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Sound versus Musical Sound

One of the books in the music library that illuminate architecture metaphorically is Thomas Clifton, Music as Heard: A Study in Applied Phenomenology.
 In the late 1970s Clifton and another philosopher of music, F. Joseph Smith, carried out separate phenomenological studies, methodically bracketing out peripheral circumstances to discern essential premises of music. To make a long story very short, both concluded that the human experience of sound is the starting point of music. Smith distinguishes between sound and musical sound: 

Musical sound is more than just raw sound. The roar of the ocean is not yet music, though it is primordial sound. Raw sound becomes musical sound only after it has been processed through ... definite categories.
 

Clifton adds,

Music is an ordered arrangement of sounds and silences whose meaning is presentative rather than denotative … This distinguishes music … from sounds as purely physical objects ... The same sound, under different circumstances, can be interpreted as either music or nonmusic.
 

We understand most of the sounds around us in a denotative way, relying on them (in conjunction with visual sights and other clues) to denote particular features in our surroundings, especially nearby things that are moving. Meanwhile, we may understand other sounds around us as musical because they are organized deliberately and are meaningful in a different way. Music is presented in the sounds (and silences). Normally we do not regard musical sounds denotatively—to denote, for example, that there is an oboe buzzing around the room. Both Clifton and Smith indicate that the basic distinction here is between sounds and musical sounds. They emphasize that sound is essential: "The sound source ... must be there if we are to experience music at all."
 

Pythagorean Mathematics

This scenario may seem self-evident but Western music theory is based on different premises. Followers of Pythagoras in the fifth century B.C. noticed that pairs of tones that sound consonant are generated by a taut string that is subdivided into different lengths with simple ratios: 2:1 produces an octave; 3:2 produces a fifth; 4:3 produces a fourth, etc. This seemed to provide rare empirical proof that universal order is based on simple numbers. Consequently, music theory based on mathematics was regarded as a form of universal knowledge and later became instituted as one of the four liberal arts of the quadrivium. Although the experience of sound provided the initial evidence, writers on music theory, especially Boëthius in the sixth century A.D., emphasized the numbers and declared that sound is only a secondary, non-essential attribute. He stated, "Pythagoras … put no credence in human ears, which are subject to change …"
 Discussing the cosmic music of the spheres, Boëthius also suggested that the extremely fast motions of heavenly bodies produce sounds but are inaudible to humans.

One consequence of this belief in musical mathematics is that Western music has relied primarily on pitch intervals—not absolute pitches that are high or low,
 but proportional relations between pitches. In theory, a C-major triad in a low register is equivalent to a C-major triad in a high register. This proportional relationship has been the basis of harmony in Western music.
 Due to Pythagorean mathematics and the Neoplatonic and Christian connotations it acquired, listening to medieval chants could be understood as witnessing perfect numerical proportions; the sound then would be incidental. Similarly, observing medieval cathedrals could be understood as witnessing perfect numerical proportions; the substance then would be incidental. Western architecture theory has been based primarily on form, starting from the ratio between the lengths of adjacent sides of a rectangle, constructed with Euclidean geometry. This proportional relationship has been the basis of harmony in Western architecture. In both disciplines the numerical proportions were believed to provide a glimpse of universal order.

Meanwhile, music was understood not just as numbers. Alongside this universal music theory was a tradition of musical performance for human enjoyment. However, the two traditions were kept separate to avoid contaminating the universal concepts. Medieval church officials warned against complex melodies and rhythms that would distract worshippers and "stir lascivious sensations in the loins."
 Similarly, architecture was understood not only as numbers. Alongside this universal architecture theory was a medieval tradition of built architecture in which materials were used skillfully to make protective shelters that compensate for intrinsic human weakness.
 Although the mechanical arts did not share the mathematical premises of church architecture, they were also conceived within a religious framework.

Timbre and Materiality
When analyzing even a single sound, focusing on its primary pitch implicitly downplays its other characteristics: intensity and especially timbre. As Thomas Clifton notes,

In our culture, a great deal of importance is given to the role of pitch and interval … while texture, timbre, gesture, dynamics, and duration are frequently thought of as secondary, something that pitches and intervals have. If a French horn prolongs an open E, and then quickly mutes it, is it the same E?  Logically, yes; but in terms of musical behavior, I think not.

In nineteenth-century music theory, timbre was conceived as a tertiary characteristic of sound: an incidental quality that can be defined only indirectly, as the remaining attribute that differentiates two sounds with the same pitch and intensity.
 To compose music in this way, one would start with different pitches and perhaps different intensities, then add timbre for flavour. Both pitch and intensity (e.g., middle A at double forte; or 440 cycles per second at 45 decibels) can be quantified and notated easily but timbre cannot. To analyze timbre objectively, several components would have to be considered: the attack and decay with which the sound begins and ends, the many constituent pitches within the timbre, and the different intensities of those pitches.
 To build up the complex properties of a particular timbre from scratch would be a difficult task.

Timbre is difficult to conceive but easy to perceive. All creatures recognize timbre intuitively from experience and memory. Sitting still with our eyes closed, we rely largely on different timbres to recognize things in our surroundings: the turning of a page, the boiling of a kettle, a knock at the door. From a timbral standpoint, pitch is merely one simplified component of timbre, not a primary attribute in its own right. Most of the sounds around us do not have only a single primary pitch. To compose music that emphasizes timbre, one would work directly with sound and not be overly concerned with primary pitches or their graphic notation.
When analyzing even a single substance, focusing on its primary form implicitly downplays its other characteristics: size and especially materiality. Western architecture theory conceives materiality as a tertiary characteristic of substance: an incidental quality that can be defined only indirectly, as the remaining attribute that differentiates two substances with the same form and size. To compose architecture in this way, one would start with different forms and perhaps different sizes, then add materiality for flavour. Both form and size (e.g., a cube, 1m x 1m x 1m) can be quantified and represented easily but materiality cannot. To analyze materiality objectively, several components would have to be considered: its texture and resilience, its tones and colours, and its many constituent forms at different scales.
 To build up the complex properties of a particular material from scratch would be a difficult task.

Materiality is difficult to conceive but easy to perceive. All creatures recognize materiality intuitively from experience and memory. Moving around with our eyes and ears closed, we rely largely on different materials to recognize things in our surroundings: the delicacy of paper, the steam from a kettle, the solidity of a door. From a material standpoint, form is merely one simplified component of materiality, not a primary attribute in its own right. Most of the substances around us do not have only a single primary form. To design architecture that emphasizes materiality, one would work directly with substance and not be overly concerned with primary forms or their graphic notation.

Music versus Non-music

Underlying the distinction between Pythagorean theory and everyday performance, as well as the distinction between pitch interval and timbre, is a more basic issue: the grounds on which we define what is and what is not music. Pythagorean theory relies on numerical relations that are essentially silent and autonomous. Thomas Clifton's phenomenological analysis points instead to actual sounds that are perceived by humans.
 He acknowledges that sounds exist objectively, like trees and mountains, but says that music requires a receptive listener to distinguish the denotative sounds of one's surroundings from the presentative sounds of musical order. Certain sounds that one hears in the forest might be recognized as musical. This elementary situation includes only the sound and the human listener, not yet a composer. To focus on this basic musical event, Clifton brackets out peripheral elements, including a composer, an act of composition, instruments, performers, and a score. He notes that one person may recognize certain sounds in the forest as musical whereas another may not; however, we tend to agree on such things. Musical sounds in the forest need not emphasize pitch intervals. We tend to focus on pitch but can recognize musical order also in rhythms and in sequences of timbres. Music we don't like may be dismissed as "noise," but we still recognize it as music.

In distinguishing music from non-music, Clifton points out that music is perceived not as a set of individual sounds but as a larger figure with rhythm, form, motion, direction, and degrees of stability and instability.
 The primary phenomenon is gesture.
 Musical gestures create their own time; they do not happen in time. Describing music as fast, smooth, high, low, ascending, descending, bright, or colourful indicates that we experience music not only temporally and aurally but also in a quasi-spatial way that recognizes forces.
 It tends to rely on tonality, which provides the narrative structure for most Western music: harmony exerts a pull on dissonant sounds to bring them back to a state of rest.
 These various descriptions suggest that we rely on previous bodily experience to interpret what the music is doing.
 Here, Clifton's approach follows that of philosopher Maurice Merleau-Ponty, who stressed that we understand our surroundings in conjunction with the body, as a continuous intertwining that provides the essential ground for any subsequent abstractions.
 

Architecture versus Building

No one has written a phenomenological analysis of architecture that compares to what Clifton wrote for music, so approaching architecture indirectly via the phenomenology of music is a second option. As a hypothetical exercise, this would provide an external standpoint for reflecting on current architectural premises. It would not promote timeless analogies between music and architecture. These two disciplines have different histories and different modes of presence, so any analogies between them must be restricted to specific common grounds with historical limits.

Like "music," "architecture” is an abstract noun. It is inherently singular and does not designate particular things such as songs and buildings. Paul Valéry suggested that music and architecture share a special relationship because they exist in our surroundings and, unlike other arts, do not rely on representational images or words as intermediaries.
 However, recognizing architecture has become much more difficult. As Friedrich Nietzsche noted, "In general, we no longer understand architecture—at least, not nearly as well as we understand music."
 A recognition of music relies on an intuitive perception of order, whereas a recognition of architecture relies on attributes that are esoteric, sophisticated, and often contradictory. Architectural theorists have drawn many different lines between what is and what is not architecture. They have used different criteria to distinguish architectural attributes from non-architectural attributes: proportionate vs. non-proportionate, ornate vs. plain, grand vs. humble, complex vs. simple, unique vs. typical, rich vs. poor, sacred vs. secular, etc. All of these criteria are illustrated by Nikolaus Pevsner's statement, "A bicycle shed is a building; Lincoln Cathedral is a piece of architecture."
 Pevsner's two examples sit at opposite ends of an ascending scale: Lincoln Cathedral has all seven architectural attributes, whereas the bicycle shed has all seven non-architectural attributes. By avoiding the middle zone, where a building might be ornate but simple, proportionate but secular, or sacred but plain, Pevsner avoids drawing a more decisive line between architecture and building. However, even if he had done so, the line would be arbitrary and debatable because architecture and building are situated on a continuous sliding scale. There is no categorical distinction between them—only a graduated distinction that requires a well-educated critic to employ the various criteria. The graduated scale has no intrinsic division, so there is plenty of opportunity for debate over whether a particular building qualifies as architecture. The ascending scale from building to architecture is also unidirectional: buildings aspire to be architecture but architecture does not aspire to be building. Pevsner's prime architectural example, Lincoln Cathedral, is also a building, so the upper designation can encompass the lower one. Meanwhile, some architectural projects resist being built. Due to the many overlapping criteria it has acquired, the word "architecture" has become sufficiently ambiguous to be adopted for novel domains such as "molecular architecture" and "computer architecture" that are associated with complex organizations rather than buildings.

Definitions of Architecture

Architectural education and practice have reinforced these sophisticated definitions of architecture. Since the mid-nineteenth century, the discipline of architecture has been studied increasingly at a university level.
 It is now regarded as a composite subject that is defined in an indirect way, based on the multiple facets it shares with other subjects: art, engineering, sociology, psychology, history, etc. Because architecture has no presence in primary or secondary education, it is assumed to be an esoteric adult subject with no roots of its own in childhood experience. Aptitude for architecture often is assumed from a student's previous abilities in cognate subjects such as drawing and mathematics, or from equal strengths in arts and sciences. Due to the many responsibilities that architectural education has acquired, design tends to emphasize productive lessons with direct applications. As a practice, architecture is defined by government legislation and regulated by professional bodies that set the criteria and standards to determine who is and who is not an architect. By law, only registered architects can make architecture. Meanwhile, anyone can make music. This is not to suggest that everyone should be permitted to make buildings, but simply to point out that the word "architecture" is reserved for advanced professional activities and that we have no equivalent concept or word for more basic experiences and activities involving substance (and space) in our surroundings. 
The word "architecture" is only two thousand years old and has ambiguous roots. The ancient Greeks referred to a builder as tekton and a chief builder as architekton but they had no word for architecture. The ancient Romans turned the Greek architekton into the Latin word architectus (master-builder and inventor) and later coined the derivative word architectura (architecture).
 If this word were analyzed according to its Greek roots, it would mean something like "chief building"—a phrase that would make no sense. It was only after the Romans had coined the word architectura that the equivalent word άρχιτεκτονία (architektonia) appeared in Greek.
 A direct parallel between music and architecture did not exist in ancient Greece, where music belonged to a dramatic activity (mousikē) inspired by the Muses, while the actions performed by an architekton were a technē based on skills passed down by one's ancestors. 

Tecture versus Non-tecture

In distinguishing music from non-music, Thomas Clifton elaborates on the basic human condition described by Merleau-Ponty: A human is immersed in worldly surroundings and relies on bodily experience to develop a reciprocal understanding of the world and oneself. The world is recognized as a continuation of the flesh of the body. If the world has three dimensions, depth must be the first, since it presumes human involvement from the beginning.
 Merleau-Ponty strongly opposes any subject-object dichotomy and he struggles to describe the body-world continuity in words, due to an inherent resistance in Western languages that presume discontinuity and dichotomy. Even the word "surroundings" suggests an opposition of centre and circumference. 

In a similar way, Clifton's distinction between music and non-music focuses on the sounds (and silences) in our surroundings and relies on a human observer to detect the subtle presence of musical sounds amidst other, denotative sounds. This is a creation myth for music: a momentous first occasion for each person that remains an essential benchmark for all subsequent developments and abstractions. In the creation myth this could happen out in the forest, where denotative sounds would denote the features of one's surroundings and any presentative musical sounds would be recognized immediately as belonging to a separate epistemological category.

Some of our surroundings are sounds (and silences); some of our surroundings are substances (and spaces). In a parallel creation myth, alongside the one for music, most of the substances in the forest would denote one's surroundings but some would be recognized as a subtle but deliberate organization that cannot be attributed to nature; they would present something different. The word "architecture" cannot be used here because it carries those sophisticated connotations and employs an ascending scale that uses "building" rather than "substance" as its foil, so let's introduce an irritating placeholder word—"tecture"—that avoids those connotations.
 In this forest setting the basic distinction is between substances and "tectural" substances—equivalent to the denotative-presentative distinction between sounds and musical sounds. Just as Clifton noted that sound must be present for us to recognize music, substance must be present for us to recognize "tecture." "Non-tecture" denotes the ambient background features of one's surroundings, whereas "tecture" presents a deliberate order of some kind. This is illustrated by paraphrasing a statement by Adolf Loos: 

When we come across a mound in the wood, six feet long and three feet wide, raised to a pyramidal form by means of a spade, we become serious and something in us says: somebody lies buried here. This is [tecture].

Another illustration is offered by Andy Goldsworthy, a sculptor who usually works outdoors and reorganizes natural elements in a subtle way to savour what might be described as the threshold between "tecture" and "non-tecture." Goldsworthy is following earlier, less subtle land-art sculptors such as Robert Smithson.
 Their sculptural tradition modifies existing surroundings in the world rather than fabricating new objects for galleries. Their work is more like montage than drawing.

By standing out from its denotative, non-tectural surroundings, tecture would be recognized not merely as a set of individual substances but as a larger figure with implicit rhythm, form, motion, direction, and degrees of stability and instability. As in music, the primary phenomenon would be gesture. Tectural gestures would create their own space; they would not happen in space. They might be experienced not just spatially and visually but also in a quasi-temporal way that recognizes forces. As in musical tonality, tecture might rely on a narrative structure that exerts a pull on incompatible substances to bring them back to a state of rest. These various descriptions suggest that we rely on previous bodily experience to recognize what the tecture is doing.

Tecture as a Discipline

This description of "tecture" portrays a first moment of a discipline that is more basic than architecture.
 As a creation myth associated with early human experience, it is not part of recorded history but a separate, prehistoric origin. As an academic speculation, it could be stored away in a corner of architectural theory, filed under prehistory, phenomenology, or music-architecture parallels, where it might sit alongside other architectural creation myths and hypothetical exercises. Alternately, it could be germinated to imagine the discipline into which it might grow. Initially, this would require a bracketed setting where subtleties of tecture can be distinguished from a background of non-tecture. It would also require a receptive, fictional frame of mind in which fabricated words such as "tecture" are less irritating. As in Clifton's creation myth for music, such a setting would start not from a blank slate but amidst existing substances (and spaces)—perhaps a forest or a generic building interior. This setting would include not only objects but also human observers with senses, experiences, and memories.
 It would invoke early childhood experience and perhaps even animal experience.
The discipline of tecture might develop very slowly, starting with observation and recognition. To practice tecture beyond this initial stage, some parallels might be drawn from the discipline of music.
 A musician proceeds gradually by accepting a series of increasingly difficult challenges: listening, then performing, improvising, and perhaps composing. A "tecturan" might proceed gradually with an equivalent series of challenges that starts with observing and performing, rather than by jumping immediately to composing or designing.
 In tecture there is no rush to be productive or useful; as in music, the tectural engagement with substance (and space) starts as an engaging form of play that is done for its own sake as a simple human challenge rather than as an external problem to be solved. As in musical sounds (and silences), tectural substances (and spaces) are engaged directly, not through representational notation. Paper and graphic instruments might be used to make rubbings of texture and relief but not to make notational drawings. A tecturan might learn to play tecture on various instruments that modulate substances (and spaces). As the different timbral qualities produced by a musical instrument suggest different ways to play it, the different material qualities produced by a tectural instrument might do the same. Certain tectural performances might even "stir lascivious sensations in the loins." As in music, solo practice and performance would develop one's skill in tecture but collaborative improvisation might be even more enjoyable. Tectural composition, the most advanced activity, might begin with temporary bodily gestures in air or sand, rather than with permanent hand drawings on blank paper. At this stage, every bodily gesture is full-scale and every site is half-finished.

 Just as Merleau-Ponty had to steer a circuitous course through existing linguistic terms and categories, the fictional discipline of tecture might do the same if it branched out into the larger world. Along with selected examples from Adolf Loos and Andy Goldsworthy, it might invoke certain figures, actions, and projects from the history of craft, sculpture, and building—not just architecture. At all times, substance (and space) would be a precondition. To recognize allies, tecturans would rely largely on their embodied experience, rather than on abstract principles obtained vicariously from others. With its roots in phenomenology, alongside Clifton's intuitive recognition of music, tecture would be selective when adopting practices and examples from the history of architecture.
 This would draw a line between tecture and architecture. In turn, this might free architecture to focus on larger, less material, and more complex organizational projects. The current domain of architecture—from molecules, teapots, and chairs to buildings, cities, and regions—may have become too vast for one discipline, anyway. On the other hand, architects who believe in the tectural creation myth might formulate an alternate definition of architecture that is based largely on the human experience of substance (and space). Retroactively, this would enable them to have been architects since birth.

____________________
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� � ADDIN EN.CITE <EndNote><Cite><Author>Merleau-Ponty</Author><Year>1962</Year><RecNum>333</RecNum><Pages>140</Pages><record><rec-number>333</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">333</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Merleau-Ponty, Maurice</author></authors><subsidiary-authors><author>Colin Smith</author></subsidiary-authors></contributors><titles><title>Phenomenology of Perception</title></titles><keywords><keyword>philosophy</keyword><keyword>phenomenology</keyword><keyword>aesthetics</keyword><keyword>body</keyword><keyword>space</keyword></keywords><dates><year>1962</year></dates><pub-location>London</pub-location><publisher>Routledge &amp; Kegan Paul</publisher><label>SP</label><urls><related-urls><url>file://localhost/Users/Steve/Documents/McGILL/%20DISSERTATION/BOOK%20NOTES/Merleau-Ponty,%20Phen.%20of%20Percept </url></related-urls></urls></record></Cite></EndNote>�Maurice Merleau-Ponty, Phenomenology of Perception, trans. Colin Smith (London: Routledge & Kegan Paul, 1962), 140�; � ADDIN EN.CITE <EndNote><Cite><Author>Merleau-Ponty</Author><Year>1968</Year><RecNum>350</RecNum><Pages>152</Pages><record><rec-number>350</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">350</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Merleau-Ponty, Maurice</author></authors><subsidiary-authors><author>Lingis, Alphonso</author></subsidiary-authors></contributors><titles><title>The Visible and the Invisible; Followed by Working Notes</title></titles><keywords><keyword>phenomenology</keyword><keyword>philosophy</keyword><keyword>body</keyword></keywords><dates><year>1968</year></dates><pub-location>Evanston, IL</pub-location><publisher>Northwestern University Press</publisher><call-num>B 2430 M379 V513</call-num><label>SP</label><urls></urls></record></Cite></EndNote>�Maurice Merleau-Ponty, The Visible and the Invisible; Followed by Working Notes, trans. Alphonso Lingis (Evanston, Ill.: Northwestern University Press, 1968), 152�.


� Many publications in the nineteenth and twentieth centuries have claimed a direct alliance between music and architecture on the assumption that they are timeless disciplines with stable limits, or simply because an observer has noticed similar qualities in a pair of compositions. However, such claims must be qualified by the changing historical definitions of Western music and Western architecture (as well as by different premises and practices in non-Western cultures). Each discipline has its own history that includes variable memberships in larger epistemological classifications. Common grounds for music and architecture have theoretical and historical limits: They have included Pythagorean theory from the ancient era to the eighteenth century, synaesthesia in the nineteenth century, and the fine arts classification from the eighteenth century to the present.


� � ADDIN EN.CITE <EndNote><Cite><Author>Valéry</Author><Year>1956</Year><RecNum>59</RecNum><Pages>93–96</Pages><record><rec-number>59</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">59</key></foreign-keys><ref-type name="Book Section">5</ref-type><contributors><authors><author>Valéry, Paul</author></authors><secondary-authors><author>Mathews, Jackson</author></secondary-authors><subsidiary-authors><author>Stewart, William McCausland</author></subsidiary-authors></contributors><titles><title>Eupalinos, or The Architect</title><secondary-title>The Collected Works of Paul Valéry</secondary-title><tertiary-title>Collected Works of Paul Valéry</tertiary-title></titles><pages>65–150</pages><volume>4</volume><keywords><keyword>architecture and music</keyword></keywords><dates><year>1956</year></dates><pub-location>New York</pub-location><publisher>Pantheon Books</publisher><orig-pub>1921</orig-pub><call-num>PQ 2643 A26 A23 v.4</call-num><label>SP copy excerpt 82-101, 118-19, 174,178-87</label><urls><related-urls><url><style face="underline" font="default" size="100%">file://localhost/Users/Steve/Documents/McGILL/%20DISSERTATION/BOOK%20NOTES/Vale%CC%81ry,%20Eupalinos%20or%20The%20Arch&apos;t </style></url></related-urls></urls></record></Cite></EndNote>�Paul Valéry, "Eupalinos, or The Architect," trans. William McCausland Stewart, in The Collected Works of Paul Valéry, vol. 4, ed. Jackson Mathews (New York: Pantheon Books, 1956), 93–96�.


� � ADDIN EN.CITE <EndNote><Cite><Author>Nietzsche</Author><Year>1996</Year><RecNum>1144</RecNum><Pages>101</Pages><record><rec-number>1144</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">1144</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Nietzsche, Friedrich</author></authors><subsidiary-authors><author>Hollingdale, R. J.</author></subsidiary-authors></contributors><titles><title>Human, All Too Human</title></titles><keywords><keyword>philosophy</keyword><keyword>music</keyword><keyword>architecture</keyword></keywords><dates><year>1996</year></dates><pub-location>Cambridge</pub-location><publisher>Cambridge University Press</publisher><label>SP&#xD;McLennan</label><urls></urls></record></Cite></EndNote>�Friedrich Nietzsche, Human, All Too Human, trans. R. J. Hollingdale (Cambridge: Cambridge University Press, 1996), 101�.


� � ADDIN EN.CITE <EndNote><Cite><Author>Pevsner</Author><Year>1960</Year><RecNum>128</RecNum><Pages>7</Pages><record><rec-number>128</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">128</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Pevsner, Nikolaus</author></authors></contributors><titles><title>An Outline of European Architecture</title><short-title>Outline of European Architecture</short-title></titles><edition>6th</edition><keywords><keyword>architecture</keyword><keyword>history</keyword><keyword>definition</keyword></keywords><dates><year>1960</year></dates><pub-location>Harmondsworth, U.K.</pub-location><publisher>Penguin Books</publisher><label>SP copy excerpt</label><urls></urls></record></Cite></EndNote>�Nikolaus Pevsner, An Outline of European Architecture, 6th ed. (Harmondsworth, U.K.: Penguin Books, 1960), 7�. Pevsner does not elaborate on this brief philosophical statement but elsewhere his description of Lincoln Cathedral (including its minor deficiencies) cites all of these architectural attributes. See � ADDIN EN.CITE <EndNote><Cite><Author>Pevsner</Author><Year>1989</Year><RecNum>1145</RecNum><Pages>444–71</Pages><record><rec-number>1145</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">1145</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Pevsner, Nikolaus</author><author>Harris, John</author><author>Antram, Nicholas</author></authors></contributors><titles><title>Lincolnshire</title><secondary-title>The Buildings of England</secondary-title></titles><edition>2d</edition><keywords><keyword>architecture</keyword><keyword>England</keyword></keywords><dates><year>1989</year></dates><pub-location>London</pub-location><publisher>Penguin</publisher><label>CCA</label><urls></urls></record></Cite></EndNote>�Nikolaus Pevsner, John Harris, and Nicholas Antram, Lincolnshire, 2d ed., The Buildings of England (London: Penguin, 1989), 444–71�.


� � ADDIN EN.CITE <EndNote><Cite ExcludeAuth="1"><Year>1989</Year><RecNum>986</RecNum><record><rec-number>986</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">986</key></foreign-keys><ref-type name="Book">6</ref-type><contributors></contributors><titles><title>Oxford English Dictionary</title></titles><num-vols>20</num-vols><edition>2d</edition><keywords><keyword>dictionary</keyword></keywords><dates><year>1989</year></dates><pub-location>Oxford</pub-location><publisher>Clarendon Press</publisher><label>McGill access</label><urls></urls><research-notes>http://dictionary.oed.com/</research-notes></record></Cite></EndNote>�Oxford English Dictionary, 2d ed. (Oxford: Clarendon Press, 1989)�, s.v. "architecture."


� � ADDIN EN.CITE <EndNote><Cite><Author>Weatherhead</Author><Year>1941</Year><RecNum>130</RecNum><Pages>24</Pages><record><rec-number>130</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">130</key></foreign-keys><ref-type name="Thesis">32</ref-type><contributors><authors><author>Weatherhead, Arthur Clason</author></authors></contributors><titles><title>The History of Collegiate Education in Architecture in the United States</title></titles><pages>259</pages><keywords><keyword>architecture</keyword><keyword>education</keyword><keyword>history</keyword><keyword>United States</keyword><keyword>19th century</keyword><keyword>20th century</keyword></keywords><dates><year>1941</year></dates><pub-location>New York</pub-location><publisher>Columbia University</publisher><call-num>NA 2105 W4</call-num><label>Blackader</label><work-type>PhD diss.</work-type><urls><related-urls><url><style face="underline" font="default" size="100%">file://localhost/Users/Steve/Documents/McGILL/%20DISSERTATION/BOOK%20NOTES/Weatherhead,%20History%20of%20Educ&apos;n </style></url></related-urls></urls></record></Cite></EndNote>�Arthur Clason Weatherhead, "The History of Collegiate Education in Architecture in the United States" (PhD diss., Columbia University, 1941), 24�.


� In Latin, "architectus" first appeared in plays by Plautus (254–184 B.C.). "Architectura" first appeared in Cicero, On Duties, 1.42.151 (46–43 B.C.). Perseus Digital Library Project, ed. Gregory R. Crane (Tufts University, 2006), http://www.perseus.tufts.edu, s.v. "architectus," "architectura." 


� In Greek, "architektonia" first appeared in the second century A.D. � ADDIN EN.CITE <EndNote><Cite><Author>Liddell</Author><Year>1996</Year><RecNum>843</RecNum><record><rec-number>843</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">843</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Liddell, Henry George</author><author>Scott, Robert</author><author>Jones, Henry Stuart</author></authors></contributors><titles><title>A Greek-English Lexicon</title></titles><edition>9th</edition><keywords><keyword>dictionary</keyword></keywords><dates><year>1996</year></dates><pub-location>Oxford</pub-location><publisher>Clarendon Press</publisher><label>CCA - REF</label><urls></urls></record></Cite></EndNote>�Henry George Liddell, Robert Scott, and Henry Stuart Jones, A Greek-English Lexicon, 9th ed. (Oxford: Clarendon Press, 1996)�, s.v. "architektonia." 


� � ADDIN EN.CITE <EndNote><Cite><Author>Merleau-Ponty</Author><Year>1964</Year><RecNum>334</RecNum><Pages>180</Pages><record><rec-number>334</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">334</key></foreign-keys><ref-type name="Book Section">5</ref-type><contributors><authors><author>Merleau-Ponty, Maurice</author></authors></contributors><titles><title>Eye and Mind</title><secondary-title>The Primacy of Perception</secondary-title><short-title>Primacy of Perception</short-title></titles><pages>159–90</pages><keywords><keyword>philosophy</keyword><keyword>phenomenology</keyword><keyword>aesthetics</keyword><keyword>space</keyword></keywords><dates><year>1964</year></dates><pub-location>Evanston, Ill.</pub-location><publisher>Northwestern University Press</publisher><label>SP</label><urls><related-urls><url><style face="underline" font="default" size="100%">file://localhost/Users/Steve/Documents/McGILL/%20DISSERTATION/BOOK%20NOTES/Merleau-Ponty,%20Primacy%20of%20Perc. </style></url></related-urls></urls></record></Cite></EndNote>�Maurice Merleau-Ponty, "Eye and Mind," in The Primacy of Perception (Evanston, Ill.: Northwestern University Press, 1964), 180�. The same argument is made in � ADDIN EN.CITE <EndNote><Cite><Author>Merleau-Ponty</Author><Year>1962</Year><RecNum>333</RecNum><Pages>254–57</Pages><record><rec-number>333</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">333</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Merleau-Ponty, Maurice</author></authors><subsidiary-authors><author>Colin Smith</author></subsidiary-authors></contributors><titles><title>Phenomenology of Perception</title></titles><keywords><keyword>philosophy</keyword><keyword>phenomenology</keyword><keyword>aesthetics</keyword><keyword>body</keyword><keyword>space</keyword></keywords><dates><year>1962</year></dates><pub-location>London</pub-location><publisher>Routledge &amp; Kegan Paul</publisher><label>SP</label><urls><related-urls><url>file://localhost/Users/Steve/Documents/McGILL/%20DISSERTATION/BOOK%20NOTES/Merleau-Ponty,%20Phen.%20of%20Percept </url></related-urls></urls></record></Cite></EndNote>�Merleau-Ponty, Phenomenology of Perception, 254–57�, 267.


� R. Murray Schafer has composed and performed music for natural settings, described in � ADDIN EN.CITE <EndNote><Cite><Author>Schafer</Author><Year>1991</Year><RecNum>834</RecNum><record><rec-number>834</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">834</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Schafer, R. Murray</author></authors></contributors><titles><title>Patria and the Theatre of Confluence</title></titles><keywords><keyword>music</keyword><keyword>acoustics</keyword><keyword>architecture and music</keyword><keyword>Canada</keyword></keywords><dates><year>1991</year></dates><pub-location>Indian River, ON</pub-location><publisher>Arcana Editions</publisher><label>ILL - National Library of Canada</label><urls></urls></record></Cite></EndNote>�R. Murray Schafer, Patria and the Theatre of Confluence (Indian River, Ontario: Arcana Editions, 1991)�.


� "Tecture" is an obscure word for 'canopy' or 'roof', from Latin tectura 'a covering', used only in the seventeenth century. � ADDIN EN.CITE <EndNote><Cite ExcludeAuth="1"><Year>1989</Year><RecNum>986</RecNum><record><rec-number>986</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">986</key></foreign-keys><ref-type name="Book">6</ref-type><contributors></contributors><titles><title>Oxford English Dictionary</title></titles><num-vols>20</num-vols><edition>2d</edition><keywords><keyword>dictionary</keyword></keywords><dates><year>1989</year></dates><pub-location>Oxford</pub-location><publisher>Clarendon Press</publisher><label>McGill access</label><urls></urls><research-notes>http://dictionary.oed.com/</research-notes></record></Cite></EndNote>�Oxford English Dictionary,  �s.v. "tecture." Of the 1,470,000 hits for "tecture" on Google, most seem to be merely the last half of the hyphenated word "archi-tecture," but there are also novel hybrids such as "eco-tecture" and "nano-tecture." 


� � ADDIN EN.CITE <EndNote><Cite><Author>Loos</Author><Year>1985</Year><RecNum>1201</RecNum><Pages>108</Pages><record><rec-number>1201</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">1201</key></foreign-keys><ref-type name="Book Section">5</ref-type><contributors><authors><author>Loos, Adolf</author></authors></contributors><titles><title>Architecture</title><secondary-title>The Architecture of Adolf Loos</secondary-title></titles><keywords><keyword>Loos</keyword><keyword>architecture</keyword></keywords><dates><year>1985</year></dates><pub-location>London</pub-location><publisher>Arts Council of Great Britain</publisher><label>SP</label><urls></urls></record></Cite></EndNote>�Adolf Loos, "Architecture," in The Architecture of Adolf Loos (London: Arts Council of Great Britain, 1985), 108�.


� � ADDIN EN.CITE <EndNote><Cite><Author>Friedman</Author><Year>2004</Year><RecNum>1136</RecNum><Pages>13</Pages><record><rec-number>1136</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">1136</key></foreign-keys><ref-type name="Edited Book">28</ref-type><contributors><authors><author>Friedman, Terry</author><author>Goldsworthy, Andy</author></authors></contributors><titles><title>Hand to Earth: Andy Goldsworthy: Sculpture 1976–1990</title><short-title>Hand to Earth</short-title></titles><keywords><keyword>art</keyword><keyword>sculpture</keyword></keywords><dates><year>2004</year></dates><pub-location>New York</pub-location><publisher>Harry N. Abrams</publisher><call-num>N44 G6245 G65 2004</call-num><label>CCA</label><urls></urls></record></Cite></EndNote>�Terry Friedman and Andy Goldsworthy, eds., Hand to Earth: Andy Goldsworthy: Sculpture 1976–1990 (New York: Harry N. Abrams, 2004), 13�, 140. 


� It would be more basic than the primitive hut described in � ADDIN EN.CITE <EndNote><Cite><Author>Laugier</Author><Year>1977</Year><RecNum>1153</RecNum><Pages>11–12</Pages><record><rec-number>1153</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">1153</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Laugier, Marc-Antoine</author></authors><subsidiary-authors><author>Herrmann, Wolfgang</author><author>Herrmann, Anni</author></subsidiary-authors></contributors><titles><title>An Essay on Architecture</title><short-title>Essay on Architecture</short-title></titles><keywords><keyword>architecture</keyword><keyword>18th century</keyword><keyword>France</keyword><keyword>Enlightenment</keyword><keyword>fine arts</keyword></keywords><dates><year>1977</year></dates><pub-location>Los Angeles</pub-location><publisher>Hennessey &amp; Ingalls</publisher><orig-pub>1753</orig-pub><label>SP</label><urls></urls></record></Cite></EndNote>�Marc-Antoine Laugier, An Essay on Architecture, trans. Wolfgang Herrmann and Anni Herrmann (Los Angeles: Hennessey & Ingalls, 1977), 11–12�.


� This exercise is less constrained than what the individual senses of Condillac's statue experience in � ADDIN EN.CITE <EndNote><Cite><Author>Condillac</Author><Year>1982</Year><RecNum>779</RecNum><record><rec-number>779</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">779</key></foreign-keys><ref-type name="Book in a Book">41</ref-type><contributors><authors><author>Condillac, Etienne Bonnot de</author></authors><subsidiary-authors><author>Philip, Franklin</author></subsidiary-authors></contributors><titles><title>A Treatise on the Sensations</title><secondary-title>Philosophical Writings of Etienne Bonnot, Abbé de Condillac</secondary-title><short-title>Treatise on the Sensations</short-title></titles><pages>155–339</pages><keywords><keyword>philosophy</keyword><keyword>aesthetics</keyword><keyword>18th century</keyword><keyword>sensationalism</keyword><keyword>observation</keyword><keyword>France</keyword></keywords><dates><year>1982</year></dates><pub-location>Hillsdale, N.J.</pub-location><publisher>Lawrence Erlbaum Associates</publisher><orig-pub><style face="italic" font="default" size="100%">Oeuvres philosophiques de Condillac</style><style face="normal" font="default" size="100%">, ed. Georges le Roy (Paris: Presses Universitaires de France, 1948);&#xD;Treatise on Systems (1746)&#xD;Treatise on Sensations (1754)&#xD;Logic (1792)</style></orig-pub><call-num>B 1982 E5 1982</call-num><label>McLennan</label><urls></urls></record></Cite></EndNote>�Etienne Bonnot de Condillac, A Treatise on the Sensations, trans. Franklin Philip, in Philosophical Writings of Etienne Bonnot, Abbé de Condillac (Hillsdale, N.J.: Lawrence Erlbaum Associates, 1982)�, 155–339.


� Although the discipline of music offers certain lessons, it cannot be regarded as an ideal for the fictional discipline of tecture to emulate. Since the early nineteenth century, music has departed considerably from the direct worldly engagement that Merleau-Ponty describes, due to the advent of the "work" concept that separated, redefined, and reorganized elements of practice, including composers, notations, performers, performances, and listeners. See � ADDIN EN.CITE <EndNote><Cite><Author>Goehr</Author><Year>1992</Year><RecNum>231</RecNum><record><rec-number>231</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">231</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Goehr, Lydia</author></authors></contributors><titles><title>The Imaginary Museum of Musical Works: An Essay in the Philosophy of Music</title><short-title>Imaginary Museum of Musical Works</short-title></titles><pages>314 p.</pages><keywords><keyword>work</keyword><keyword>music</keyword><keyword>history</keyword><keyword>18th century</keyword><keyword>19th century</keyword><keyword>20th century</keyword></keywords><dates><year>1992</year></dates><pub-location>Oxford</pub-location><publisher>Clarendon Press</publisher><call-num>ML 3800 G576 1992</call-num><label>SP</label><urls><related-urls><url><style face="underline" font="default" size="100%">file://localhost/Users/Steve/Documents/McGILL/%20DISSERTATION/BOOK%20NOTES/Goehr,%20Imaginary%20Museum </style></url></related-urls></urls></record></Cite></EndNote>�Goehr, Imaginary Museum of Musical Works�, chap. 7, 8. 


� "When music teachers teach their students, they don't teach them composition by having them compose. Instead, they have them listen to music. In architecture schools very few people listen to the music, as it were. They're thrown right in and asked to design. The real problem with architecture is that students who know very little about design are asked immediately to design buildings. They form habits about what design should be without even knowing what the possibilities are …" Peter Eisenman, quoted in � ADDIN EN.CITE <EndNote><Cite><Author>Anthony</Author><Year>1991</Year><RecNum>144</RecNum><Pages>182</Pages><record><rec-number>144</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">144</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Anthony, Kathryn</author></authors></contributors><titles><title>Design Juries on Trial: The Renaissance of the Design Studio</title><short-title>Design Juries on Trial</short-title></titles><pages>257</pages><keywords><keyword>architecture</keyword><keyword>design</keyword><keyword>education</keyword><keyword>criticism</keyword><keyword>Clifton analogy</keyword></keywords><dates><year>1991</year></dates><pub-location>New York</pub-location><publisher>Van Nostrand Reinhold</publisher><call-num>NA 2750 A64 1991</call-num><label>ILL - Concordia</label><urls><related-urls><url><style face="underline" font="default" size="100%">file://localhost/Users/Steve/Documents/McGILL/%20DISSERTATION/BOOK%20NOTES/Anthony,%20Design%20Juries%20on%20Trial </style></url></related-urls></urls></record></Cite></EndNote>�Kathryn Anthony, Design Juries on Trial: The Renaissance of the Design Studio (New York: Van Nostrand Reinhold, 1991), 182�.


� Adolf Loos offers a precedent for thinking of a site as inherently half-finished. See � ADDIN EN.CITE <EndNote><Cite><Author>Leatherbarrow</Author><Year>1993</Year><RecNum>1222</RecNum><Pages>56–59</Pages><record><rec-number>1222</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">1222</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Leatherbarrow, David</author></authors></contributors><titles><title>The Roots of Architectural Invention: Site, Enclosure, Materials</title></titles><keywords><keyword>architecture</keyword></keywords><dates><year>1993</year></dates><pub-location>Cambridge</pub-location><publisher>Cambridge University Press</publisher><label>SP photocopy</label><urls></urls></record></Cite></EndNote>�David Leatherbarrow, The Roots of Architectural Invention: Site, Enclosure, Materials (Cambridge: Cambridge University Press, 1993), 56–59�.


� Attempts to translate musical form into architectural form usually trivialize both disciplines by framing the exercise in a highly reductive way and by relying on graphic representations rather than sound and substance. For examples, see � ADDIN EN.CITE <EndNote><Cite><Author>Martin</Author><Year>1994</Year><RecNum>47</RecNum><record><rec-number>47</rec-number><foreign-keys><key app="EN" db-id="tetz2rz02a55d4ff2xgvsf58ttt25dzdffft">47</key></foreign-keys><ref-type name="Edited Book">28</ref-type><contributors><authors><author>Martin, Elizabeth</author></authors></contributors><titles><title>Architecture as a Translation of Music</title></titles><keywords><keyword>architecture</keyword><keyword>architecture and music</keyword></keywords><dates><year>1994</year></dates><pub-location>New York</pub-location><publisher>Princeton Architectural Press</publisher><label>SP</label><urls></urls></record></Cite></EndNote>�Elizabeth Martin, ed., Architecture as a Translation of Music (New York: Princeton Architectural Press, 1994)�. Still, a lesson might be learned from the fact that students who land in architecture school recognize a void in the discipline and hope to fill it by invoking their musical experiences.





Parcell – Architects Since Birth – 16 July 2007
1
Parcell – Architects Since Birth – 16 July 2007
3

