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Abstract. The first and the second modernity. Two visiofisAochitecture: solid and flexible.
Two visions of reality. The geometric perspectinel dhe mechanistic vision. The first modernity.
Columns, floor slabs, the way of shaping the prapacof a building ‘liberated’ from reinforced
construction technology. Historically assimilatetifics of rooms: walls, floors. Functional dispo-
sitions organizing explicitly and strictly the way being; providing the sequence of performed
activities and even their character. The spacébfdhrooms, bedrooms, anterooms, vestibules —
described and understood, shaped and separatbdd®yfabrics of rooms. And the second moder-
nity: the marking of the saved space, flexibilitydaambiguity and their purpose. Virtuality, sub-
tlety and delicacy of space translated in this v@@ther materials and means of dividing this space
or the suggestion for such division. Light, wataglor, smell and texture instead of concrete, dry
or brick walls. Transparency instead of imperviesn Flexibility instead of immobilization.
What is, then, the present-day, post-panoptic nmoyer In Architecture, it refers to the ‘second
modernity’, to Bauman'’s ‘liquid modernity’, which e&s all accessible technological means. The
architecture of second modernity leaves the ‘agchitral panopticum’ for the benefit of the archi-
tecture of freedom. It means different shapingamfiad mechanisms, different urban planning and
different shapes of spaces. Such modernity meaasirtg the already designed space as open for
designing, as intended for an endless search d@finition of its purpose, for constant determin-
ing its quality in future. Such modernity means@sisig equivocal nature to space by the planned
possibility of flexible and permanent transformaspby designing the possibility to choose and to
use the space in many ways. Modernity is desigaifrgme for situations, which are the result of
that space, and which exist in that space; modeinidlso making a prediction about those situa-
tions and inspiration for them.
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1. I am what surrounds me
(Wallace Stevens

In what does modernity manifest itself? Modernitynslates and changes
life, influences it and makes it new and differeMiodern means suitable for
new times, the times that are now and the timeoioe; perhaps even more for
the times to come. We grow in the sea of moments.
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...I am the angel of reality,
Seen for a moment standing in the daor

The history of human thought does not have a usitional character or lin-
ear way of development and progress which wouldatim more complete and
more perfect presentation and description of tiserese, base and foundation of
the metaphysicairché the substance of being, the reality, the humamreand
the trutd. Modernity would be typical of abolishing, tranegsing and rejecting
the worn out and superannuated descriptions oftyeal the name of creating
new descriptions which will be more perfect, moceal and more adequéte

Architecture performs, architecture defines, amgdtiire determines.

Architecture defines and determines space.

The perception of space always happens in timeigmontemporary with
time while the picture of the world with all theagfal and time relations created
in the mind is determined by cultdre

Antoni Kepinski, a Polish physician, thinker of humanism andgslopher
said that: a requirement of a human mind is prgb&bhave a uniform and co-
hesive vision of the world around. The lack of suchvision brings fear and
schizophrenia

One of the basic functions of an artist is to helpyman to order his cultural
universuri

Architecture means building; building walls, roo$$airs, and columns; or it
may only mean drawing lines, planes and solid &gurArchitecture is some-
thing more. This ‘something’ determines the reasworcertain human behavior.
This something fills the imagination of a residenpasser-by or a traveler

A conscious architect is then a sense-produaed architecture is a spatial
means of communication where tbaveaand arenaconstantly transfer infor-
mation. Architecture is an element in the systenmhan communication, an
element in the performance. The most popular pedoce, directed at a com-
mon, vulgar observer. Architecture, in this context, is similamature to a TV

S. WallaceAngel Surrounded by Paysari949.

Vattimo Gianni,Koniec nowoczestdoi, Universitas, Krakéw 2006.

Ibidem.

A. Ston, Przestrzé w czasieRubikon, 1 (5) 1999. ISSN 1505-1161. 2nd quak8£9.

he also said that.... The need for creation, thaimposing one’s vision of the world on the
environment, is one of the fundamental featurea biman being. — A. Kefiski, Rytmzycia,
Wyd. Literackie, Krakéw 2001.

E. T. Hall,Ukryty wymiar Warszawa 2001.

D. Koztowski, Transfiguracja form, albo niech sczge funkcjonalizmArchitektura jako sztu-
ka, Krakéw 2004.

Despite its political, educational or cultural tamt, information aims at the flow of sense. The
imperative of sense production expressed by cothgteepeated imperative of moralizing in-
formation: to inform in a better way, to socializea better way and to increase cultural level
etc. J. Baudrillardw cieniu milcacej wickszaci, Warszawa 2006.
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series, news or a newspaper, similar to streeeposidvertising the coming of
a circus or a rock band

Architecture passes the news from our everyday fifes week's commer-
cials and problems, open for few weeks only; tremisireflections and news
coming every minute but living only for a while aatiractive for a few hours.

Architecture stores news like a library, with adl latest magazines, journals
and books. After years they become old journals @lddbooks, cataloged in
a magazine and accessible only for those, who wamemember and recall
them. Once, they were all present in a frame ofpibture of the Architectural
Space.

But there is a higher level here.

Architecture is similar to the art of a famous tieeait is like a movie by
a recognized director, the latest gallery or a dyony of an established com-
poser. Architecture is a reference for an intellacievel and it becomes the
obliging esthetic source, still not free from @isim and debates.

Architecture passes information from the insideéhi@ same way as different
moments of one day or different days of one month seasons of a year create
one picture of a period, one content and one reitohistory. The information
included in its content and form, and the informatresulting from interpreta-
tion by a director. Such information, many timesigqcal in details, makes the
sense of culture at a particular moment. Such iné&bion, however, is under-
stood as a finite set and makes one picture oivtiwe.

There is also the highest level.

Architecture as the record of an idea and its prtation or even its begin-
ning. Similar to literature, painting or music.

It is a moment where a new style is born and whethitecture inspires, cre-
ates, continues and maybe opens the existencetfsstylé’.

Being a medium, architecture functions in the cha$reensg. As such, it
can be a daily tabloid full of cheap, flashy infation, journalist trash quickly
getting old. It can also be an opinion-making pdidal or modern literature. It
can transfer already interpreted information ocah interpret modern content
and be a dictionary for that content.

Architecture can be a book, which opens somethamgptetely new; new in
a form, new in content, new in its structure oraidi can begin this ‘novelty’ in
its own domain interpreting it anew, again, aftéren art$® or it can begin it
itself, create something new. It is difficult togplict when ‘this something new’
is going to appear. It is difficult to forecast meakthrough. It is even more diffi-

9 Mass (age) is message. ... masses pass informaticim better than any other media. Ibidem.

10 Similar to the painting of Peter Halley or litare# and journalism of Michael Foucault and Jean
Baudrillard.

11 Jean Baudrillard writes that masses (that silerjornitg) absorb and annihilate culture, knowl-
edge, power and society, J. Baudrillatd cieniu milcacej wiekszdci, op. cit.

12 after painting, literature and music; interpretjstglosophy.
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cult to demand it, demand what we really need;ificwt as it is to make a
shopping list.

Thinking of such a list, however, need not be weel&here exists a connec-
tion between what we need and what we can obtgarding on our outlook on
the world arountf. Every new thing appears for the first time ong. dde same
happens with something ‘modeth’ In this way our predictions cannot miss
much what we would like to argue, and finally, figor.

Can music, painting or literature be modern? Whates them modern?

A Thought. The Thought, which suggests a form agi@drdhines content in
that form. The result can lead to a total paradsgft.

Painting, music and literature in their creatediividual works and shapes
are the names for what appeared earlier — the Tholipey are the content for
the Thought, or more precisely, a frame for theteohn That is also the case
with Architecture.

Architecture performs or can perform dozens ofgolé can be functional
and become an element of culture, which passesmatmon within a conteXt.
Architecture transfers information in its own imtaf, applied contekt It is
‘literature’ and writing ‘books’ for readers whoaw them without any special
need for reading. In most cases they even do nowkmhat they are reading
about?®,

Architecture is a frame for events and a frameaf@ontent to be put in that
frame, a frame designed for the content. Evengskh to their character, are by
themselves modern because they happen in realttieye happen here and now.

13 Sen AmartyaCo sk zdarzy[in:] Prognozy trzydziestu icieli o przyszigci, Pozna 2006...
for Sen Amartya the consecutive steps are, liksecutive positions on a shopping list.
14 Modern — typical of new times. Stownikzyka Polskiego PWN, Wyd. PWN SA, Warszawa.
.Modern”, as something that has not existed yemething which is to come. Author’s foot-
note.
Sen AmartyaCo sk zdarzy
According to Peter Halley, the modern analysisudfure is determined by two tendencies: the
Baudrillard’s theory of simulacra and the Foucaultisory, where the modern culture is not
understood as a space of autonomous signs buplasewhere social life is totally controlled
by the means of supervision, standardization amohalization. Baudrillard emphasizes the dis-
cussion about consumption over the discussion girogluction; he writes: the *hard’ geometry
of a hospital, prison or factory makes room for 8w’ geometry of the network of highways,
computers or video games. P. Halléy crise de la geometrie et autres essdi881-1987,
ENSB-A; Paris 1992 [in:Awangardowe marginesyA. Turowski, Instytut Kultury, Warszawa
1998.
In Virus of the Mind Richard Brodie writes about ttariers of information — mems, and about
the points of psychological susceptibilityle-Ta— Publishing, £6d 1997.
A contrast to inattention and concentration..s ttould be expressed as follows: he, who con-
centrates in front of a work of art, gets closedttand vice versa: the inattentive community
helps a work of art enter its psyche. This is neastlent in the case of buildings. Architecture
has always been the best example of creation pedtdy the community in a state of inatten-
tion [in:] W. Benjamin,Dzieto sztuki w dobie reprodukcji techniczrteanslated by J. Sikorski
[in:] Twdrca jako wytwércaPozna 1975.
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They are objective in nature and do not influefeertature of architecture. It is
the object of architecture that has been desigsedl lacation for those events.
The assessment of an architectural object in ttegoaes of the events that take
place inside it can only be done in terms of bégupd’ or ‘bad’. Taking into
account its conformity to the designed functionaseess mainly its usability.

When considering an object of architecturaraslernwe think, first of all,
about the modern character of ‘the frame for eveabout what new that frame
brings, what new it can create, what new it promaeied about what it is able to
inform us®.

Can a TV set, a car or a plane be modern? Theirelsate like pressed
graphics where only the first copy is of the grettalue and where every other
copy to follow is becoming less and less importard valuable.

Modernity manifests itself in the uniqueness ofsthdirst copies, in their
bringing something totally new, something that hasbeen used before. Some-
thing that is new in an idea, structure, contammnfand interpretation. Technical
solutions are subordinate to the idea, structwetent, form and interpretation,
and they can present these. An idea, structuna, éord interpretation inspire the
beginning of a search, which creates them. Foatbkitectural space, the result
of such inspiration will lead to completely new @vagring solutions. A TV set
or a car can be new, can be contemporary. It isskendifficult to classify them
as modern as far as we buy them as yet anotherafapyroduct to buy. As far
as they do not bring anything new, they are likether roll bought for breakfast
every morning. What counts is its condition andbilgg. The most important
thing is that it is tasty and freSh

Can a TV set be modern?

Nowadays, apart from its technical abilities, agkn state-of-the-art TV set
can rather be classified as a contemporary elewientass-media devices, as
another model. It used to be modern when desigaedcampletely new device
which, when it appeared, influenced the functiorreality. Today it resembles
the latest issue of a paper understood hardly atemolt has an inside index
which marks the period of being possessed; aftrghriod the TV will be re-
placed by a new model, a more contemporary andter mné".

19 Hans Georg Gadamer writes: [...] ‘every work leamespace for a play for everyone who wants
to be with it, the space to be filled just by thatson. P. DebeGranice rozumienia i interpre-
tacji. O hermeneutyce Hansa Georga Gadambk@iversitas, Krakéw 2004.

2 Gianni Vattimo names the common crisis of an idsasuch: "We are no longer modern but
instead, we are somehow stuck in modernity, by rstdeding the limits of the metaphysical
language, we are conscious that we do not knowo#tmr language. We can only reconstruct,
replace and deform that language, conscious thmat fbnger gives us full and direct access to
our existence and essence. G. Vattikoniec nowoczesroi, op. Cit.

2 In the consumerist society the constant replacememverything with new things (clothes,
tools and buildings) is essential from the phygiadal perspective at least for the system itself.
The newness has nothing to do with impulsive amgdiutionary’ nature of things. It is what
makes things follow their natural way. Ibidem.
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When, then does the created architectural spaaartezemodern, when is Ar-
chitecture modern?

When it is contemporaneous and new, and bringgwwn 80 far unknown or
unused, values - values in an idea, in the ideddelf, in a workshop, techno-
logical and technical solutions, which result frtmat idea. When they are con-
tents for a New Thought.

‘Modernity’ begins with a Thought and with an Iddiis just that idea that
changes ‘different’ into ‘new’, influences this \mg magnetizes it

An idea is a machine for thinkifiy An idea creates. A modern idea is a
modern machine, which makes modern the things dbastitute it inside, the
whole structure of Architecture. At first, an idsaa material to be created and
next, it is a binding agent, which justifies a wnifi character of the whole and
verifies correlations of its elements.

A structure involves cohesithand has a character of a well-ordered system;
it consists of correlated elements where every fimadion in any of its con-
stituents influences others.

Architectural space is a structure created by aa @hd by all those things
that result from the idea: the technology of shggire wholé&, a form for that
whole, applied construction and some extra-forraatra-functional and extra-
technical factor8. Those factors are complex and interrelated.

The process of designing fulfills the need for mgkan idea real, for finding
its material representation, which can become aiungda means of communi-
cation; the communication just for that idea. Fivgdand applying new technical
solutiond’ is a consequence of fulfilling the need roote@ssumed ideological
concepts, where an idea and solutions for the gésgucture operate as inspi-
ration. New technical solutions are then also #eiit of the assumed ideologi-
cal principle&®.

2 Masses (the silent majority) can, according tanJBaudrillard, get magnetized, they do not
have energetic potential, they lack desire tolfulfi Baudrillard W cieniu milczcej wickszgaci,
op. cit.

2 Marcel Duchamp

24 An architect is an integrated consciousness. Agchire is a medium — author’s footnote. Mar-
shall McLuhan writes that ‘an artist is an integohtonsciousness’. A medium is the transmis-
sion of information. M. McLuhan\Vybor tekstowPozna 2001.

% The technology of shaping and modeling the whtilef is, the assumed functional spatial
system as the result of its applied requirementshéy’s footnote.

% for instance the mood of the whole. Author’s faxitn

27 also referring to technology, the assumed formstoiction, extra-formal, extra-functional and
extra-technological factors. Author’s footnote.

2 The technological use of the nature has beenasirg to such a degree that achieving one’s
aims and developing the ability to use and plamtivéll make them less and less ‘new’.
G. Vattimo,Koniec nowoczesHoi, op. cit.
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The external esthetic layout is a label, the fagiesceived ‘emanation of the
performance®. It is like a newly designed car, which catchespbe's attention
with its innovative bod¥. For the majority it is just the body that becorttes
only attribute of ‘something neW’

Anyway, the act of ‘reading’ architecture followsetact of ‘writing’ it and as
an act is more resigned, courteous and intelleétbait are you, you reader,
really sure that you understand its langd&®je

2. We live, as we dream — alone
(Joseph Conrad “The Heart of Darknegs”

Modern architecture. The architecture of modernityo seemingly identical
conceptualizations, which can, however, be undedstlifferently. It seems, that
the former concept is obviously connected to thieedaThis connection is not
evident for everyone. In the present, common pultiderstanding, those two
conceptualizations are interpreted very superficidlne commonly understood
‘modern Architecture’ interprets the general andrggday nature of the contem-
porary architecture — the commonness included assyl magazines, books,
illustrated books and in finished objects. Suchigecture is what is commonly
regarded as the latest merchandise created imitgeis of taste and conscious-
ness of recipients. Such merchandise should be rkrtovexist with the recipi-
ent’s taste, which is identical with the taste tsf ¢reator. Such architecture is
interpreted like the cut of trousers, shoe fasliothe color of curtains; like the
latest model of a TV set. Here, the modernity dmel dtyle of architecture are
beyond reflection, beyond thinking about the reafwntheir nature. All that
counts is that architecture is in vogue and thapfeeidentify with it. Architec-
ture is current and therefore ‘modern’.

What is, then, modernity? The modernity of a colighar a philosopher, the
modernity of technological and practical solutiofgist of all, modernity is

2% . Masses resist the imperative of rational comnativa in a shocking way. We give them the
chance while all they need is the show. No foraelméng them back to the importance of con-
tent, even to the importance of the code. We dieentthe transmission, while all they need are
marks; they pay idolatrous homage to the play aksand stereotypes, they idolize every con-
tent only to make it decay and vanish in spectacsgaies. J. Baudrillard)V cieniu milczcej
wiekszdci, op. cit.

%0 The external form of structure, that is the otitem, the external and internal esthetics of the
whole. Author’s footnote.

31 |n cities the modern Res Architectonica takes trenér position, reserved for immense cathe-
drals. Such a structure is admired, described @itkd by pilgrims for the glory of that city, its
creator and architecture... see D. Koziowskiansfiguracja form, albo niech scrée funk-
cjonalizm Architektura jako sztuka, op. cit.

32 In every aspect reading follows writing: readimgrore resigned, more courteous and more
intellectual. J. L. Borgefyowszechna historia nikczenfop Warszawa 2006.

33 You, who read me, are you sure you understandamyuiage..., J. L. BorgeBjblioteka Babel
Fikcje, Warszawa 1972.
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a philosophical category. Its essence dwells in hmught. It is rooted in
a thought, which can, in a moment, develop an fdea concept, to multiply it
unconsciously into thousands of branches; to muliipin subsequent expres-
sions of literature, music, painting, technologschetecture and social life. Ar-
chitecture is another element influenced by a neatynulated Thought. It is
a domino, which pushes other dominos. The domiteoxdg in front of it. It is
going to alter social behavior, fashion, desigrstlaetics...Philosophy has an
existential task to perform consisting in helpirglive a better life by achieving
personal perfection in the field of self-knowledgself-criticism and self-
controf’. A thought is the originator of Architecture, siamito philosophy, it
has a vital, existential duty to carry out: Arcbiiere should help us live better
lives. The surrounding world is what we can imagarel architecture is the
world around u¥$. It changes our reality. It is an element of ttisnge of think-
ing about everything... about our interpretation la§ tworld around. To name
architecture is to create. To name is to imprind amark differences, and to
classify.

There exists no direct form of representation ichaecture. The use of ge-
ometry, drawing lines, perspective or other pres@nt conventions are not the
invisible medium for but a foretoken of architeetuthey are not the representa-
tion of architectur&. Architecture has a number of levels of repregemtain-
derstood as means of communication. All levelsespnt and communicate the
incipient idea born in the mind of an architectrat same tint€.

That process refers to Vitruvius and Albertirgo doegjins with the need for
‘substantialisationof an idea through ‘lineamenta’, a general draystheme,
which can be presented thanks to the art of petispeacsonometry, the ability
to draw plans, projections and sections of arctutat figures. Then comes the
Albertan ‘comensurazzione’ or ‘proportia’ that feetskill of establishing rela-
tions between elements. Next, there is the poggiba draw a 3D model, which
can be complemented with the fourth dimension tggest the phenomenon of
time — an inseparable part of the process of theption of architecture. And
finally, the last stage, a finished buildifig

When an architect asks a client about his/her @&pens, the client can an-
swer only through the categories and concepts gttkrand presented to
him/her earlier by architecture, e.g. a living rqarbathroom, a bedroom &tc
All subsequent concepts and categories, will appeasne of the levels of rep-
resentation created by an architect. Translatioth@record of architecture be-

34 R. ShustermarPraktyka filozofii, filozofia praktyki. Pragmatyztycie filozoficzneUniversi-
tas, Krakow 2005.

35 The world is what | can imagine, A. Schopenhalée Welt als Wille und Vorstellung819.

36 K. Kalitko, Architektura m¢dzy materialngcig a wirtualnaicig, Wyd. Nauk., Pozna2005.

37 Ibidem.

3 |pidem.

%9 Ibidem.
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comes an interpretation of architecture performgdhe architect. Perception
stands for reading that record by a user. Inforomais passed both in the record
and in the reading. Both the recording and readnegmultilevel.

Modernity in architecture begins when time and spae no longer what
they have been so far. Modernity begins in the nraménere time and space
become separated from the everyday life and froenasrother to be recognized
as separate and independent categories of plaanthgcting’.

The first and the second modernity. Two visionsAothitecture: solid and
flexible. Two visions of reality. The geometric ppective and the mechanistic
vision.

The first modernity. Columns, floor slabs, the wdyshaping the projection
of a building ‘liberated’ from reinforced constrimt technology. Historically
assimilated fabrics of rooms: walls, floors. Fuaotl dispositions organizing
explicitly and strictly the way of being; providinfpe sequence of performed
activities and even their character. The spaceb&ihrooms, bedrooms, ante-
rooms, vestibules — described and understood, dhape separated by those
fabrics of rooms.

And the second modernity: the marking of the sasjeace, flexibility and
ambiguity and their purpose. Virtuality, subtletydadelicacy of space translated
in this way. Other materials and means of dividinig space or the suggestion
for such division. Light, water, color, smell arekture instead of concrete, dry
or brick walls. Transparency instead of impervieass Flexibility instead of
immobilization.

What is, then, the present-day, post-pan8ptimdernity? In Architecture, it
refers to the ‘second modernity’, to Bauman'’s ‘ldjmodernity’, which uses all
accessible technological means. The architecturseofnd modernify leaves
the ‘architectural panopticuftf’ for the benefit of the architecture of freedém

40 Modernity has a number of meanings and its consing development can be described by
a number of categories. One feature of moderralifé its modern condition is marked particu-
larly clear as ‘the difference that makes the défee’, the key property giving roots to all oth-
ers. The point is in the change of relations betwsgace and time. Modernity begins when
time and space are no longer what they have be@ar sothe long time of the pre-modern age;
connected and difficult to distinguish aspects wfmlan experience formulated in a stable and
seemingly invariable structure of mutual respofisibsee Z. BaumanRlynna nowoczesté,
Wyd. Literackie, Krakdw 2006. Author’s footnote.

The archimetaphor of modern power (the Panopticusgd by Michel Foucault while referring
to the project of the Panopticon by Jeremy Benthsae. Z. BaumanRtynna nowoczesté,

op. cit.

The second, modern, that is Bauman'’s ‘liquid moiti¢gras the one that follows the former one
symbolized by Ford'’s factory, unidentified bureagy, the Panopticum. Author’s footnote.

The way of subordination or ‘ordering’, based peed; the access to means of transportation
and the resulting freedom of movement. Power artoaitly, subordination or freedom mean
holding domination over time and day and night ey@dherence to place, bringing the user
under the manage of projection and, resulting figrthe inflexible system of defined space
which imposes the cycle of day and night. Authéo@tnote.
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It means different shaping of social mechanismferint urban planning and
different shapes of spaces.

Such modernity means treating the already desigpede as open for de-
signing, as intended for an endless search fofiaititen of its purpose, for con-
stant determining its quality in future. Such maligr means assigning equivo-
cal nature to space by the planned possibilityl®filble and permanent trans-
formations, by designing the possibility to choasel to use the space in many
ways. Modernity is designing a frame for situationkich are the result of that
space, and which exist in that space; modernigyss making a prediction about
those situations and inspiration for them.

Motion is inconceivable without tinfe and Architecture is inconceivable
without the time when it is created. The architeetof second modernity equals
changeabilit§’. This changeability is assumed by the conceptetdaity, espe-
cially acceleration in relation between time andcsf.

An important moment of humanity is the ability thhoose and decide,
whereas a machine, as we know, does not have stedtiaé®. An important
moment for the architecture of second modernitigsisability to make the cre-
ated reality an act of will or an act of chdftéhe end of the Panopticon is the
end of mutual engagement of those who control hoget who are controll&d
It is a different way of perception of space, whistopen for constant moving
and wandering in it; the space open for looking fidfilment, which always
waits in future. It waits at the end of that roatithe end of that wandering. The
space of fluid modernity is the space of awaitelfillfuent. The fulfillment,
which waits for us, and the fulfillment we pass dimdl in our journey, free of
any space.

Modern architecture is capable of changeabilityhksato its flexibility. This
changeability may refer to its changeability indintime itself, the external and
internal form of arrangement of functions in iteusture, and it can also refer to
its purpose and meaning. Modern architecture isluapof experience, which
may chang®. It is another approximation of our expectatioasother experi-

44 A man feels he is free when his imagination dastsemceed the sensible desires and when the
imagined and desired goals do not go beyond hisilpitges to act. Z. BaumarRtynna nowo-
czesngd, op. Cit.

45 . J. BorgesHistoria wiecznéci, Pruszyiski i S-ka, Warszawa, 2006.

46 .. Understood as the inability to become immobdiz&/e move and we cannot help moving,
not because, as Max Weber claimed, we want to dlaymoment of satisfaction’ but because
the satisfaction itself seems to be impossibl&aiman Ptynna nowoczesdé, op. cit.

47 . _.The idea of velocity or speed itself assumes ghahility, especially the idea of acceleration
in relation between time and space ... Ibidem.

48 A, Kepinski, Rytmzycia, Wyd. Literackie, Krakéw, 2007.

49 . Reality is the expression of will... A, Schopenhauzie Welt als Wille und Vorstellung
1819.

%0 7. BaumanPlynna nowoczesta, op. Cit.

51 Change in a coherent unity of experience... M. Folichiow an experience book is botew
York 1991.
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ence which changes us and the architecture iBetfpresently designed Archi-
tecture to be modern means exceeding its own boiasdand being in the state
of constant transgressitn

Architecture is a branch of culture. It is a methaidpassing content like
painting, sculpture, literature, film or theatehelperception of an architectural
idea is multi-layered in the same way as the pdimepf a film, book or play.
The first, outer layer is the form (the facade) #malintended use (the function)
of an object — just like in music, a play or a Hoeelike in an essay, funeral
march or a portrait. It is an excuse to say somgtimore, an excuse to turn
somebody’s attention. The second layer is theiplatfilm and the utility value
in architecture. It is the primary content of aypthought up, perhaps, many
years ago, which has just become a frame to p&ssnation, to say something
contemporary and adequate to present day conteidsa piece of music, com-
posed a hundred and twenty years ago and perfotauay with new instru-
ments. That second layer in architecture is tedgylthe way of planning a
function of a building, contemporary nature of @sdional solutions and the
workshop of a designer. The third layer is a Thaugie Thought that comes
and determines all fields of culture, inspires &l¢aat appear in those fields.
This thought creates a new trend, a new style andva social everyday life.
That thought develops not only an idea for a nexegiof art or a new building.
Such a thought will create an idea for Newnessafdifferent quality of ideas
that are rooted in that Newness, for another, atistipproach to reality. That
thought could fill frames for pictures, frames tiw@ve remained empty so far
because they were dedicated to the new, presetgrtohe thought can also
insert this content into already written textstarain write new ones. It can build
new frames, contemporary to it and able to transésv content. There is also
the Whole. The Structure. It should be cohesivis ¢bomposed of all the layers.
This structure is programmed by the Thought.

Who is, then, a writer with nothing to say whileitimg a book? Who is an
architect with nothing to say in his design?

Being is a Road. A Paris passage. It is wandernngpace and time. Archi-
tecture is a set design in which we wander anddad we walk. It is a Marked
out Road and a material road. Similar to the 7tihletas Symphony, intellectu-
ally rewritten for consecutive pictures in a desigrspace or romantic Mussorg-
sky’s tales, clear for future interpretation andiobs by their painted literalness.
Architecture is also a concrete freeway, whichamdy joins two cities on a map
but is also a deliberate instruction for a jouraay joins places we want to visit.

Maybe that context is not important, not noticedmternalized? So there is
nothing, no suggested interpretation, no suggestatent or meaning. Wander-
ing in desolation?

%2 To be modern means to exceed constantly one’sslifoé in the state of permanent transgres-
sion... Z. BaumanRtynna nowoczesré, op. cit.
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It is not true that when we deduct everything thisneothing left®. There is a
privilege of every rest, in every domain; the gage of existence for the inex-
pressible and marginal. That rest exists in artiarasociety’. We are governed
not by political economy of production but by thelifical economy of repro-
duction, recovery, transformation and recycling e- are governed by ecology
and pollution — the political economy of the résthe rest is always deprived of
an autonomous sense and its own location; thagektermined and indicated
by division, restriction and exclusion. All whatledft is doomed to never-ending
repetitions inphantasmat®,”’. The rest is also a subject of interpretation. Its
impingement and meaning are objective. In restk, anpredictable content
creates itself automatically.

The process of marking a road out is recordednre tand space. It is re-
corded by Music, Architecture and Literature, bg tiiot of video games or the
rectangular shape of a TV set. By all the things ttan suggest something and
may bring interpretation to our ambience.

What is our memory? What constitutes its recordaWan it be? Can the
frame for events, the contemporary architecturaicep become the record in
memory for all present and future things to happEm& ‘frame’ which is but a
method or an arena for things to come...

The frame is like a sheet of paper for content pfeatnanently and cyclically
gets erased. It is a record of the epoch and the when it was created. New
records replace the older ones faster and faskdreQords are deleted, reset and
replaced by events that come next.

%3 |bidem.

54 Baudrillard refers to the column called ~Society’,Le Monde”, where appear only those, who
cannot be socialized; ‘social’ cases analogouss$es in medicine, understood as diverticula of
a system which should be absorbed; segments sepdnathe society during development and
expansion. J. Baudrillar&gymulakry i symulacjaRzeczywisté¢ nie istnieje, Wyd. Sicl, War-
szawa 2005.

%5 |bidem.

%8 The value has a marginal meaning when not absoahddannihilated during the process of

changes. Society itself becomes also marginal vitHeecomes the ‘product of social relations’.

Ibidem.

Fantasmata, fantasy is a concept in the languagsychoanalysis. A fantasy is an imagined

scenario where a person fulfills their wishes iniraplicit or explicit way. A fantasy is an ele-

ment in the psychical reality. What a subject ustigrds as his real reminiscence is, from the

point of view of psychoanalysis, only his fantasydaas not had to happen in reality or has

happened in a different way as reported by theestibj. In the narrower meaning the concept

of fantasy should be understood as a day-dreameemaso devised by a conscious subject

to depict desirable or undesirable course of aerfature or past events. In the broader

meaning a fantasy is a conviction and memory of @asnts. In this meaning a fantasy derives

from unconsciousness. Fantasies can be consciousinoonscious — translated from

http://pl.wikipedia.org

57
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If the frame is a sheet of paper noted down bglitcessive users, the record
of its place in history is the fact of being thaest of papéf, and the fact of
being a sheet of a particular type of paper.

| think, that the frame is more like a board thi&e & sheet of paper; a board
where successive users write down their desiregued, where they erase old
and add new items of information. Can such a framenemory? Can it be the
record of the passing time? For me it is a recéiihte where it was created; in
the same way as the board is a record of time thvesis used as a board. It was
preceded by clay tablets, a slate pencil and sketon sand, now replaced by
a screen of a multimedia projector, a modern ‘frafoe passing information
which will be replaced by something else in future.

Wandering changes and enriches us with experiemaadering in a dedi-
cated and framed space where we can alter andgarearerything the way we
like because for those few moments that space gelanus.

An alien evokes ambivalent and conflicting emotiofs alien is not a for-
eigner representing different norms and havinged#fit roots but rather some-
one who comes from nowhere, who is thought nogpoasent any standards and
having no roots. An alien is someone who comesytadia stays tomorrow but
is also physically, culturally and spiritually ceoso us®. An alien does not settle
down in a given social circle; he is deprived afdbon and does not create du-
rable family and spatial relatiofis

Early modernity rooted people out to make thenfdittaking roots again.
This is different from the former, classical criticheory”, based on the experi-
ence of other modernity, obsessively occupied bynthed for order and concen-
trated on liberation with its clear-cut standardd aanctified customs, conduct,
assignment of duties and supervi§foiThat type of modernism, which was both
the aim itself and the cognitive frame in the dleescritical theory, surprises us
with its distinctness from the form of modernisnhigh shapes the lives of the
contemporary generations. That previous frame appede ‘heavy’ or fixed as
compared to the ‘light’, ‘liquid’ or ‘melted’ modarframe; united as compared
to ‘capillary’, and system-based as compared twowd-based. In the epoch of
liquid modernity, the social openness for criticisesembles rather relations
typical of a campgrouridiand is characterized by the society of modern misma
The modern society is like a campground. The pisapen for everyone who
has their own trailer and enough money to pay fer staj*.

%8 |t is a sheet of paper and not a clay tabletmilaf parchment... Author’s footnote.

%% G. Simmel Obcy[w:] Most i drzwi. Wybér esejgudficyna Naukowa, Warszawa 2006.

&0 Ibidem.

®1 Theodore Adorno i Max Horkheimer.

%2 |bidem.

83 .Tourists come and go. No one is particularlyriested how a campground works, as long as
they have enough space to park their trailerstredesnckets and properly working showers and

o the owners of the neighboring trailers are nottoigy... Z. BaumarRtynna nowoczeskd op. cit.
Ibidem.
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DROGA OCZEKIWANYCH SPELNIEN. O FLEKSYBILNOSCI CZYLI O DRUGIEJ
NOWOCZESNGCI W ARCHITEKTURZE

StreszczeniePierwsza i druga nowoczegioDwie wizje architektury: stata i ptynna. Dwie @z
rzeczywistéci. Perspektywa geometryczna i mechanistyczna wiBji@rwsza nowoczesfio
Stupy, piyty stropowe, ,uwolniony”, z usztywnigych technologii budowlanych, sposob ksztal-
towania rzutu budynku. Historycznie przyswojoneegmody budowlanesciany, stropy. Dyspo-
zycje funkcjonalne jednoznacznie i rygorystycznigamizupce sposéb bycia, okdlajace kolej-
nos¢ odbywanych czynri@i, a nawet ich charakter. Pomieszczenia taziesyghialni, przedpokoi,
przedsionkéw, opisane i pojmowane, uksztattowangddrebnione tymi przegrodami. .l druga
nowoczesn&: zaznaczanie zapisywanych przestrzeni, fleksybilnavieloznaczné¢ i ich prze-
znaczenia. Wirtualnig, subtelné¢ i delikatng¢, ,ttumaczonych” w ten sposob przestrzeni. Inne
materiaty isrodki podziatu tej przestrzeni, a Wéiwie sugestii tego podziahSwiatio, woda,
kolor, zapach, dviek i faktura zamiast betonowej, gipsowej czy cegldn@ny. Transparentsé
zamiast nieprzenikalgoi. Zmiennd¢ zamiast usztywnienia. Czym jest obecna, wspoétczesna
nam, postpanoptyczna nowocze&oW architekturze naazuje do drugiej nowoczesém”, do
+paumanowskiej ptynnej nowoczeswd', wykorzystupc ku temu wszystkie dagine obecnie
srodki techniczne. Architektura drugiej nowoczesnpto odejcie od ,architektonicznego panop-
ticum” na rzecz architektury woldoi. To inne ksztalttowanie mechanizméw spotecznyoha
urbanistyka i inaczej ksztattowana przesirabiektéw. To potraktowanie zaprojektowanef ju
przestrzeni, jako pozostagj do zaprojektowania, przeznaczonej do permapgotnvciz nowe-
go, definiowania jej przeznaczenia i oitemia wchz na nowo jej jakéci w przysztdéci. To nada-
wanie jej wieloznacznego charakteru poprzez przeaid mozliwosé fleksybilnych, cagtych
przeksztatcé. Zaprojektowanie mdiwosci wyboru i r&nych sposobow aytkowania. To zapro-
jektowanie ramy dla zdarée ktére mog w tej przestrzeni zaistnie. ale take, przewidzenie

i zainspirowanie tycke zdarze.

Stowa kluczowe fleksybilnai¢, druga nowoczesié, architektura, wizje architektury



