Design Correlation between 1937-1941, 
influenced by his involvement with the De Stijl group 
and connections to the European avant-garde of the 
early 1920s prior to his relocation to the US. While 
Hoffman and Wagner have more of an overarching 
influence on the development of the Viennese mo-
dernity, they are localised solely to Austria, whereas 
Kiesler, due to his emigration to the US and his work 
as an Austrian on the global platform, can be regarded 

as a significant influence on Hollein and his career. 
Hollein has also been named as the successor to the 
theories of Le Corbusier and Marshall McLuhan, as he 
has realised the importance for architecture of mass 
media as a technology of communication, a means of 
distribution, and architecture as an extension of self.

“Very early on, I was interested in two simplistic ex-
planations of architecture: architecture as a means of 
preservation of body temperature and architecture as 
ritual. In between those poles, the whole architecture 
of the past seven thousand years has operated. And 
the ultimate is the space capsule. It starts with the 
telephone booth. (…) This is the minimal version of a 
building, but (…) it is connected to the whole world.  I 
developed this a little more intensely as a capsule. 
The space capsule or even the space suit, is the 
perfect building so to speak. You have the preservati-
on of your body temperature, you have not only global 
communication but communication through - I don’t 
know how many - light years.“

-Hollein, 2006
(ClipStampFold, p.381)

Hollein’s work was based on this foundation with an 
emphasis on technology, material and new media. 
His architecture and work translates across all scales 
and medias in pursuit of a better world, meaning that 
his visual vocabulary becomes a universal one. In this 
setting, the themes of regionality and culture become 
only relevant when applied to environmental and con-
textual responses, and influence of design can stem 
from any source, at any scale, and from any location 
in the world due to the availability of communication 
and media. This also translates into Hollein’s network 
and contacts, as in comparison to his Viennese ar-
chitectural peers, Hollein’s circle extends beyond the 
Austrian group and into the realm of art, design and 
theory. (cf. Weibel, 2011)
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Fig. 16: “Endless House“, Friedrick Kiesler, 1950

Fig. 16: “Space in Space in Space“, Hans Hollein, 1960 
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“It elicited a very intense reaction. People rushed into 
the gallery determined to destroy the models.” 

Hans Hollein 
(e-flux.com, 2015)

The “Architektur” exhibition took place at the 
Galerie nächst St.Stephan in May 1963  and was the 
first collaboration between Hans Hollein and Walter 
Pichler. They met at Hans Hollein’s lecture “Zurück 
zur Architektur” in 1962, which was also held in the 
Galerie nächst St.Stephan, and since Pichler was very 
impressed by Hollein’s ideas, they began exchange 
ideas. 

The forword of the exhibition catalogue:
“We met in 1962. For years, we had been dealing with 
architecture. The conclusions that we had reached, 
our ideas, were related. We decided to make a joint 
exhibition of our independently developed works to 
show in which direction architecture has to go.” 

-Hollein and Pichler, 1963
(hollein.com, 2015) 

The exhibition was only on for three days however 
managed to provoke a public strong response despite 
the short duration of display. The catalogue produced 
was extremely useful as Pichler and Hollein were able 
to use the exhibition as a portfolio. When Pichler tra-
veled to the United States directly after the exhibition 
he was able to sell some of his drawings displayed 
in the Galerie nächst St.Stephan to MoMA (with the 
help of Philip Johnson). On display were drawings and 
sculptures in which utopian drafts of compact urban 
buildings  dominate the landscape. The catalogue 
contained manifestos written by Hollein and Pichler, 
in which they proclaimed a form of architecture that is 
brutal and subtle at the same time. In “Absolut archi-
tecture”, Hollein (Wikipedia, 2015) wrote: 
“We need to liberate architecture from building!“
“Architects have to stop thinking in buildings only!“

Another excerpt mentions many ideas of the “Zurück 
zur Architektur” lecture and elaborates on them, in 
particular, the phrase:  “Architecture is a matter of 
elites”, or “Architecture is elementary, sensual, primi-
tive, brutal, terrible, immense, prevailed.” or Walter 
Pichler’s statement: “Architecture is the embodiment 

Fig. 17: Exhibition poster “Architektur“, 1963 [right]  and “communication interchanger“, Hans Hollein, 1964 [left] 
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of power and desire of a few people. It is a brutal thing 
which stopped working with art a long time ago.“ are 
evoking a heavy discussion in Vienna. 

In his drawings, Pichler located the main part of a city 
underneath the earth with minimal volumes piercing 
through. “The city for the elite is carried by the housing 
of the poor” (Feuerstein, 1996). Hollein shows works 
which are dominated by geometry and monumentality, 
volumes with our detailed declared functions, drawn 
through communication tubes. 
Detailed models were used by both Hollein and Pich-
ler, and display the possible identity of architecture 
and sculpture.

Fig. 18: “Unterirdische Stadt“, Walter Pichler, 1963
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Fig. 19: “Knotenpunkt einer Stadt (Hängendes Zentrum)“, Hans Hollein, 1962 - 1963

Fig. 20: “Stadt, Moglichkeiten verschiedenster Kommunikation“, Hans Hollein, 1962- 1963
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“Architecture is a spiritual order, realised by construc-
tion.
Architecture - an idea built into an endless room, a 
manifestation of the spiritual strength and power of 
man, the shape and material expression of his de-
termination, his life. From its origins until today, the es-
sence and meaning of architecture has not changed. 
Building is a basic human need. It does not manifest 
itself first in putting up protective roofs, but in the con-
struction of religious structures, in the mark of focal 
points of human activity - the beginning of the city.
All construction is cultic.
Architecture - an expression of man himself - is flesh 
and spirit at the same time.
Architecture is elementary, sensual, primitive, brutal, 
terrible, immense, prevailed.
But it is also the personification of the subtlest emo-
tions, the sensitive recording of the finest emotions, 
the materialisation of the spiritual.
Architecture is not for satisfying the needs of the me-
diocre, is not an environment for the petty happiness 
of the masses. Architecture is made by those who are 
at the highest level of culture and civilisation, at the 
forefront of development of their epoch. Architecture is 
a matter of elitism.
Architecture - Space - determined by means of cons-
truction. Architecture dominates the room. Mastered 
by shooting into the air, eroding the earth, cantilevered 
across the country, propagating in all directions. Mas-
tered by mass and void. Mastered room by room.
In this, architecture is not about beauty. If we want be-
auty, then it is less concerned with form or proportion, 
but more a sensual beauty elemental force.
The shape of a building does not develop from the 
material conditions of a purpose. A building should 
not show its type of use, should not be expressive of 
structure and construction, should not be serving or a 
refuge.
A building is itself. Architecture is futile. What we build 
will find its own use. Not form follows function. Form 
does not just happen. It is the great decision of the 
people to make a building as a cube, a pyramid or a 
sphere. The built form in architecture is determined by 
the intentions of the individual.
Today is the first time in history that we are able to 
build what and how we want due to the availability of 
advanced science and technology. We are able to cre-
ate architecture that is not determined by technology, 
as the technology is determined by the pure, absolute 
architecture.
Today, man is master of the infinite space.“
(hollein.com, 2015)
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Fig. 21: Walter Pichler, 1973
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„ I had simply forgotten Vienna. Honestly. By then I 
actually had my connection to the architects at that 
time . Hollein and Abraham - these were my friends, 
really . All of my works from this period have a strong 
relationship to architecture. I have seen my work more 
and more as a space than as a sculpture.“ 

- Walter Pichler, 2009

Walter Pichler was born in 1936 in Deutschnofen in 
South Tyrol. He studied graphics at the “Angewandte” 
in Vienna from 1955-1959 and then went to Paris to 
study sculpting. In the following years, he created 
architectural works dealing with urban ideas and 
sacral buildings. Arriving back to Vienna, he joined the 
new formed circle around the Galerie St. Stephan and 
came to know Hans Hollein and many others. It was in 
1963 when Pichler and Hollein had their first exhibi-
tion together. It was called “Architektur” and showed 
utopian drawings. 

During this time, Pichler and Ernst Graf did the layout 
for the book “Otto Wagner” 1841-1918” written by Max 
Peintner and Heins Geretsegger. This was the starting 
point of Pichler’s cooperation with the Salzburger Re-
sidenz-Publisher. Afterwards, Pichler started traveling 
the United States and Mexico, on recommendation 
of Hans Hollein. He left Austria on the same day that 
his and Hollein’s exhibition “Architektur” at the Galerie 
nächst St.Stephan ended: “From the exhibition with 
Hans Hollein, I sold my first drawings to the MoMA, to 
Philip Johnson, and because of that I had a recom-
mendation for a job in New York.” His travels and 

Fig. 22: Hans Hollein and Walter Pichler, 1967
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living abroad were very important for Pichler: “I defini-
tely wanted to get away from Vienna. I wanted to get 
away from Vienna and while Paris was important to 
me, I didn’t like it not so much. I have not experienced 
that atmosphere, this awakening in the art there, as la-
ter in the US.” He met Frederick Kiesler on his journey 
who was very influential on both Pichler and Hollein. 
Pichler enjoyed the american spirit so much, he didn’t 
want to return to Austria but was forced to do so due 
to his lack of a working visa. (Matt, 2011, p.321 )

From 1965 to 1967, Pichler was publisher and desi-
gner of the “BAU: Schrift für Architektur und Städte-
bau” (Building: Magazine for Architecture and Town 
Planning) in Vienna, together with Socrates Dimitriou, 
Günther Feuerstein, Hans Hollein and Gustav Peichl. 
During this period, he worked on a project with Hans 
Hollein and Ernst Graf for the “Biennale de Paris” in 
1965. It was a phone booth with different vital func-
tions added, they called it “Minimalumwelt”(Minimal 
Environment) . In 1966,  Pichler produced his “Proto-
typen 1,3,5, und 6” (Prototypes 1, 3, 5 and 6) which 
was well received by and influential on both architects 
and artists. In the same year he also developed 

his “Galaxy-Chair”, a chair made out of aluminium, 
spring-loaded like a 2CV Citroen. The initiative for this 
object came from Peter Noever (cf. Wikipedia, 2015). 
“Raimund Abraham later requested me as a visiting 
critic for Rhode Island School of Design. So in 1967, I 
was able to get another residency visa.” (Matt, 2011, 
p.321 )

At the “Urban-Fiction” exhibition in 1967, Pichler par-
ticipated by presenting a slide show and at the Bien-
nale des Jeunes in Paris he exhibited the “Passage”, 
which was an accessible sculpture for William Klein’s 
movie “Fr. Freedom”. In the same year the “Prototy-
pen” were on display at the Taxisgalerie in Innsbruck 
and at the Galerie St.Stephan, Vienna. One year later, 
Pichler participated in the “Super Design” exhibition, 
also in the Galerie St. Stephan, together with Oswald 
Oberhuber, Bruno Gironcoli, Hans Hollein and Roland 
Goeschl. The “Prototypen” were then displayed at 
Documenta 4 in Kassel in 1968. 

For his work, Pichler used materials from the car and 
space travel industry, such as aluminium, plastic and 
pneumatics. These materials were relatively rare 

Fig. 23: “Small Room Prototype no.4“, Walter Pichler 1967
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to find in the artistic world at that time. Many of his 
objects are made to be used. His works “TV-Helm” 
(TV Helmet), “Prototyp 4” and “Minimalumwelt” deal 
with the issue of isolated cells and passes criticism on 
media as television and telecommunication. 

On the “TV-Helm”, Pichler said: “The TV-Helmet or 
portable living room, as it has been called, and “The 
Little Room” were cynical actually, meant to be critical 
in a comical way. It was at the time when the televisi-
on emerged as a mass medium. This work is actually 
acting in the way of isolation cells. My criticism con-
sisted of showing this isolation and to formulate a 
completely exaggerated version” (Matt, 2011, p.320 ). 
Though Walter Pichler was an artist with his “Prototy-
pen” and his work for Bau, he shifted into architectural 
works early on, in the same way that Hollein shifted 
from architecture to art.
In 1972, Pichler bought a farm at St.Martin in the 
south of Burgenland where he lived and worked until 
his death in 2012. 

Fig. 24: “Große Raum” (Large Room), Walter Pichler, 1966
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Fig. 25: “TV-Helmet“, Walter Pichler, 1967
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PROFILE:
RAIMUND
ABRAHAM
Fig. 26 : From left to right: Mike Webb (Archigram), Raimund Abraham, Adolfo Natalini (Superstudio), Friedrich St. Florian; 1970
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RAIMUND ABRAHAM 1933 -  2010
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Fig. 27: Raimund Abraham, 1960

„The moment in which I met Walter Pichler was the 
moment when I realized that I had to question archi-
tecture as I knew it.“

-  Raimund Abraham, 2009

`Raimund Abraham studied at the University of Graz, 
together with Günther Domenig, Eilfried Huth and 
Friedrich St. Florian. They were the centre of the 
“Grazer Schule”. Afterwards, he continued studying for 
two more years in Belgium, Germany and Switzer-
land. From 1960 to 1964, he worked in Vienna as 
an architect. At the beginning of his Viennese time, 
Abraham met Walter Pichler and they developed a 
strong and inspiring friendship. They attended Hans 
Hollein’s lecture “Zurück zur Architektur” in 1962 at the 
Galerie St. Stephan which “deeply impressed” (Matt, 
2011, p.20) them both. The following exhibition of Hol-
lein and Pichler resulted of secret meetings of the two 
and in the eyes of Abraham it was a “betrayal” (Matt, 
2011, p.20), nevertheless he and Pichler reconciled 
afterwards. 

During this period Abraham visited Africa, Mexico 
and the United States, where he moved to America in 
1964, following an invitation by Friedrich St. Florian. 
He lived and worked there from then on. As an ‘export’ 
of the Viennese Avantgarde in the early sixties, his 
work was displayed at MoMa, New York in 1967, next 
to the work of Hans Hollein and Walter Pichler. 
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The exhibition at MoMA in 1967 was titled “Architectu-
ral Fantasies: Drawing from the Museum Collection”, 
curated by Arthur Drexler and featured drawings by 
the three ‘young’ Austrians. “Their speculations about 
the future of architecture begin with a sense of the 
inadequacy of inherited forms - even ‘modern’ forms - 
and they  are fascinated by the complexity and scale 
of machines in relation to architecture.. In this respect 
they echo an enthusiasm of several pioneer archi-
tects of the modern movement, but with an important 
difference. [While] Le Corbusier sought to incorporate 
machine-age details into conventional architecture, 
Hollein and Abraham propose architecture made out 
of the machine themselves. They are fascinated by 
violent transformations and by what might be called 
architectural content” (Drexler, 1967, p.30). 

Abraham was quoted to have said “Architectural scale 
can no longer be based on the physical measurement 
of the human body, but has to be based on the new 
perception media, on all the senses, on dreams.”. 
The works of Pichler, Hollein and Abraham had been 
acquired throughout the course of the 1960s for the 
Museum of Modern Art’s Architecture and Design 

Fig. 28: Abraham, “Universal City from the Linear Cities Project”, 1960

Collection through the Philip Johnson Fund. (Drexler, 
1967, p.3–33)

From 1964 to 1970, he was teaching at the Rhode Is-
land School of Design in Providence. He then became 
principal of the Studio of Environmental Technology 
Institute, Providence. In 1971, he moved to New York 
and worked there as a professor at the Pratt Institute. 
Later on, he became a guest lecturer at the Cooper 
Union, New York. After a lecture at SCI-Arc in Santa 
Monica, Abraham was involved in a car crash and 
died at the scene of the accident. Before that he had a 
dinner with friends, including Eric Owen Moss (Direc-
tor of SCI-Arc) and Peter Noever.



ZOOM-IN:
BAU 1965
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Fig. 29: BAU issue 1, 1965
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“We were writing for new trends, for international 
connections and so on.”
“In the 40s and 50s no international connections or 
magazines were available.”
“BAU was very important to the young architecture 
scene in Austria, especially in Vienna.”

-Günther Feuerstein, 2006

The publication “BAU: Schrift für Architektur und Städ-
tebau” (Building: Magazine for Architecture and Town 
Planning) (1965-1970) emerged from a polite takeover 
of the existing magazine “Der Bau“, a journal run by 
the Zentralvereinigung des Architekten Österreiches 
(ZV). Hans Hollein and Gustav Peichl had an informal 
meeting with some of the ZV board of directors and 
criticised the content and topics in the current publica-
tion; “I criticised [Der Bau], it was boring and not up to 
the times but it was also very restricted in its views, in 
the topics that it covered” Hollein, 2006. 

The invitation was made for Hollein and Peichl to take 
over the direction and content of the magazine. They 
were later joined by Günther Feuerstein, Sokratis Dim-
itriou and Walter Pichler. Feuerstein had experience 

in publishing from his Klubseminar, and Dimitriou at 
the time was editing a magazine published by the city 
of Vienna, and insisted on joining because of the lack 
of experience in Hollein and Peichl. Pichler was put 
in charge of design, as he had previous experience 
with the design of books, magazines and posters, and 
also assisted in editing (cf. Clip Stamp Fold, 2010, 
p377-378).

The first and second issues of the new BAU caused a 
rift in the Viennese cultural circles, as the content was 
different information to what was previously published. 
The content was to be architecture-oriented but able 
to attract an audience for the magazine that also in-
cluded people from other, non-architectural fields who 
were interested in new views and new approaches to 
architecture. The intention was to communicate the 
ideas of the group, the ideas of others, and to create 
and maintain contacts/networks with people outside 
the Viennese architectural circle (cf. Clip Stamp Fold, 
2010, p378).

Fig. 30: BAU-team, BAU issue 1, 1969
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The first publication in 1965 featured a letter from the 
newly appointed editorial team that states: 

“We want to report, discuss and guide 
We want quality 
We will state opinions 
We will bring architectural theory and criticism to 
construction activities 
We will report on sociopolitical problems of architec-
ture 
We will publish completed buildings, projects and 
architectural competitions 
We will invite contributions from leading foreign per-
sonalities in the field of architecture 
We are a team of independent editors, who often hold 
different opinions for the same thing”

-Feuerstein, Hollein, Peichl, Dimitriou, Pichler
(translated from BAU issue 1, 1965)

The first issue of the new BAU issue 1, 1965 pub-
lished projects (both built and theoretical) from Hans 
Hollein, Archigram, Jakov Tschernikov, Walter Pichler, 
Roland Rainer, and articles by Werner Hoffman, 
Jakob Bakema, Hermann Czech, as well as Hollein, 

Feuerstein, Peichl, and Dimitriou, on the topics of 
“Falsche Rücksichtnamen” (False consideration); the 
future of architecture; “Staat”, business and archi-
tecture; and the role of provocation in architecture. 
Bakema’s featured article was a translated manifesto 
that was a reflection on a lecture that he presented 
at Harvard University, titled “Let’s make that buildings 
shake hands again”, while Feuerstein’s article was 
titled “Funktion: Provokation” (Function:Provocation) 
and juxtaposed small provocative blurbs next to vari-
ous pieces of architecture; by Ledoux, Gerrit Rietveld, 
Le Corbusier, Louis Kahn, Eero Saarinen, amongst 
others. 

“The reaction among architects and more cultural-
ly interested people was split. This was 1965, and 
Vienna was still rather conservative. It was not only 
the younger generations who were very interested in 
the first issue and the second issue, the issue titled 
“Kathedralen einer neuen Weltanschaung” (Cathe-
drals of another Worldview). This, of course, caused 
some debate in Catholic Austria, the idea that rocket 
launch stations are displacing cathedrals. From the 
beginning, from outside Austria it had a very good 

Fig. 31: Jakob Bakema, BAU issue 1, 1965
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response. Jakob Bakema wrote the first big article: 
it was very good that we had some sort of anchors.“ 
Hollein, 2006 (ClipStampFold, 2010, p.378)

Going forward, BAU becomes a time capsule of the 
Viennese architecture group, displaying their ongoing 
development of networks, contacts and progressive 
thinking. Articles and works include in BAU issue 
2, 1965: “Kunst im technischen Zeitalter” (Art in the 
age of technology), by Otto Mauer; “La construz-
ione-principio di figuratività nell’architettura” (the 
construction-principle of figurative architecture), an 
article by Angelo Mangiarotti who had an exhibition 
in Vienna hosted by Olivetti and also presented at 
Feuerstein’s Klubseminar; “Österreichs Beitrag für die 
Weltausstellung Montreal 1967” (Austria’s contribution 
for the World Exposition in Montreal 1967), text by 
Sokratis Dimitriou; “Technik” (technology), a photo-
graphic essay with a small paragraph written by Hans 
Hollein featuring quotes from Mies van der Rohe, 
Le Corbusier, Otto Wagner and Hans Pölzig. Some 
of the work featured was from Hollein and Pichler’s 
exhibition “Architektur” in 1963, as well as referencing 
themes from previous issues of BAU. In BAU issue 
3, 1965, Dimitriou introduces the topic of “Bauten für 
die große Zahl” (Building for the greater number), with 
a following summary on the work of Roland Rainer 
and his designs of large halls; Halle Bremen and 
Merhzweckhalle Lugdwigshafen. Feuerstein’s article, 
“Große Spannweiten” (Large spans), demonstrates 
the ongoing engineering advances in design and con-
struction to better facilitate the growing population and 
infrastructure (bridges and domed/shell shaped halls), 
and technological developments (such as jumbo jets).

BAU issue 5/6, 1965 focused on American culture 
and architecture, with particular reference to Aus-
trian-American architects, such as Richard Neutra, 
Rudolph Schindler and Frederick Kiesler, as well as 
the works of American architects; Louis Kahn, Ber-
trand Goldberg, Philip Johnson, John Johansen, and 
Joseph Esherick. Martin Kermacy, an University of 
Texas architecture professor and a 1955/56 Fulbright 
scholar at the Technical University, Vienna, wrote an 
introduction on the international culture of American 
architecture. Hollein featured many of his own photos 
from his travels in the USA, in particular his time in 
Chicago and the works of Schindler, Neutra, and pho-
tographs of the South American Pueblos. The editor’s 
piece mentions an exhibition curated by Hollein of the 
work of Johnson, Johansen and Esherick, held at the 
Galerie nächst St.Stephan in early 1966. 

In BAU issue 1/2,1966,  a series of indepth articles on 
the work of Clemens Holzmeister (written by Friedrich 
Achleitner, a Viennese poet and architecture critic) 
and Frederick Kiesler (written by Friedrich St. Florian, 
an Austrian-American architect) were presented, 
alongside a previously unknown building of Adolf 
Loos’, (written by Hans Krebitz). 

In issue 1, 1967 is a review of the “Selection 66” 
exhibition, written by Otto Antonia Graf (a Viennese art 
historian who focused on the work of Otto Wagner). 
The review includes a quote from Marshall McLuhan, 
“the medium is the message”, which is significant 
as it shows directly the influence of McLuhan on the 
Viennese avant-garde, and while it may not be explic-
itly stated, the work and projects of Hollein, Pichler 
and others often closely align with the theories of 
McLuhan. BAU issue 2, 1967 describes the Montreal 
1967 Expo, highlighting the work of Richard Buckmin-
ster Fuller, Frei Otto,  and the “Habitat” designed by 
Moshe Safdie. The issue features the work of Ottokar 
Uhl, a Viennese architect, and his commission in Tae-
gu, Korea, demonstrating the growing global network 
of the Vienna architects; as well as an article on the 
development of the “Bioelektrische Handprothese” (bi-
oelectric prosthetic hand), which was the major project 
of Franz Hoffmann’s Industrial Design master class at 
the Academy of Art in Vienna, which became part of 
the Austrian contribution to the Montreal Expo.

For the 60th anniversary of the ZV, a weeklong event 
was organised by the BAU team. They invited inter-
national guests to Vienna to talk about architecture, 
amongst them Buckminster Fuller, Jakob Bakema, 
Otto Frei, the philosopher  Theodore W. Adorno and 
other people from the Frankfurt School, and Oskar 
Morgenstern, an Austrian-American economist, 
as well as Hollein and Peichl from the BAU team, 
amongst others. Hollein said: “It was exactly this 
dialogue that we wanted to foster.” (ClipStampFold, 
2010, p.380). Buckminster Fuller’s speech was subse-
quently published in both English and German in the 
3/4 issue in 1967.

The issue of BAU 1/2, 1968 was devoted to publishing 
Hollein’s manifesto “Alles ist Architektur” (everything is 
architecture), which is discussed in detail below. Issue 
3 of the same year documented the student unrest of 
’68, including the affect on the Milan Triennale, and 
the subsequent article by Oswald Oberhuber and 
report by Oskar Morgenstern. Issue 4 described a 
number of exhibitions featured in the Triennale, includ-
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Fig. 32: Hollein, Colbert, Price;  BAU Issue 1, 1969
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ing Archigram’s Milanogram, Sweden, work by Arata 
Isozaki and Aldo van Eyck, Eduard Terrazas de la 
Peña, as well as Hollein’s Austriennale in detail. Issue 
4 also reported on Documenta 4, held in Kassel, and 
the Helsinki Fair, which Peichl and others exhibited at. 

Cedric Price’s project and manifesto of the “Potter-
ies Thinkbelt“ (1966) was featured in BAU issue 1, 
1969, alongside Hollein’s “Projekt zur Erweiterung der 
Universität Wien” (Project for the extension of Vienna 
University) (1966), and Charles Colbert’s “The Shoul-
der Carrel” (1966), as Hollein reviewed the exhibition 
“Hochschulen Planen Bauen” (Higher Education Plan-
ning and Building) that was exhibited in Vienna and 
curated by Feuerstein. The exhibition was to critically 
analyse the current status of education and the role 
of architecture and planning within those parameters. 
The issues of 2/3 and 4/5 in 1969 investigated the 
new concepts coming from Vienna (circa 1956-1968) 
and Graz respectively.

As the years progressed, Hollein became the sole 
editor, as legal requirements meant that there had to 
be someone singularly responsible for the content pro-
duced. The last publication that Hollein was involved 
in was BAU issue 1, 1970, which heavily featured the 
work and theories of Josef Hoffman and Adolf Loos. 
The magazine came to an end in 1971 as Hollein’s 
architectural career took off and was unable to commit 
to editing the magazine. The ZV attempted to find 
a replacement however were unsuccessful, which 
meant that the publishing of BAU stopped completely 
(cf. ClipStampFold, 2010, p.382).

“ALLES IST ARCHITEKTUR” 
(EVERYTHING IS ARCHITECTURE)
1967

“Alles ist Architektur” is a manifesto written by Hans 
Hollein in 1967 and published in a correspondent 
edition of BAU in 1968. The phrase became sort of a 
“trademark” for Hans Hollein. The entire BAU issue 
consisted of Hollein’s manifesto as well as images and 
collages to illustrate and support his ideas.

““Alles ist Architektur” was based on the way that we 
thought, the way I thought especially, that architecture 
should not just be architecture - architectural design, 
urban design, stage design, furniture design - but 
that there are no specific borders between these 
things. This was also in earlier times: architecture 
transgressed into design, and vice versa. This was 

one thesis. The other thesis was, of course, that there 
are other new media to replace built architecture. It 
was also a question of scale and the transformation 
of scale.This was something going back and forth 
between Claes Oldenburg and me, as in the case 
of the monumental lipstick.We enjoyed things that 
were many faceted, that have many layers you have 
too penetrate.” Hollein, 2006 (ClipStampFold, 2010, 
p.381)

Man creates artificial circumstances, this is architec-
ture. The extension of the human zone is defined by 
so many more medias than architecture that leads to 
the conclusion: “Alles ist architecture”. Hollein saw 
architecture in a wider sense as a medium of com-
munication. The senses are the media of architecture 
and they are extended by man continuously. “From a 
primitive form of being, man has transformed himself 
continuously by media and has extended media as 
well.“ To summarise, Hollein defined architecture as: 

“Architecture is cultic, 
it is a mark, symbol, sign, expression. 
Architecture is the control of  body heat - 
protecting dwelling. 
Architecture is determination - definition - 
of space, environment. 
Architecture is conditioning of a psychological state.”
(hollein.com, 2015)

Hollein claimed that architects had to stop thinking in 
buildings and in materials, as he illustrated in many 
examples in BAU. Architecture can also be defined 
by light, scent, or temperature. According to him, real 
modern architecture had to define itself as media in a 
new way, as many fields out of the range of architec-
ture are influencing it, architecture itself and architects 
need to deal with a wider range: “Alle sind Architekten. 
Alles ist Architektur.”  All are architects: Everything is 
architecture.“. The significance of the cover was often 
lost in translation between generations and cultures. 
The “Alles ist Architektur” edition of BAU featured a 
city skyline with a block of cheese (Emmentaler) im-
posed as a high-rise building. In some interpretations 
of the image, it is thought that it refers to the theme, 
everything is architecture, and that food can become 
an architectural object or can inspire interesting archi-
tecture in the style of Herzog & de Meuron or similar. 
However, it refers to an Austrian joke that a bad build-
ing is a piece of cheese (ClipStampFold, 2010, p.380).
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After the events of 1968, and the effect that it had 
on the world’s way of thinking, the “intelligent and 
capable thinkers argued that socially committed ar-
chitects had to leave architecture altogether, because 
architecture was compromised by power and money, 
since it takes a lot of money to build a building or lots 
of power to build new towns… [So it was either] be 
socially responsible and leave architecture altogether, 
or do architecture with bad faith” Bernard Tschumi, 
2007. Yet it was young architects such as Hollein who 
avoided the dilemma by looking to specific external 
practices, such as twentieth century artists who had 
been aware of the dichotomy and created art accord-
ingly. But what made Hollein revolutionary and ahead 
of his time was the fact that these thought processes 
had occurred to him prior to the events of 1968. 

It was the work of Hollein and his colleagues that pro-
moted the “new” forms and communication processes 
of architecture, which closely aligned to the art world 
at that time, influenced from Hollein’s network stem-
ming from Galerie nächst St. Stephan and his artist 
friends. Instead of building physical manifests, you 
were able to redefine and explore what architecture 
was whilst on the margins of architecture. For exam-
ple, an advertisement for architecture is architecture, 
because it triggers the desire for architecture, “and 
the desire is more important than the fulfillment of the 
desire” Tschumi, 2007. When Hollein said “Alles ist 
architektur”, that statement was incredibly significant 
as Bau magazine (and other little magazines) then 
became manifests of architecture, meaning that all 
paper architecture and architecture of other mediums 
had a renewed importance and weight (c.f ClipStamp-
Fold, 2010, p.50). 

Works shown in the Bau edition “Alles ist Architek-
tur” included Hollein’s: “High-rise Building”, 1964; 
“Skyscraper”, 1958 and “Nonphysical Environmental 
Control Kit”, 1967; Robert Grossman, “Building LBJ”, 
1967; advertisements for the B.F. Goodrich Compa-
ny; Claes Oldernburg, “Die große Schraubenmutter, 
Monument für einen Platz in Stockholm” (The Great 
Nut, Monument for a Square in Stockholm), 1966; 
Christo, “Project pour un edifice public empaqueté” 
(Project for a wrapped public building), 1963; Bob 
Morris, “Untitled,” 1967; René Magritte, 1952+1953; 
Marcel Duchamp, “Fresh Window”, 1967; El Lissitz-
ky, “Prounenraum, Große Berline Kunstausstellung” 
(Proun Room, Great Berlin Art Exhibition), 1923; 
Niki de Saint Phalle / Jean Tingly / Per Olof Ultvedt, 
“Hon-en”Katedrall” (She-a cathdral), 1966; Fritz 

Hundertwasser; “Protest gegen Architektur” (Protest 
against architecture), 1967;  Haus-Rucker-Co, “Bal-
loon für zwei” (Balloon for two), 1967; Lucas Samaras, 
Room 2, 1966; Arnulf Rainer, “Überbauungen der 
Votivkirche” (Superstructures over churches), 1962; 
Otto Mühl, “Materialaktion”, 1965; Claes Oldenburg, 
“Leopardstuhl” (Leopard chair), 1963; Joseph Beuys, 
“Fettstuhl” (Fat Chair), 1963; Walter Pichler with 
Svoboda & Co., “Galaxy Chair”, 1966; Yayoi Kusama, 
“Armchair”, 1962; Frei Otto, “Projekt für eine pneuma-
tische Halle” (Project for a inflatable hall), 1961 and 
“Deutscher Pavillon, Montreal Expo”, 1967. Hollein 
often juxtaposed scales and materials next to each 
other, such as Otto’s inflatable hall project with a 
soap bubble image above it. The photographic essay 
highlighted the extent of Hollein’s network, knowledge 
and ideas.
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Fig. 33: Content of “Alles ist Architektur“, BAU issue 1+2, 
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It was through “Bau“ that Archigram was introduced to 
Hollein’s work, which led to communication with Peter 
Cook and an invitation to speak at the International Di-
alogue of Experimental Architecture conference at Fol-
kestone in 1966. The two-day event (billed as a “two 
day symposium  at which all Europe’s creative nuts 
will speak”) featured a roster of speakers that included 
Cedric Price, Buckminster Fuller, Reyner Banham, 
Yona Friedman, Paul Virilio, Claude Parent, Anthony 
Gwilliam, James Meller, Ionel Schein, Arthur Quarm-
by, Jos Weber and Frei Otto, as well as members of 
Archigram. Exhibited works were also included, by the 
Japanese Metabolists, Eckhardt Schultz-Fielitz and 
more Archigram work. 

The event was attended by approximately 500 stu-
dents, architects, artists and critics, and attendees ar-
rived from London, Holland, Scandinavia, France, and 
Germany. Set in an ageing seaside town hotel newly 
converted into a cultural centre, the landing point for 
the Channel ferry made it an ideal location to attract 
students from the Continent, creating an environment 
in which new ideas were encountered and discussed. 
The event was publicised as as opportunity for the 

exhibited and speaking architects to “meet and dis-
cuss their ideas and the latest situation of their work in 
from of other architects and students”. (cf. ClipStamp-
Fold, 2010, p.122-23)

Hans Hollein: “I got to know [Philip Johnson] because 
he had actually seen the catalogue of my exhibiti-
on [Architektur, 1963] and had bought some of my 
works for the Museum of Modern Art. I was in Philip 
Johnson’s studio, and he handed me a little magazine 
and said there is a project of yours in it. There was 
actually one project of mine. The little magazine was 
Archigram, so I wrote to Archigram  and that was my 
first contact with Peter Cook. I don’t know where they 
got the image. But this was the scene, you had some 
kind of connection but it was mostly between cities 
and not countries. It was Vienna, London, Tokyo; …
Not New York… It was all a little through the grapevi-
ne, not through the professional magazines… What I 
thought was common was a specific kind of curiosity. 
You were interested in finding out what other people 
were doing… You just saw something, and you said 
this is something we have to track down. You had this 
kind of interest in discovering things and reacting to 

Fig. 34: Photo from the Folkstone-event published in BAU, 1966
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Fig. 35: Poster “Folkstone“, 1966 
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Fig. 36: Catalogue “Folkstone“, 1966
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things. And again, there was the excitement of seeing 
people who had a view about architecture wider than 
just construction.”(ClipStampFold, 2010, p.379)

Dennis Crompton: “Peter [Cook] had a bunch of these 
under his arm whilst walking down Aberdare Gardens 
where he lived at the time, and across the road from 
Peter lived Reyner Banham. We already knew Reyner 
quite well by then, and so they stop in the street, and 
Banham says, ‘Oh, I’m off to the States tomorrow, 
anything interesting to say?’ So Peter gave him half 
a dozen copies of Archigram 4. So the next day, 
Banham was on a plane, and the day after he was 
somewhere sitting round a pool with Philip Johnson 
and Peter Blake [editor of Architectural Record] and 
showed them these things... Blake was taken by it and 
put the magazine in the next issue of his magazine. 
So it became known throughout the States -- or th-
roughout people who read his magazine.” (archigram.
westminster.ac.uk, 2010)

Peter Cook: “I had cut something out of an obscure 
magazine called BAU, which came out of Austria, and 
glued it in Archigram [issue 4, 1964]. And a few weeks 

down the line I got this letter, from Hans Hollein: “Here 
is a catalog of work I’ve done with Walter Pichler.” And 
so we corresponded, we had him in the next issue. 
And then he came himself to Folkestone.” (ClipStamp-
Fold, 2010, p.285)

The Archigram office closed in 1973, and in 1972 
when a group of supporters suggested to an art pat-
ron that Cook should run his own gallery space, which 
is where ArtNet sprang into existence and moved on 
to producing the magazine ‘[Art] Net’. Ten years later 
in the summer of 1976, ArtNet hosted “The Rally”, 
another conference of experimental architecture and 
ideas. “The Rally” was advertised in a double page 
feature in ‘Net’ issue number 3 and nostalgically inclu-
des a flyer for the IDEA conference. A number of the 
IDEA conference speakers, including Cook, Hans Hol-
lein, Reyner Banham and Yona Friedman reappeared 
at “The Rally”, alongside with Arata Isozaki, Richard 
Meier, Adolfo Natalini, Bernard Tschumi, and Konrad 
Wachsmann, among others.

Fig. 37: Reyner Bahnam speaks to the Rally audience, July 
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“Klubseminar der Architekturstudenten” (Seminar club 
of architecture students) was the creation of Günther 
Feuerstein in 1963, borne out of frustration with the 
state of architectural education and the conservative 
nature of the Technical University (TU) in Vienna. 
Günther Feuerstein graduated from architecture at the 
Technical University of Vienna in 1951, and returned 
as an employee after working in the studio of architect 
Karl Schwanzer between 1958 and 1962, which led 
to his being assistant to Schwanzer at the TU Institute 
for Architecture and Design between 1961 and 1968. 
It was the frustration with architectural education that 
also led to Feuerstein taking over BAU, in 1965, with 
Hans Hollein, Oswald Oberhuber, Gustav Peichl, 
Walter Pichler and Sokratis Dimitriou,.

The self-organised group of architects, critics and 
students gathered at the Galerie nächst St.Stephan, 
beginning in 1963, to present research and engage in 
discussion and debate. Klubseminar was about slides, 
pictures, magazines, new information, new problems, 
new systems, and in order to work more freely, it was 
important that the group met off-campus, hence the 
use of Galerie nächst St.Stephan. Feuerstein was 
released from his teaching position after the guest 
lecture of Otto Mühl was unapproved by the dean. (cf. 
ClipStampFold, 2010, p.291 and Wikipedia, 2015)

The objectives of the Klubseminar:
“Klubseminar - 
wants commitment to the architecture - rejects the 
non-binding nature of the architecture business  - tries 
to compensate the massification of academic studies- 
want to break through the anonymity of studies - 
would like to allow conversation , which is rare at the 
university - wants information, formulation, reflection 
- wants to deal with progressive tendencies of archi-
tecture - establishes contacts and fosters international 
connections - is only open to talented and interested 
students.“

Feuerstein, 1988

Shortly after the first meeting, the publication Klub 
appeared, its content reporting on the seminar pre-
sentations; readings about theories of architecture, 
form and organisation; and student opinion pieces. 
Ten issues were produced between 1964 and 1968, 
which were distributed for free. The magazine was 
handmade by Feuerstein, his assistant and students, 
and the content contained no images, only text. The 
magazine included contributions from Laurids Ortner, 
Hugo Potyka, and Johannes Spalt, among others, and 

reported on seminar presentations which ranged from 
analysis of Max Bill’s work to findings of study trips to 
the US.

“[A] very difficult topic was the reform of architectural 
education and the proposition of new professors for 
the school of architecture. This was a discussion we 
had at the Klubseminar. We had a catalog of criteria 
for choosing professors and we had an internal 
election at the Klubseminar; there was a list of about 
ten or twelve architects. I remember, from abroad it 
was people like Aldo van Eyck, Jørn Utzon, Frei Otto, 
Walter Förderer, James Stirling. From Austria it was 
people like Hans Hollein, Walter Hiesmayer, Carl 
Pruscha. At this time they were architects, and not 
very famous architects. But two, five or ten years later, 
all of them ended up as professors.” Feuerstein, 2007 
(ClipStampFold, p.291)

The group collectively answered a questionnaire sent 
out by L’Architecture d’Aujourd’hui: “Évolution ou ré-
volution en architecture moderne?”, and in 1965 their 
response was published in the journal, reaching an 
international audience. Urban Fiction was an exhibiti-
on featuring work from the members of Klubseminar 
that took place in 1967, opening at the Galerie nächst 
St.Stephan then travelling to other parts of Austria to 
Germany. The exhibition featured work from Abraham, 
Florian, Gartler, Hafner, Hollein, Matschiner, Ortner, 
Pichler, Prix, Pruscha, Sartory, and Werthgarner-Te-
lesko. (cf. ClipStampFold, p.91,291)

Another organised activity of Klubseminar was public 
actions. One such event was the public protest 
against the destruction of the Otto Wagner Karls-
platz pavilions around 1968, where there was a plan 
that one pavilion would be destroyed and the other 
relocated to the museum. The Klubseminar invited the 
town councillor’s wife and had a huge turnout at the 
demonstration, which considering the political climate 
at the time and the fear of student protests and 
uprisings, was significant. Following conversations 
with the politicians involved in the plan, the movement 
was a success and the pavilions were saved. (cf. 
ClipStampFold, p.291) It could be said that the history 
of artistic ‘happenings’, the successful group actions 
of the Klubseminar and the worldwide events of 1968 
influenced the incoming generation of architecture 
groups in Vienna in the sense that they witnessed 
positive outcomes of public action and demonstration.
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Fig. 39: UIEA conference, 1968

Fig.:38 Swi, Feuerstein, Prix [
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ZOOM-IN:
URBAN FIC-
TION 1967
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Fig. 40: “Stadt”, Laurids Ortner as published in BAU issue 2/3, 1969
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Fig. 41: “Projekt Salzburg“, Günther Feuerstein, 1965

In 1966, Günther Feuerstein and the members of his 
Klubseminar held an exhibition titled “Urban Fiction“ 
at Galerie nächst St.Stephan. Next to the projects of 
students and young architects, works of Hans Hollein, 
Walter Pichler, Günther Domenig und Eilfied Huth 
were on display. At the opening there was a eatable 
model by Frank, Hope, Winterstein and the flying city 
of Helmut Grasberger, made out of styrofoam and 
attached to a ballon. “The exhibition units all remar-
kable powers of an Austrian future architecture.“ ( 
Feuerstein, 1996 p.83) 

Wolf D. Prix showed a housing combined with a urban 
changer, Carl Purscha showed his vision of a comple-
tely urbanized globe, Günther Domenig and Eilfried 
Huth have transformed the Spacegrid City of Yona 
Friedman and Ekkehard Schulze-Fielitz into their own 
project for Graz. 

Within this exhibition the first intensive encounter with 
the architects from Graz was made, and the Austrian 
avant-garde movement essentially ‘reaffirmed’ its 
existence.

“… like all other urban projects of the 60s our cities  - 
because we have never seen it - only guessed, the 
dissected metropole of the World, New York. Added 
was only poetry: the city pulses like a heart, the city 
flies like the breath. An expanded awareness of life fil-
led these imaginary cities. The poetry of the city mixed 
up with utopia by a few.“ 

-Coop Himmelblau about their vision of the city.
(Feuerstein, 1996, p.87) 
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Fig. 42: Laurids, Zamp and Pinter with Environment Transformern (Flyhead, Viewatomizer and Drizzler) 1968

PROFILE:
HAUS-RU-
CKER-CO
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HAUS-RUCKER-CO 1967 -  1992
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The works displayed at the Urban Fiction exhibiti-
on 66/67 display a number of similar and different 
ways of producing architecture, due to the fact that 
there were many connections within the artists and 
architects participating and a similar way of thinking 
prevailed. There were some cooperations developed 
from friendships which led to the establishment of 
experimental groups. In 1967 “Haus-Rucker-Co” was 
launched, followed by “Coop Himmelblau” in 1968, 
“Zünd Up” and “Salt of the Earth”  in 1969 and the 
“Missing Link” in 1970. (Feuerstein, 1988, p.89 )

The furniture company, Holzäpfel contracted out their 
competition “Inter Design 2000“ in 1967, to which 
two Austrian projects were submitted: Helmut Gras 
Berger, Günter Kelp and Manfred Ortner sent their 
“Pneumacosm” while Angela Haueiter, Edith Ortner 
Herbert Schweizer, Laurids Ortner and Klaus Pinter 
present the “Mind Expanders”. None of the projects 
won, but the group Haus-Rucker-Co was established 
which consisted of Laurids Ortner, Klaus Pinter and 
Günter Zamp-Kelp. Since all three founders came 
from the “Hausruck“, an area in Oberösterreich, and 
also wanted to express the mobility, agility and the 

Fig. 43: Haus-Rucker-Co

“...to conserve strangeness, to detect it over and over 
again is the most important principle ... where homely 
and intimate are spreading, we are threatened at the 
deepest. All forms of home and homeland carry the 
virus of nationalist belief.” 

-Haus-Rucker-Co
 (Feuerstein, 1988, p.90-91)
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provisional character of its architecture, the name 
“Haus-Rucker-Co“ originated. Their first collaboration 
was the “Balloon for Two”, which was extended out of 
a window. Günter Zamp Kamp about this work: “We 
(...) found the result stunningly good. The studio ow-
ner and some friends were not so sure and compared 
our joy with the joy of little boys who were playing in 
the sandbox.” (Feuerstein, 1988, p.89-90)

In 1968, the “Yellow Heart”, which was supported by 
the former director of the Viennese museum of the 
twentieth century (21er Haus), Werner Hofmann, 
followed. This pneumatic structure was trend-setting 
for the work of the following years, for example the 
action “Riesenbilliard“, which took place in 1970 at 
21er Haus also: “a huge air mattress, fenced like a 
boxing ring, and two large spheres on it: a playground 
of relaxation and exuberance. Yet there is more: a 
symptom of the new definition of our surroundings, an 
easily told philosophy of the provisional, temporary, 
dynamic. Banal space ambience are to be understood 
as a critique of the increasing design perfection of 
habitation, and the event is also a plea for the kind of 
“homelessness”, which is propagated by them (the 

“Haus-Rucker“) repeatedly: “to conserve strangeness, 
to detect it over and over again is the most important 
principle ... where homely and intimate are spreading, 
we are threatened at the deepest. All forms of home 
and homeland carry the virus of nationalist belief.” 
(Haus-Rucker) (Feuerstein, 1988, p.90-91). 

In 1970, the Haus-Rucker resettled to Dusseldorf, 
where the greater openness of the art scene enabled 
new activities. “The pneumatic structures obtained 
with the updating of environmental problems in the 
early seventies, a new interpretation dimension: The 
large project “Cover” (1971), the coverage of “House 
Lange” of Mies van der Rohe in Krefeld, and the 
spectacular installations inside the house are critical 
statements about the ecology that, even before the 
fortification of the “green” movement, as artistic, 
tragic, ironic contribution striving for transformation of 
consciousness at an entirely different level.” (Feuer-
stein, 1988, p.93).

Fig. 44: “Riesenbilliard”, Haus-Rucker-Co, 1970
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The same year brought the “Fingerzeig” in Nurem-
berg, an inflatable index finger alongside the motor-
way which pointed towards the airport and was part 
of the Symposium Urbanum and the collage “Palm-
tree Island (Oasis, project New York, Perspective”, 
demonstrating a lot of similarities with Hans Hollein’s 
“Urban Renewal in New York Project, Aerial perspec-
tive“ from 1964. Both works are part of the MoMA col-
lection today. Two years later, the world was under the 
impression of the “Oil shock” and the problems of acid 
rain were discussed, the “Greens” get ready for their 
entry into parliament. Projects like “Oasis No.7” for the 
Documenta 5 in Kassel in 1972 and the “green lung” 
in 1973, at the Kunsthalle Hamburg go in a similar di-
rection and aim at the growing environmental interest, 
current issues are broached in the works. “But the 
Haus-Rucker represented no green, not a sentimental 
theory of natural cover, but are aware of the fact that 
the city will remain to - and to an even greater extent - 
be our living spaces.“ (Feuerstein, 1988, p. 93)

“RiesenBilliard” in 1970 and an edible model of 
Central Park in 1971 were two Haus-Rucker projects 
that were staged in New York and helped the group to 

take the plunge over the ocean. In 1973, Haus Rucker 
New York was founded. Klaus Pinter took over the 
management. Pinter distanced himself more and more 
and retired from the group in 1977 in order to work as 
a freelance artist.

Fig. 45: “Cover”, Haus-Rucker-Co, 1971
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Fig. 47: “Palmtree project“ (Oasis) Haus-Rucker-Co, 1970

Fig. 46: “New York City, urban renewal project“, Hans Hollein, 1964
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PROFILE:
COOP HIM-
MELBLAU
Fig. 48: Basel Event: the Restless Sphere, 1971
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COOP HIMMELBLAU 1968 - 
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Founded by Wolf-Dieter Prix, Helmut Swiczinsky 
and Michael Holzer in 1968, Coop Himmelblau 
was formed, as well as the Haus-Rucker-Co, in the 
circle of the Technical University of Vienna. In the 
same year, one of the most important early works 
emerged: The “Villa Rosa”, a pneumatic housing unit, 
as changeable as a cloud. The “Villa” was on display 
for the first time on the UIEA -Kongress 1968 at the 
Technical University. The idea of   “Villa Rosa” has 
been deepened and technically revised by the group 
in the “Wolke Himmelblau”. Between 1968 and 1972, 
different variants of the cloud, as a “form of future 
living” emerged. (Feuerstein, 1988, p.99) 

The Villa Rosa was supposed to be a new form of ar-
chitecture to proclaim an alternative to the pure func-
tionalism of the post-war period and a design focused 
on human, with its pneumatic design, the use of air as 
“the” new building material and the style of the Space 
Age it picks up impulses such as Hans Hollein’s „New 
York City, urban renewal project, bird‘s-eye view“, a 
photomontage of 1964. The cyber aesthetics, which 
is mediated by that photomontage, provided inspira-
tion for many young Viennese architect of the 1960s. 

“Coop is the short form of cooperation. Himmelblau 
means as much as a good mood.”
“Coop Himmelblau is not a color, but the idea, as 
buoyant and variable as clouds to make architecture 
with imagination.”

-Coop Himmelblau, 1968

Fig. 49: Coop Himmelblau, 1972
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Also the pneumatic architecture had been discovered 
before Coop Himmelblau. It was in 1966, when Walter 
Pichler presented his “big room” for the first time, a 
space construct consisting of a large pneumatic blad-
der, and in 1967, Haus-Rucker-Co developed a pneu-
matic housing bubble, called the “Yellow Heart”, which 
only housed a bed in it and transported the “residents” 
emotionally back to an embryonic secured state. As 
Haus-Rucker-Co were first with their pneumatic works, 
it may have inspired Coop Himmelblau with regard to 
the idea of   living and organic architecture, suggests 
itself. This architecture was later extended by Coop 
Himmelblau by the media inclusion of sensory percep-
tions. (cf. Wikipedia, 2016). 

Their attempts to capture sensations electronically 
can be found in “White Suit” (1969), the “Soul Flipper” 
(1969) or the “Heart Space” (1969). In these drafts 
the movements of the facial muscles or the heartbeat 
were converted into light pulses and sound signals. 
“There are no more walls. Our rooms are pulsating 
balloons. Our heartbeat becomes space, our face the 
front facade.“ (Feuerstein, 1988, p.100)
Especially in the early stage in the late 1960s, the 

affinity with Haus-Rucker-Co is obvious. Feuerstein 
described the situation at the time: “Rivalries are on 
the agenda in Vienna, and that things often are in 
the air, occur at the same time, is nothing new. But 
especially in Vienna it is also the question of priorities, 
a hot topic of conversation: Who made what first, who 
invented this or that.” (Feuerstein, 1988, p.95) 
After Günther Feuerstein was discharged from his 
teaching position at the Technical University, Coop 
Himmelblau campaigned for his reinstatement and 
coated the walls of the Institute of Technology with the 
sprayed question: “Where is Feuerstein”. (Feuerstein, 
1988, p.103-104)

In 1970, Coop Himmelblau was on display abroad for 
the first time at Schmela’s gallery in Dusseldorf. Basel, 
London, Bern, New York, Stuttgart and Berlin followed. 
Michael Holzer left Coop Himmelblau in 1971, where-
as Prix and Swiczinsky continued working together. 
Between 1971/72, the group installed balls of nearly 
six meter height on the Graben and Stephansplatz to 
play “City Soccer”, which caused great resentment 
among the population. Parallels to the Giant Billiard of 
Haus-Rucker-Co are obvious.

Fig. 50: “Stadtfußball“, Coop Himmelblau, 1971/72
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Fig. 51: “Wolke“, Coop Himmelblau, 1969/70
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In the late 1970s, Coop Himmelblau drifted further and 
further away from their fantastic cloudy drafts because 
they thought that they wouldn‘t achieve any success 
in the transformation of dead spaces in oases of 
self-determined and nomadic life. Their articulation be-
came increasingly radical and aggressive. (cf. Wikipe-
dia, 2016) More than ten years after their creation, in 
1980, Coop Himmelblau published a manifesto, which 
contained the much quoted phrase “Architecture must 
burn”. In the book they introduced the manifesto with 
lyrics from Bob Dylan: 

“I ain’t gonna work on
Maggie’s Farm no more. 

No, I ain’t gonna work on
Maggie’s Farm no more.”

A few lines which anticipate the following, a break 
with the architecture of the past decade, a challenge 
towards the prevailing “Biedermeier“. 

“How the shitty the 
seventies were,
can be read out 
of the uptight 
architecture objects. 

The survey and 
complaisance 
democracy
lives behind 
the Biedermeier
facades.

We have no desire 
to build Biedermeier. 
Not now, and at no 
other time. 
We are tired of 
Palladio and other 
historical masks to see, 
because we do not 
want to exclude 
everything from archi-
tecture, what makes 
it restless. 

We want architecture 
that has more. 
Architecture that bleeds,
that exhausts, 

that rotates
and breaks
for my sake.

We want architecture 
that lights up the 
stands, the rips and 
tears while stretching. 
Architecture must be 
cavernous, fiery, 
smooth, hard, brutal, 
round, tender, color, 
obscene, horny, 
dreaming (…), wet, 
dry and heart beating. 
Alive or dead. If it is cold, 
then cold as ice. 
If it is hot, then as hot as 
a flame wing. 

Architecture must burn.“

-Coop Himmelb(l)au (1980, p.8)

It is striking that the group whose vocabulary was 
initially dominated by words such as cloud-like light-
ness, fantasy and the flying, now increasingly used 
aggressive words like stinging, shreding, burning, 
brutal, obscene and tearing was marked. Coop Him-
melblau increasingly called attention by provocation. 
Rhetorical parallels with an early Hans Hollein and his 
manifesto in “Zurück zur Architektur” and the catalog 
for the “Architektur“ exhibition in 1963; “Architecture 
is elementary, sensual, primitive, brutal, terrible, im-
mense, prevailing.” (hollein.com, 2016) together with 
Walter Pichler, as well as to the Viennese Actionism 
are striking looking at a quote of Otto Mühl (Wikipedia, 
2016):

“Sometimes I have the need to express myself to wal-
low like a pig in mud. I am provoked by any smooth 
surface, aim is to spot them with an intense life. I 
crawl on all fours around it and hurl the mud in all 
directions.“ (Mühl, 1963)

Both were united by anger and frustration over 
the truncated and conservative post-war society in 
Austria, their response was manifested in aggres-
sion, provocation and destruction. The first work that 
originated from this new spirit of Coop HImmelblau, 
was the residential tower “Hot Flat“ 1978/79. This 
was an extremely well elaborated study of the living: 
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“One of the principal concerns of the design to make 
what each apartment as large as Possible for as 
little money as Possible. Factory halls Throughout 
the world that have been turned into living spaces 
provided a role model for this. Another fundamental 
concern which shaping and directing attention to 
the connections and transitions between the private 
sphere (the apartment) and the public sphere (the 
city). (...) The only permanent fixtures in the flats 
are the connections to the city‘s media:. Telephone, 
TV, video and stereo equipment” (coop-himmelblau.
at, 2016) The middle of the building was diagonally 
pierced by a striking structure, this should be a gener-
al-purpose lounge and at night illuminate heaven by 
outside-mounted gas nozzle like a huge flame.

“The era of peaceful alternative search for the oppres-
sive Situation postwar using cloud architecture was 
over. Since the organic revival of the urban envi-
ronment had not caught on, now moved on to other 
possibilities of human influence on the city, namely 
the destruction, brutality and squalor of old and new 
architecture.” (Wikipedia, 2016)

Another passage from “Architecture must burn“ (1980) 
was arranged by Coop Himmelblau in direct relation 
with “Hot Flat“:

If there is a poetry
of desolation,
so it is the aesthetic 
of Architecture of 
death in white 
towels. 
Of death in tiled 
hospital rooms. 
The architecture of the
suddenly dying on
concrete.

The architecture of the
thorax ruptured by a
steering column
the ascent channel of
the head of the dealer 
in the 4th street.

The aesthetic of the 
architecture of a 
razor-sharp scalpel
the surgical procedure,
and of the sex’ of peep

shows in washable
plastic cells, of broken
tongues and
sere eyes.

And so must 
buildings stand.
Unpleasant, rough ,
piercing.
Burning.
As built death
angel.

From the mid-1980s, the designs of Coop Himmelb-
lau increasingly were orientated on deconstruction-
ism. “With this style Coop Himmelb(l)au in the 80s 
is known worldwide. By dismembering of elements 
and the resulting newly acquired structures, they are 
among the most important representatives of this 
style.” (awmagazin.de, 2015)

In addition to the office in Vienna, In 1988, Coop Him-
melblau opened another one in Los Angeles. In 2001, 
Helmut Swiczinsky withdrew from the partnership.
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Fig. 52:  “Hot Flat“ - Installation at the “Hoher Markt“ in Vienna, Coop Himmelblau,1984
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OTHER 
GROUPS
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Influenced by the sixties and the student protest 
movements of ‘68, other groups were founded in 
Vienna in 1969, following Haus-Rucker-Co and Coop 
Himmelblau. Feuerstein wrote that these groups “out-
wardly exhibited affinities to the preceding in deed, but 
(...) they are taking a much more critical position than 
Haus-Rucker-Co and Coop Himmelblau - of course 
therefore they are of shorter inventory.” (Feuerstein, 
1988, p.104 )

ZÜND-UP
At the Technical University in Vienna, the course 
“Garage am Karlsplatz” was held by Karl Schwanzer 
win this year and the students Michael Pühringer, 
Herbert Simböck and Bertram Meyer worked together 
with their contribution “Great Auto Expander” which 
was a general social criticism, however in particular a 
criticism of the situation at the universities in particu-
lar. Inspired by the play of dimension in Pop Art and 
Hollein’s transformations, the project marks the birth 
of the group Zünd-Up (zuend-up.com, 2016). The 
name itself was a double coded- the then-known mo-
torcycle brand Zünd-Up and “Zünd Up” - to burn and 
run. “The “Great Auto Expander” consisted of a pinball 

Fig. 53: “Great Vienna Auto Expander“, Zünd-Up, 1969

„We believe in the destruction of the existing relati-
onship between architecture and social behaviour pat-
terns. Destruction is positive action. Architects always 
remain accountable for their actions. Architecture is 
aggressive, it burns, it stinks, it changes, it is dirty and 
beautiful. Black is our favourite colour.“

-Zünd-Up manifesto 
(Feuerstein, 1988, p.108) 
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machine, transformed into a building from which auto 
tubes were running through the city piercing buildings, 
including St. Stephen‘s Cathedral. This can be seen 
as both a critique and a glorifying of the Car Fetish. 
Threat and fascination were expressed at the same 
time. The exhibition of the project took place in a 
Vienna underground parking and the Norton and the 
Harley Davidson Club were invited, whose members 
appeared in leather jackets on their machines. Karl 
Schwarzer arrived on a Norton. Thus, the university 
ground was abandoned and the bourgeois architec-
ture criticised. Zünd-Up may ideologically be classified 
as left wing and thus have a greater proximity to the 
student movements of the 60s, although there was 
never a political base for such a movement in Austria. 
Feuerstein commented: “They [Zünd-Up] are not 
interested in the “Design”, not in aesthetic objects - 
this is what they are criticising Coop Himmelblau and 
Haus-Rucker for - but in the articulation of protest atti-
tudes, of active counter-positions to the conventions.” 
(Feuerstein, 1988, p.107)

SALZ DER ERDE 
In the following period, Zünd-Up collaborated with 
other groups such as Salz der Erde, and individual 
artists. Salz der Erde was a loose group which was 
initiated by Wolfgang Brunbauer in 1970, the archi-
tecture students Timo Huber and Günther Matschiner 
and the artist Johann Jascha counted themselves 
among the group. The title was derived from the 
Bible, where Jesus tells his disciples in the Sermon 
on the Mount: “... You are the salt of the earth ...“. 
This already resonated the socio-critical approach 
of the group. The first theoretical approaches were 
often implemented in happenings, what revealed a 
conceptual proximity to the Viennese Actionism. This 
proximity can also be applied to Zünd-Up, since both 
groups worked together. But not only in a conceptually 
way, but there were also personal links: Already at the 
Zock Fest in 1967 Bertram Mayer established contact 
with Otto Mühl and Herbert Simböck and Timo Huber 
introduced to Mühl who then influenced their work. To 
gain more public attention Salz der Erde produced two 
television movies. Metro (1970) is a provocative film 
that was made during construction work at the Vienna 
subway and was directed against the unilateral use of 

Fig. 54: “Great Vienna Auto Expander“, Zünd-Up, 1969
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the living loneliness. the noise of the demonstration 
penetrates the house. suddenly the apartment is 
completely changed, who unfortunately is nailed to 
the wall. The townhouse becomes your own head and 
furniture study crashes out of the ears. in the burning 
street, the house begins to speak:
I LIVE IN MY HEAD
I LIVE WILD
NY NEEDS BREAK THE PRESCRIBED BARRIERS
I LIVE ALONE AND WITH MANY AT THE SAME TIME
WITH WOMEN AND MEN AN CHILDREN
I LOVE YOU ALL YOU ENTER MY HOUSE
THEY PENETRATE MY HEAD
MY BRAINPAN IS OPENED
MY MOUTH IS A PARLOUR
MY EYES ARE MIRRORS
YOU STEP INTO ME
MY BODY REACHES TO THE ROOTS OF MOUN-
TAINS
MY HEART IS CROSSED BY UNDERGROUND 
SPRINGS
WIND AND SCREAMING BLOW IN MY HEAD ... „
(Feuerstein, 1988, p.110)

Fig. 55:  “Schöner Wohnen“, Salz der Erde, 1970

the transport structure. “Many artist friends / insider, 
architects and sociologists participated in the filming 
part and let it become a Aktionist happening.“ (Fitz, 
2013, p.4)Timo Huber created collages, so the movie 
became a joint work of Salz der Erde and Zünd-Up. 
The second film was entitled “Schöner Wohnen“ (Bet-
ter Living)(1972) and criticised the “bourgeois living”, 
it was announced as the “destruction of the living 
coffin“. (vs. Feuerstein, 1988, p.109-110)

“papi comes home to his mami and gobbles her 
spaghetti in front of his tv. his apartment looks like in 
the device catalog. from his briefcase increases the 
SALZ DER ERDE and the otherwise impersonal Gerd 
Precht, insulted him and becomes the jascha. papi 
is pushed to its furniture as a not yet house-trained 
wiener dog is pushed into his urin, mami is seduced 
in the carpet. the earthquake from the earthqua-
ke-sunday smashes his wall timbering, the couch is 
stabbed and skinned. the donau flows in the refrige-
rator, you can eat from the gum tree. papi becomes 
mami and mami sits in the bathtub with the fiddling 
timo. papi and udo ghini smoke on the shell. the huge 
eye rolls into the room and motorcycles break through 
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Fig. 56: “SIA CON ALT“, Missing Link, 1970 

MISSING LINK
At about the same time as Salz der Erde was 
founded, Missing Link arose in the circle around the 
Technical University 1969/1970. Next to Herbert 
Krischanitz and Otto Kapfinger, Angela Haueiter beca-
me the first woman to join the architect groups. The 
contribution “SIA CON ALT“ to a competition of the 
UIEA (Union Internationale des Etudiantes d’Archi-
tecture) 1969, is a pneumatic urban expansion that is 
similar to the work of the Haus-Rucker-Co in design 
and content. In 1970, they developed the “Goldene 
Wienerherz“ (Golden Viennese Heart).
“This attention towards the “subculture“ and their ways 
of life expresses the criticism of the “technoid“ utopias, 
criticising the perfection of Pichler and Hollein, the 
Haus-Rucker and Coop Himmelblau.“ (Feuerstein, 
1988, p.114) 



ZOOM IN: 
“DOCUMEN-
TA” 1968
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“Again and again, the documenta has shattered the 
world of art, whether in poor postwar times when 
people thirsted for art, whether in rebellious years of 
revolution, whether in the lighthearted era at the end 
of the 20th century or whether at the turn of the centu-
ry dominated by globalisation. The history of the doc-
umenta is a history of defeats, of doubts, of scandals 
and, at the same time, of renewal, of discovery and 
of artistic creativity. Above all, however, it has always 
been a history of success.“ (Glasmeier, Stengel, 2005) 

According to a 1977 interview with Arnold Bode, the 
exhibition of Pablo Picasso’s work in 1953 in Milan 
was the inspiration for the installation of the first doc-
umenta exhibition in 1955, which was installed in the 
war-damaged Fridericianum. (cf. Kimpel, 1997, p.298)

“documenta” is the worldwide biggest and most 
important exhibition for contemporary art. (cf. Kimpel, 
1997) It takes place in a 5-year-rhythm and lasts for 
100days. The first documenta was brought into being 
by the art-professor and designer Arnold Bode in 1955 
and was part of the “Bundesgartenschau” (Federal 
Horticultural Show). It was focussed on art that was 

considered to be “entartet“ (degenerate) during the 
Nazi time, thus there where mostly works of the 
abstract painters of the 1920s and 1930s on display. 
The name itself is a creation that expresses basically 
the Intention of every exhibition: to document modern 
art which has not been available in Germany under 
the Nazi regime. Later on the focus of interest shifted 
towards contemporary art. The use of a lowercase 
“d“ at the beginning of the word originates from the 
Bauhaus tradition. (cf. Rawsthorn, 2012)

The 4th documenta in 1968 was the last one under 
the guidance of Arnold Bode and the Time Magazine 
proclaimed it as “the most important European art 
exhibition of the century”  (Spiegel, 1968). Mostly 
young artists were displaying their work, dominated 
by Pop- and Op- Art. With 57 American Artists, it was 
the best represented country (followed by Germany). 
Hence, this documenta was also called the “documen-
ta american“. Amongst them were Roy Lichtenstein, 
Andy Warhol, Claes Oldenburg, Sol Le Witt, Donald 
Judd and Walter de Maria. Warhol’s “Marilyn“ was one 
that got a lot of attention. Jeanne Claude and Cristo 
raised their “5600 Kubikmeter Paket“ , a pneumatic 

Fig. 57:  “documenta 1“, Kassel, 1955



117

packet, 85 meter high, which became really famous 
for causing a lot of trouble while building. Walter 
Pichler presented three of his prototypes and Bazon 
Brock established the “Besucherschule” (Visitor’s 
school) which was motivated by his principle: “You 
only see what you know about.” (faz.net, 2016). Ac-
cording to Brock, the visitors had to be alphabetised 
in a visual way in order to enable them to come to an 
own judgement.

Like so many other exhibitions and cultural event 
taking place in this year, such as the Film Festival in 
Cannes and the Triennale in Milan, the documenta 
was accompanied by protests as well. At the opening 
ceremony, student protests took place and the day 
before Wolf Vostell performed his “Honig-Aktion“, 
pouring honey on the tables of the documenta council. 
In contrast to the students, Vostell did not express a 
general refusal of the Institution itself but criticised the 
absence of any Happening or fluxus artists. 

The documenta 5 followed in 1972, breaking with the 
5-year-rule and was organized by Harald Szeemann. 
In contrast to the documenta 4, the documenta 5 

evoked protests within the conservative milieu by turn-
ing the “museum for 100days“ into a “100 days-hap-
pening” and focusing on fluxus and happening for the 
first time. Szeemann wanted to deal with the tension 
between art and social reality so the title of the exhi-
bition was “Befragung der Realität - Bildwelten heute“ 
(“survey of reality - world visions today“). Contrary to 
all documents before this one did not deal with the 
Abstract but with reality, reality in many facets: like the 
foto-realistic paintings by Robert Bechtle or Richard 
Estes or the facsimile human sculptures of Duane 
Hanson, John De Andrea and Edward Kienholz, often 
studies and critic of the American culture at the same 
time. Szeemann referred to these works as “individual 
mythology“ and faced them with “Parallele Bildwelten“ 
(Parallel world visions), for example: “Bilderwelten der 
Frömmigkeiten” (Imagery of devotion” by Ingolf Bauer, 
“Trivialrealismus - Trivialemblematik” by Eberhard 
Roters, simply displaying Kitsch, or “Bildnerei der 
Geisteskranken” by Thoedor Spoerri who document-
ed the visual creativity of chronic schizophrenes, 
analyzing the relation between reality and image. ( vs. 
Kimpel, 1996, p. 46)

Fig. 58: “Besucherschule“ Bazon Brock, 1968 
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Fig. 59:  “documenta 5“, Kassel, 1972

Fig. 60:  “5600 Kubikmeter Paket“ Jeanne Claude and Christo, 1968
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In fact the visitor was almost forced to think about his 
own idea of Art by being confronted with „artistic“ and 
„non-artistic“ realities just next to each other.  The 
“Besucherschule” was established again and the ex-
hibition catalogue consisted out of a folder that could 
be completed by the visitors. Ben Vautier suggested 
this process even at the roof where a huge banner 
proclaimed “Kunst ist überflüssig“ (“Art is superflu-
ous”), right next to Haus-Rucker-Co’s “Oase 7“ that 
protruded out of the window and appeared as a surre-
al atmosphere that contained a seat and a palm tree.
Joseph Beuys’ contribution was the “Büro für direkte 
Demokratie durch Volksabstimmung” (office for direct 
democracy by referendum) and there he discussed 
the social formation of a direct democracy and the 
possibility to realise it. Beuys himself belonged to the 
“Organisation für direkte Demokratie durch Volksab-
stimmung“  (organisation for direct democracy by 
referendum) which was founded in 1971. The shutting 
down of the office was accompanied by a “Boxkampf 
für direkte Demokratie durch Volksabstimmung” 
(Box-fight for direct democracy by referendum) where 
Beuys was fighting against his student Abraham David 
Christian. The day after Beuys was expelled from the 

Kunstakademie Düsseldorf by Johannes Rau, former 
Minister of Economy in Nordhein-Westfalen. 
Provocative happenings were contributed by the Wie-
ner Aktivisten like Hermann Nitsch, Günter Brus oder 
Rudolf Schwarzkogler, sometimes covered in blood, 
sometimes carnal.

Although the documenta 5 was quite controversial 
amongst both, critics and artists, looked at it retro-
spectively it was one of the most relevant international 
Art happenings of the 20th century. (Wikipedia, 2016) 

Fig. 61:   “Boxkampf für direkte Demokratie durch Volksabstimmung“, Joseph Beuys, 1972  
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“Architecture never touches the great themes, the 
fundamental themes of our lives. It remains at the limit 
and intervenes only at a certain point in the process, 
usually when behavior has already been totally co-
dified, furnishing answers to rigidly stated questions. 
Even if its answers are evasive, the topic of their 
production and consumption avoids any real uphea-
val. […] Architecture presents no real proposal since it 
uses instruments accurately predisposed to avoid any 
deviation…”

SUPERSTUDIO manifesto
(graysite.wordpress.com, 2016)

“Architecture must be regarded as a neutral system, 
available for undifferentiated use, and not as an ins-
trumentality for the organization of society; as a free, 
equipped area in which it may be possible to perform 
spontaneous actions of experimentation in individual 
or collective dwelling.” 

-Archizoom 
“The New Domestic Landscape”

New York 1972 
(032c.com, 2003/2004)

Archizoom (Andrea Branz, Paolo Deganello, Gilberto 
Correti, Massimo Morozzi) and Superstudio (Peter 
Frassinelli, Alessandro Magris, Roberto Magris, Adolfo 
Natalini, Alessandro Poli, Christiano Toraldo di Fran-
cia) were both founded in 1966 around the University 
of Florence. Historically, they are counted towards 
the “Archittetura Radicale”, a term that was coined 
by the art historian Celant in 1972 and describes the 
phenomena of Italian architects working between 
architecture, fine arts, theory and above all: design. 
In Florence, Archizoom and Superstudio were the 
most famous representatives for the radicals but there 
were also the groups called Zziggurat and 9999. (cf. 
Stauffer, 2008, p.22)

Together they were on display at the “superarchit-
tectura“ exhibition in December 1966 and provoked 
attention for the first time. In 1967, “superarchittectura 
II“ followed. 

MILAN TRIENNALE, 1968
At the Triennale 1968 in Milan, Archizoom and 
Superstudio displayed some of their work alongside 
Archigram and Hans Hollein and a loose network was 

Fig. 62: “Monumento continuo in St.Moritz“, Superstudio, 1969 
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established. Both had influenced the development and 
the working method of the young radicals tremen-
dously, especially the early works of Hollein which was 
of great importance, as stated by both groups. Next to 
Hollein and Archigram, the work of Walter Pichler and 
Raimund Abraham also provided a formal, methodic 
and ideal base for the utopian design of the Florentine 
groups. Hollein’s union of different disciplines and his 
new way of representation acted as a reference. His 
graphic work is reminiscent of Pop Art, using collaging 
techniques and almost accidentally creating an adver-
tisement by integrating mass products. The original 
meaning of the product was preserved but within the 
new context, an extra meaning was added (refer to 
Fig. 66, “Transformation Smart”). (cf. Stauffer, 2008, 
p.184, 189)

The occupation of the XIV Milan Triennale by protes-
ting students resulted in a postponement of the end of 
architectonic modernism. The “internal clash of critical 
attitudes”: that of Team 10’s (Giancarlo de Carlo, Aldo 
van Eyck, and the Smithsons) historically consistent 
criticism of modernism, and the students’ demands for 
a “sense of social responsibility from the designers in-

volved in the Triennale and a farther reaching critique 
of existing power relations”; resulted in a radicalisation 
of radical architects, namely Archizoom and Superstu-
dio. Their work extended into the realm of criticism of 
social standing, especially capitalism, and continued 
the “modernist project of the technologisation and 
collectivisation of space” (032c.com, 2003/2004).

TRIGON, GRAZ, 1969
In 1969, Superstudio won the design competition 
“rasch realisierbare Utopien“  (Utopia that can be 
realised quickly) which was advised by the Trigon 
organisation team with their “monumento continuo“ . 
They displayed the monument in different rooms of 
the gallery and created the “Stanza di Graz”, which 
was published in Italian and English architectural 
magazines. Trigon was a “Dreiländer” (three country) 
Biennale, started in 1967 with Yugoslavia, Italy and 
Austria participating. It took place in Graz  within 
the “Steirische Herbst“ and was shaped by Günther 
Domenig and Eilfried Huth. Coop Himmelblau and 
Angela Hareiter were on display in 1969 as well. (cf. 
Stauffer, 2008, p.54)

Fig. 63: “Monumento Continuo in Graz“, Superstudio, 1969
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“MONUMENTO CONTINUO“ 
The “monumento continuo” (refer Fig. 62) consists out 
of abstract and orthogonal volumes, smooth and white 
which are sometimes furnished with a raster to create 
a three-dimensional effect. There is no information 
about the inner life provided but the structure ‘moves’ 
in a linear direction to dominate the surroundings with 
its geometrical und sharply defined contour. Instead 
of a floor plan or a section, Superstudio published 
a manifest that informs the function and potential of 
such ‘architecture’. In their “Discoursi per immagini“ 
(Imaginative discourse) (1969), they presented the 
project as a moderate utopia which could be realised 
in the near future in any location, to be continued end-
lessly and uniformly. The principle of the “monumento 
continuo“ consisted of two positions: on the one hand, 
it was based on a pragmatic and flexible system that 
could provide sufficient living space for a increasingly 
poorer and expanding population. On the other hand, 
the building itself should reflect the transformation of 
the environment by technology and culture into an 
universal space. It was geared to historic and contem-
porary monument architecture which tried to manifest 
an idea of organisation. The manifest also contained 
a storyboard with over twenty vignettes and short ex-
planations which gave an overview of their influences, 
from the ancient world to the present, from Johannes 
Kepler’s “Theory of the Planets” and Leonardo da 
Vinci’s “Vitruvian Man” to the point of Le Corbusier’s 
“Modulor“. “For Superstudio, the base for and idea of 
organization is geometry.“ (cf. Stauffer, 2008, p.55-60)

“NON-STOP CITY”
The “monumento continuo“ was published for the first 
time in 1969, alongside an article about the work of 
Archizoom, since the group dealt with similar themes, 
such as the architecture of city. The “Non-stop city“ 
(refer Fig. 64), presented in 1970, interpreted the 
modern city as a result of industrial capitalism. In 
the understanding of Archizoom, this capitalism was 
marked by a “policy that compensated contradictions”, 
(Stauffer, 2008, p. 65) which would lead to a socially 
balanced city of total equality, the expansion of the 
role model ‘factory’ to the society. By this adaption, 
the city itself would reflect the roughness and function 
of the model structure and necessarily separate 
the urban space into logical areas as required - the 
industrial zone would be located at the periphery, for 
example. (cf. Stauffer, 2008, p.65)

In contrast to Superstudio the members of Archi-
zoom developed floor plans for their urban utopia but 

stressed in the storyboard of the “Non -Stop City“ that 
the use is not defined by them: “We know that there 
is an inner life but we don’t know what it looks like.” 
(Archizoom, 1971). Alongside the storyboard and a 
similar topic the projects of Superstudio and Archi-
zoom were also very much alike in the constructive 
way: The smooth surface of the facades close off 
the building from its surrounding and they often used 
nature to reinforce the contrast to the design. Archi-
zoom claimed that architecture has been increasingly 
replaced in the period between the Enlightenment and 
Modernism (post-1945). Design and construction has 
been rationalised by the evolving of technique and 
pre-fabrication, a process that led to a “production“ of 
architecture and limitation of the building practice.  (cf. 
Stauffer, 2008, p.70-75)

TEACHING AT THE AA LONDON
Between 1971 - 1973, Archizoom (Deganello) and 
Superstudio (Natalini) were teaching at the AA in Lon-
don after being invited by Rem Koolhaas. Early works 
of Rem Koolhaas, Nigel Coats, Zaha Hadid, Jenny 
Lowe, Bernard Tschumi and Peter Wilson have been 
influenced by the examination with the utopia of the 
Florentines.  (cf. Stauffer, 2008, p.27)

“If design is merely an inducement to consume, then 
we must reject design; if architecture is merely the 
codifying of the bourgeois models of ownership and 
society, then we must reject architecture; if architec-
ture and town planning is merely the formalization of 
present unjust social divisions, then we must reject 
town planning and its cities – until all design activities 
are aimed towards meeting primary needs. Until then 
design must disappear. We can live without architec-
ture.” Adolfo Natalini, Superstudio, AA London 1971 
(032c.com, 2003/2004).

In 1972 there was an exhibition at MoMA called “Italy: 
The New Domestic Landscape.“ which provoked a 
lot of attention and displayed works of both groups. 
“Superstudio’s film project “Superexistence” illustrated 
a space of possibility that had overcome all other hie-
rarchical or alienated relations. Along with production, 
consumption also loses its threat as an extended form 
of exploitation or reproductive activity. This is also 
inherent in the project “Non-Stop City” in which Archi-
zoom refers to the factory and the supermarket as [...] 
free of any sort of limitations” (032c.com, 2003/2004).

Archizoom dissolved in 1973, Superstudio five years 
later in 1978.
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Fig. 64: “Non-Stop City“, Archizoom, 1970
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Fig. 65: “Fotomontaggio Urbano“, Archizoom, 1969 and “Sketches of skyscraper“, Hans Hollein, 1958

Fig. 66: “Transformation Smart“, Hans Hollein, 1963



127

Fig. 67: “Superstudio backstage“, 1968

Fig. 68: “Journey from A to B“, Superstudio, 1969 
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“Today we know from experience that the machine 
and industrialization not only fail to exorcise the mon-
sters that bar the road to harmonious social develop-
ment, but also fail to transform architecture and pro-
duction into activities capable of miraculously making 
good the inadequacies of our physical environment. 
In fact, despite a number of beneficial achievements, 
they produce an equal number of aberrant events that 
compromise our environment even more radically and 
rapidly than ever happened before.”

-Milan Triennale catalogue, 1968

The XIV Milan Triennale of 1968 has been regarded 
as ill-fated, as the opening was delayed by a month 
as protesting students and artists stormed and 
occupied the site as they were protesting against the 
Triennale as a representative institution of the estab-
lished cultural system. The theme of the Triennale 
was the ‘Greater Number’, focusing on the missing 
links between machine and the industrialisation, the 
avant-garde thinking that arrived with it, and the social 
environments of the 1960s. 

The topic of ‘the Greater Number’ was curated by 
Giancarlo de Carlo, a member of the Team 10 (which 
explains the theme that was typical to the group’s 
discussions and focus) and as such, among those 
exhibited were Shadrach Woods, Alison and Peter 
Smithson, Aldo van Eyck and de Carlo himself. It 
was de Carlo who famously went and energetically 
debated the topic, the role of architecture and the cur-
rent status quo with the student protesters who were 
occupying the Triennale. 

Also featured was Arata Isozaki (Japan), NER Group 
(USSR), Archigram (UK), George Nelson (US), and 

Fig. 69: Giancarlo de Carlo [right] debates with student protesters at the XIV Milan Triennale, 1968
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Fig. 70: Plan for Austrian Pavilion, XIV Milan Triennale, Hans Hollein,1968
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Fig. 71: Austriennale Glasses, XIV Milan Triennale,Hans Hollein 1968
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Hans Hollein (Austria). Peter Cook from Archigram is 
said to have met Arata Isozaki while trapped up a fire 
escape due to the student protesters moving in on 
the opening day of the Triennale, alongside with Saul 
Bass, the American graphic designer, the Smithsons 
and the NER group (domusweb.it, 2010)

Hans Hollein’s Austrian Pavilion consisted of a num-
ber of hallways (refer Fig. 70, 72), each of a different 
length and exploring a different spatial or conceptual 
effect. This aligns with Hollein’s exploration of media, 
technology and communication - and allows the 
observer to directly connect with the experimentation 
and place themselves in the path of spatial experience 
and architectural effects.

Another feature of Hollein’s design for the exhibition 
was the the Austriennale glasses (refer Fig. 71), 
based on the national colours of Austria (red and 
white). The glasses were manufactured onsite in the 
pavilion at the rate of one every fifteen seconds, and 
visitors were encouraged to take them as a souvenir, 
meaning that the boundary of the Austrian pavilion 
was extended to wherever the visitor might wear the 

glasses, whilst also acting as an advertisement for 
other visitors to seek out the glasses, putting Austria 
in a global context without apparent effort.  This con-
nects back to Hollein’s ‘Alles ist Architektur’ manifes-
to, as the glasses alter the user’s vision and spatial 
perception through the simple change of colour.  
(criticundertheinfluence.wordpress.com, 2009)

Also debuted at the Austriennale was the Svoboair 
canister, which was a collaboration between the Svo-
boda & Co. (an Viennese furniture design company), 
and Peter Noever and Hollein, showcasing yet anoth-
er way to interact and alter perception of environment 
through modern media.

“no drive? SVOBODAIR 
boss in bad mood? SVOBODAIR  [...]
dingy office? SVOBODAIR 
irritated by chain smokers? 
well, shoot ‘em down with SVOBODAIR 
A revolutionary and new way to change and improve 
office environment”

-Svoboda advertisment
(BAU issue 1, 1969)

Fig. 72: Austrian Pavilion, XIV Milan Triennale, Hans Hollein, 1968
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PROFILE:
PETER 
NOEVER
Fig. 73: Peter Noever, auf der UNISPACE I, in Vienna, 1968
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PETER NOEVER 1941 - 
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Peter Noever is an Austrian, architect and curator, he 
did collaborations with others, among who were Wal-
ter Pichler and Hans Hollein. Although Noever did not 
produce a lot of his own work, he seems to connect 
different people, and have networks in surprising 
places.

It was in 1966, when Noever initiated the “Galaxy“ 
chair which is regarded to be a very important design 
object by Walter Pichler, using new materials as alu-
minium. The chair was presented for the first time at 
the “Selection ’66“ Exhibition, an environment show at 
the MAK in Vienna which was curated by Hans Hollein 
and commissioned by Peter Noever. In cooperation 
with Hans Hollein, Noever also developed the Svo-
bodair adverstiment for the Svobodar office furniture 
company, which Noever worked for at that time. The 
product itself was on display at the Triennale di Milano 
in 1968. It was supposed to be a spray that created 
space by smell, a “Medium of olfactory effect to deter-
mine the environment.” (austria-forum.org, 2015) or 
simply “architecture out of the can.“ (Wikipedia, 2015)

Fig. 74: Walter Pichler, Gustav Peichl and Noever, “Galaxy“-Chair, 1966

“PETER NOEVER: 
DER RADIKALSTE UNTER DEN UTOPISTEN
NO-EVER
NO-EVER-GLAD
NO-EVER-REST
NO-EVER-4-EVER”

-Wolf D. Prix, 2011
(propeternoever.at)
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AFig.: 75 Section N, designed by Hans Hollein, Katarina Noever in front of the buidling, 1971

The design of the daily working routine became of 
great interest to Noever and in 1969 he founded 
the “ifabo“, Internationale Fach-Ausstellung for 
office-organisation, which should display the yearly 
achievements in modern working space design. At 
the same time, Noever became board member of the 
work cooperation for office organisation, which lead 
the way into a organised humanisation of daily wor-
king routine. Therefore, Noever invented Ernest Dich-
ter to Vienna. Dichter is considered to be the founder 
of motivational research and was born and raised 
in Vienna and also studied there, but was forced to 
leave Europe because of his Jewish background in 
1938. In 1971, Noever commissioned Hans Hollein to 
design a sales room in Vienna where Noever and his 
former wife Katharina opened the first concept store 
in Austria - called “Section N“. Until the store was 
closed in 1987, “Section N” was a drop-in centre for 
contemporary design. 

Noever’s wide interests lead him to Toronto where he 
met Marshall McLuhan in his “Centre for Culture and 
Technology“ in 1974. Inspired by McLuhan, he foun-
ded the “Centre for Understanding Media” in Vienna 

five years later, in 1979. McLuhan became president 
of the Centre and in the following they published the 
architectural magazine “Umriss“ (Outline), for the first 
time in 1982. The magazine became an important 
platform for theoretical debate about art and architec-
ture. 

Peter Noever became director of the MAK (Museum 
für angewandte Kunst) in Vienna in 1986 and started 
to set-up a collection of contemporary art. Until he 
resigned from his function in 2011 because of financial 
discrepancy, Noever curated countless exhibitions 
and achieved international attention with the conver-
sion of the MAK building from 1988 - 1993 under the 
guidance of Sepp Müller and the redefinition of the 
museum’s concept. Noever himself designed the new 
Museum terrace which was forbidden to be construc-
ted by the Department of Commerce. This evoked the 
protest of international esteemed architects such as 
Philip Johnson, Peter Eisenman, Kobun Ito and Mark 
Mack. 
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In 1994, Noever founded the MAK Center for Art and 
Architecture in Los Angeles in collaboration with the 
Austrian Bundeskanzleramt (Federal Chancellery) and 
the “Friends of the Schindler House”. As outpost of 
the MAK, the MAK Centre has a very unique concept: 
Three of Schindler’s houses of architectural signifi-
cance are used for exhibitions and events but also 
for research and art production with special attention 
to the inter-disciplinary dialogue. To name some of 
the most important exhibitions: “Frederick J. Kiesler: 
Endless Space” (2000/01); “Yves Klein: Air Architec-
ture” (2004); “Günther Domenig: Structures that Fit My 
Nature” (2005); “The Gen(H)ome Project” (2006/07); 
“Arnulf Rainer: Hyper-Graphics” (2007); and “Otto 
Neurath: Gypsy Modernist” (2009/10). Scholarships 
are awarded to artists and architects yearly. In 2008, 
the MAK Center received a generous donation. 
Russ Leland donated his house, the Fitzpatrick-Le-
land-House designed by Rudolf M. Schindler in 1936. 
Thereupon, Noever initiated the MAK UFI (Urban 
Future Initiative), with the mission of the Urban Future 
Initiative Fellowship to promote meaningful exchanges 
between cultural thinkers from diverse nations in order 
to cultivate visionary conceptions of the urban future: 
“Responding to the challenges of urban environment 
both locally and globally, the MAK Centre seeks out 
Fellows who engage in interdisciplinary practice and 
who are committed to forward-thinking approaches to 
urban issues.

UFI Fellows are invited to Los Angeles for two 
months. While there, Fellows pursue a research topic 
related to urban phenomena. The MAK Center works 
closely with Fellows, helping to connect them to the 
city through its architecture. Fellows are introduced 
to members of the many creative, scholarly, and 
educational communities throughout southern Califor-
nia and encouraged to develop dialogue with these 
individuals and institutions. During this focused period 
of deep inquiry, Fellows are challenged to consider 
the complexity of “the city” in its relationship to the 
built environment, growth and migration, economics, 
politics, gender, and the natural environment.” (mak-
centerufi.org, 2015). The Fellowship program is very 
much in  alignment with Noever’s practice of creating, 
connecting and maintaining networks and contacts 
that may not exist otherwise. 



Fig. 76: “Zulu in Swasiland“, Svobodair advertisment, Hans Hollein and Peter Noever, 1968
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Fig. 77: Astronaut Alexej Leonow in the „Galaxy“ Chair, UNISPACE I, Vienna, 1968
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Fig. 78 : Arnulf Rainer in the „Galaxy“ - Chair, 1968
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Peter Noever wrote about the “Wiener Underground 
Society” which was published in “Alte und moderne 
Kunst” (Old and Modern Art) in 1971. According to 
him, it was a loose group of Viennese architects, 
artists and designers that knew each other and also 
collaborated from time to time. Noever claimed that 
the members were hated in their own country (Austria) 
but they considered very important and almost feared 
in an international context. In the article, Noever por-
trays the most “profiled“ Underground-Artists who are 
summarised in the following: 

MAX PEINTNER 
Architect and Designer
Peintner tried to use paintings to express his wish for 
an environment that connects people with each other 
and with nature. According to Peintner, strict systems 
had to be abolished as they gave the sense of false 
security, and severly limited the development of any 
non-capitalist society. “He dreams of a city made out 
of rooms that are fading into each other, without doors 
and without locks, through which one can wander like 
in a dream.” (Noever, 1971) 

ERNST GRAF 
Designer
interpreted design as communication, by designing 
of products or situations a certain message could 
be created by the designer. Graf sometimes created 
personalised design. For example for his friend Ken 
Donahue who only had one eye he created special 
glasses so that Donahue did not have to wear a 
glass eye all the time, which was very painful. For 
such pieces of work Graf never charged any money. 
With his project “Take a friend to Venice“ Graf tried to 
create communication without the loop way around 
art. After earning a lot of money for an order he invited 
all his friends he met at the same day to accompany 
him to Venice. “ He communicated with his friends and 
shared his fee with them.“ 
Graf declined the separation of work and pleasure. “ 
He detaches himself more and more from producing 
art. He doesn’t like monuments. He wants to live with 
a high level of freedom.“ ( Noever, 1971) - “ I am the 
artwork.“ (Graf) 

ARNULF RAINER 
Painter
 was known for his “Übermalungen“ ( Over-paintings) 
and worked on his paintings over a long period. Often 
he bought some of his own work back for much more 
money so that he could complete the “Übermalung“ 

with a “Übermalung“. Besides his paintings Rainer 
also started to produce almost daily self-portraits in 
a photo booth at a viennese train station in order to 
over-paint them. 

HANS HOLLEIN 
Architect and Environment designer
has changed the understanding of architecture by 
using almost any media in order to solve a certain en-
vironment problem. Hollein dealt with new media and 
for him the space-capsule and the space suit were 
an example of new media to determine environment. 
They would be even better than dwellings as they 
could control body temperature and the well being 
in extrem circumstances and provide a maximum of 
mobility. 

REINHARD PRIESSNITZ 
Poet
Priessnitz was mainly mentioned in relation to  the 
“Uganda Tomorrow“ - a project that was meant to take 
place at the turn of the year 1970 / 71. The whole 
Viennese art scene was supposed to travelled to 
Uganda, on board of one and the same air plane. “ 
So if this plane would have crashed down about 80 
people, from Abraham to Weibel would have been 
dead, the art scene of Vienna would have been lost. 
All the activists, Christian Attersee, Günther Brus, 
Valie Export. No Hermann Czech, no Hans Hollein, no 
Hermann Kitsch, no Walter Pichler, no Arnulf Rainer 
nor Peter Weibel.  But the plane couldn’t crash since it 
never took off.“ (diepresse, 2010).

The aim of the whole project is hard to figure out 
after all these years. It was initiated by Hans Neuffer 
who had been working for a company in Uganda and 
fell in love with the land. Neuffer knew Udo Proksch, 
a designer and later known for the case “Lucona“, 
and together they came up with the idea. Alongside 
an organisation team, their own writing paper and a 
secretary they contacted sponsors and would have 
been supported by the Wiener Städtische and Aust-
rian Airlines. But there is no clear information about 
the program, about what should have been happening 
there. In the end the whole project  seemed to fail 
because of lack of money, but the details differ here. 

WALTER PICHLER
Artist
was mentioned as one of the driving forces of the Un-
derground society alongside Hans Hollein, but Noever 
announced a special edition on him later on. 
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Fig. 79: Cover of “alte und moderne Kunst“, 1971
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Fig. 80:  Article on the “Wiener Underground Society“, published in “alte und moderne Kunst“, 1971
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ZOOM-IN:
“TOD” 1970
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From 1967- 1976 Hollein was teaching at the 
Kunstakademie Düsseldorf, on recommendation of 
the befriended artist Joseph Beuys. In 1970 he got 
the chance to put together an exhibition for Johan-
nes Cladders, who was director of the old museum 
in Mönchengladbach at that time. His idea was to 
support the avant-garde art in a spacial way, in terms 
of a function-specific building. So Holleins exhibition 
was called “Alles ist Architektur - eine Ausstellung übe 
den Tod.“ and picked out the death of the old museum 
as a ruin and archeological activities. Visitors could 
participate and uncover things like Coca-Cola bottles, 
a hard hat or a golf club in the burial ground. This 
corresponded very much with Joseph Beuys‘ idea of 
everyone being an artist and he participated in the 
dig himself. The exhibition was followed by a building 
contract for the new museum in Mönchengladbach. It 
became Hollein’s first big project and shortly after the 
opening in 1982 he received the Reynolds Memorial 
Award for it. (www.gerda-henkel-stiftung.de, 2015)

“Digging in - Piling up - Forming“ were the tendencies 
of Hollein’s early work during his American years. To 
him piling up into the sky and digging into the ground 

and expanding underneath were two contrary forms 
of spacial development. A great part of Hollein’s 
underground buildings are his museums which don‘t 
need much daylight and host cultural treasures. “[He 
saw] the origins of his affinity to underground building 
in his family of several generations of miners. [Hollein 
was] interested in the archaic qualities of underground 
building, which are essential for cult places.“ 
(www.museum-joanneum.at, 2016)
Light is a crucial part of a building and an essential 
problem of museums building - whereas most visitor 
like to get a bit of natural light inside the museum the 
exhibits are very sensitive and the lighting needs to be 
designed carefully since it determines the perception 
of color. So when Hollein decided to build under the 
ground he had to take full responsibility for the light 
planning. The museum in Mönchengladbach was fol-
lowed by a number of other museum projects, like the 
Vulcania project (1994-2002) in France with its entran-
ce shaped like a crater or the Art museum in Frankfurt 
(1982-1991) that looks like a piece of cake to fit into 
the building site, both projects show how much archi-
tecture can act as a symbol of its own content. 
(www.museum-joanneum.at, 2016)

Fig. 81: Hollein and Beuys at the “Tod“ exhibition, 1970
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Fig. 82: “Tod“ exhibition, 1970 [above and below]



ZOOM IN: 
“MAN
TRANS
FORMS” 
1976
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“MAN transFORMS” was an exhibition compiled by 
Hans Hollein in 1976 on the occasion of the opening 
of the Cooper-Hewitt National Museum of Design 
in New York. The content dealt with the question of 
“What is Design”. Hollein expressed his personal 
relationship with design: MAN transFORMS - man 
transforms, modifies, deforms, alienates. For Hollein, 
design provided access to a problem. He positioned 
himself diametrically to the conception of design, as a 
discipline for finding the “beautiful and good shape”. 
Design was explained within the parameters of the 
exhibition by following the cultural and historical 
development of civilisation. Therefore, various com-
ponents of this process were considered: the four ele-
ments; geometry; the materials for the transformation 
of the human body; the basic forms of human nature; 
and symbols and signs that man created for himself.

The concept of the exhibition was based on the 
idea of   looking at design from a holistic perspective. 
Various artists and designers such as Richard Buck-
minster Fuller, George Nelson, Ettore Sottsass, Arata 
Isosaki, Richard Meier and Murray Grigor, contributed 
their work to the exhibition. As this exhibition itself 
answered universal questions, it would be still relevant 
for all people, regardless of their cultural backg-
round, the civilisation from which they originate or the 
standard of education, give the thematic matrix upon 
which the exhibition was based. The exhibition was 
intended to be easily transportable, relocatable and 
interchangeable, and the modular form that the exhibi-
tion took meant that this was manifested in a physical 
as well as thematic sense. Simple and sophisticated 
media were used and mainly represented everyday 
life, because design usually deals with the banal. All 
senses were addressed, with the inclusion and crea-
tion of different climates and odour zones. The whole 
exhibition was intended to be experienced to every ex-
tent as much possible, without any didactic intentions. 
Just as the environment had been transformed by the 
decisions of man completely, the exhibition could be 
changed to adapt to new environments, climates and 
civilisations. Hollein created a matrix in order to sim-
plify the coordination of the various exhibition contents 
and as a framework for collecting and classifying.

Following a statement that Lisa Taylor, the former Di-
rector of the Cooper Hewitt, published in a fundraising 
brochure in 1974, some of the readers suggested 
to contact Hans Hollein, whose work she was at 
that time unaware of. After seeing catalogues of his 
Austriennale contribution to the Triennale in Milan and 

a paper exhibition in Vienna, she “instantly knew that 
he was the one” (Hollein, 1989, p.10). Taylor said: “It 
was his special way of receiving things and his ability 
to evoke associations that made me select him as the 
conceptualiser of the exhibition.” ( Hollein, 1989, p.10)
Due to the freedom that Hollein granted his collabo-
rators and the very special concept, the outcome of 
the exhibition was difficult to predict, meaning that 
during the leadup there was often tension:  “ …. as 
the show itself is the message, we will really have a 
clearer picture only a couple of months from now. (…) 
We have to face the situation, however dissatisfied 
you and I will be with such a period of uncertainty and 
ambivalence”. Hans Hollein in a letter to Lisa Taylor in 
the process of compiling the exhibition.

The whole show turned out to be a great success 
and Lisa Taylor judged: “The fusion of physical and 
metaphysical, the clash of opposites, ingenious use 
of metaphors, and the attempt to include visitors more 
mentally and physically into the artwork.”

WORKS DISPLAYED: 
“Redesigning Man“ - Hollein
About the “Redesigning man” collection, Hollein wrote: 
“The concept of the robot is not only about replacing 
man, but also about extending his abilities, such as by 
electronically regulated reinforcement and transmissi-
on of his body movements.“ (1989, p.124)

“Daily Routine: Time“ - Hollein
“Time is a basic parameter of design. Design proces-
ses involve decisions in all scales of measure of time: 
from fractions of seconds up to historical dimensions. 
Daily, weekly, annual time budgets are in themselves 
objects of design. The two main roles of time in design 
are Experienced Time and Historical Time.

A monitor, instead of a clock stands in the mantel-
piece, a wristwatch on its screen indicates the actual 
time: experiencing reality as transformed by TV.“ 
(Hollein, 1989, p.33)

“Metaphors and Metamorphoses“ - Richard Meier
Richard Meier contributed a three-dimensional laby-
rinth which can and should be transformed by adding 
letters to the existing words and build new words. “ As 
you fill the empty space, the grid and this room beco-
me transformed and the metamorphosis continues.“ 
(Hollein, 1989, p.142)
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Fig. 83: Lisa Taylor at the “MANtransForms“ exhibition, 1976
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Fig. 84: Contribution Richard Meier “Metaphors and Metamorphoses“
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Fig. 85: “Redesigning Man“, Hans Hollein 

Fig. 86: “Daily Routine: Time“ 
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Following on from the MAN transFORMS exhibition, it 
has been interesting to note and track Hans Hollein’s 
progress, career development and networks throug-
hout the 50s, 60s and 70s. His later work goes on to 
become more physically built manifestoes in a similar 
fashion to his Retti Candleshop project; moving into 
the realm of definitive “global” post-modernism. Works 
such as the “Österreichisches Verkehrsbüro” (Austrian 
Travel Office), 1976-78), where Hollein borrowed 
‘foreign’ elements or symbols that are internationally 
recognised for travel and united them literally under 
one roof, in a manner that makes the architecture an 
extension of the company. In his letter to Lisa Taylor 
for the MAN transFORMS exhibit, Hollein stated that 
the “….the show itself is the message…”, eerily similar 
to Marshall McLuhan’s famous phrase “the medium is 
the message”. 

It could be argued that Hollein was architecture’s ans-
wer to Marshall McLuhan, with his ability to physically 
create manifestos borne out of theories, and for his 
expertise across all mediums and platforms availa-
ble at the time. As Peter Weibel stated in his essay, 
“Hans Hollein: A Universal Artist” (2011), Hans Hollein 
was the embodiment of the ‘universal artist’. It was 
his ability to be at the forefront of technology, and his 
willingness to embrace, adapt to and fascination with 
the changing world that was likely to have contributed 
to his success as an architect and artist. 

McLuhan (1964) stated that ‘media was an extension 
of self’, and it is as if the Viennese avant-garde took 
that statement and translated it; firstly into German, 
however more importantly, into the realm of architec-
ture and art. Architecture has often been a result of 
passion and fierce determination to push the bounda-
ries of technology, material and originality, however 
the Austrian approach of the 1960s and 70s somehow 
collectively took on a whole new meaning, with their 
own agenda and means of innovation.

The cultural isolation of post-war Vienna, from both 
the rest of Western Europe and their own artistic histo-
ry may have contributed to the determination of the 
avant-garde group. It is obvious to see the influence of 
the Austrian-American architects, as their exodus from 
Europe into the ‘land of the free’; the United States of 
America; brought them success as their progressive 
designs were better received in a economic climate 
that could afford the risk and reward of experimenta-
tion. Hollein’s meetings and encounters with the work 
and career of Frederick Kiesler, Richard Neutra and 

Rudolf Schindler undoubtably left a long-lasting im-
pression on his career, which in turn influenced others 
around him.

Galerie nächst St.Stephan also played a key role in 
fostering networks between artists and architects that 
may not have been instigated otherwise, and it was a 
matter of well-timed fate of Otto Mauer searching for a 
new avant-garde to bring new business to the gallery, 
and Hans Hollein’s return from America and his deter-
mination to change the current state of Vienna.
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