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Robert Venturi (1925, one of Mies’s most famous critics, recognized
of 1978inwhich
mpared it to a McDonald’s restaurant 39 Long interested in
the flows and exchanges between high and low art, Venturi turned
10 Mies to remind ourselves that Modern architecture went to the
industrial vernacular for inspiration and for its forms’. For Venturi,
a “factory” by Mies is vernacular art enhanced as fine art, while a
McDonald's on the Stripis folk art derived from fine art’ The Golden
Arches’ he noted, were appropriated from high examples of modern
ture such s the Palace of the Soviets project for Moscow
1830) by Le Corbusier 400 or, closer to home, the St Louis Arch
19478, 195-64) by Eero Saarinen (1910-1961), both of which n turn
were based on the new industrial vernacular of engineering works
such as Eugéne Freysinnet’s concrete airship hangars at Orly (1976
Venturi characterized Mies's ‘almost classical orders’ as an ‘artful
contortion’of b f
‘almost as pilasters, to symbolize industrial process
and pure order and yet o conform 0 acceptable standards of fire
protection for non industrial buildings' 3

factory’ appli

Notwithstanding Venturi’s insight, neither ‘enhancement’ nor
tion’ are sufficient terms to describe Mies’s work in relation to the
vernacular, As we have seen before, he took up - pet could

reflexive. By making manifest and legible the inner logic
Structions - their geometric, mathematical and technical logi
Sought to bring technology to completion as art; or, to speak once
more in the language of Karl BGtticher, to bring technical form to
completion as art form. For Mies, suchart forms were hallmarks ofthe
organic. He believed that when the great form of an historical epoch

ina Janus-like gesture, the opening of the next. This was the deeper
meaning of Mies® P
dition for the variable ground plan. It was, he implied, only with the
variable ground plan that new life forms could actualize themselves
and usher in an architecture not yet envisioned in the present.

Mies's approach to developing, refining and expressing stru
spatial types that were generated first in the industrial vernacular

elevating bauen into Baukunst - was indebted to histories of archi
tecture that emphasized the dependence of historical styles upon
the systems of enclosure characteristic of their age. From Batticher
10 Alois Riegl to Sigfried Giedion (each of whom Mies read), the ar
chitecture of earlier epochs was defined in terms of its unique. fully
integrated system of construction ~thatis, in terms of its manner of
roof covering and enclosure, whi d

say appropriated - the emerging structural types of his time such as
the high-rise skyscraper and transformed them through elemental

rification into prismatic technical forms emptied of everything ex
traneous, purified and subtly recast as art. This process, which was
intended to make ma d tions

the building, employed a pallet of rich materials (woods, marbles
and glass) and enriched surfaces (painted steel, polished stone). In
fmiar fashion, Mies ook up the long-span indusirial shed and trans

sebistheds of several projects into what he called a clea
et Hall project of 1941-2, the Cantor Drive-In
not Il of 1950-6, These constructions
ot only integral or autonomous in themselves but also self

construction’: the Conc
Restaurant of 1945,
were

s of its time and beca
structural-spatial type. Writing in the 1840s, Batticher, for instance
suggested that the essence of a style was given through tha system
that articulated the covering of space into parts o structural u
The Hellenic style was based on a pos
tior

ele

andHlintel system of construc
. executed first in wood and then in stone, requiring massive
nents, short spans and restricted floor plans, whereas the 83
od on a system of curved

silicas and baths of ancient Rome were ba
Masonry vaults. By contrast, the Gothic style employed the po/t%
oi limitations and

arch, allowing masonry structures to escape the -
dente:

produce wide spans, extraordinary heights and unprecedss
transparency. Botticher maintained that, just asthese styles ad deoe
o to harness the potential

intheir own times, any new style would hav

e late nineteenth century, that
tfound in nature.

meantiron, a synthetic materiai n

 many proponents of modern architecture, technical forms and
constructive systems were a function of evolutionary selection, devel
opmentan jon. suggestedthat
only through a process of ew
buildings perfectet
o the insertion of an iron frame by Henri Labrouste
in Paris of 1842-50as
4 freely in a space without
atized the use of such free:
imino houses of 1914-15. His
st villas of the 1920s demon.
Iy for plastic expression withina
dion argued, for a new, generic architecture
o rebuild own efforts, in his work of
0 gh his early projects for IIT, sought to develop a
ncrete; first with columns,

ntire cities. Mies

i steel, rather than

and then with expressed frames.

e Batticher, Giedion mined the history of architecture to plot the
u oey of ts typological development. According to him, the curtain

Jildings and anding with the studio wing of the Bauhaus
111928 He similarly racked the development of clear-span
tarting with the use ofironin the roof trusses oflate eigh-
ity theatres such as the Theatre Francais of 1766 by Victor
s 17211800} Ha showed how theiron roof became exposed and
e Francois Lsonard Fontaine (1762-1853) 415. The structure be-
e lahter as engineers learned to exploit the tensile strength of
o e the entrance hall of the Gare e Nord of 1862 by Jean:
o théiémy Camille Polonceau (1813-1859),and was extended tothe

1 Dessau

structures
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e Hall of 182¢ by Ma
-1856) and later in Les Halles of 1853 by Victor Baltard
(1805-1874). Focusing on these Parisian examples, Giedion did not
hereinclude the Crystal Palace in London's Hyde Park of 1851 by Joseph
Paxton (1803-1865), but he gave it due place in other writings.* The
tendency towards a complete constructive system in iron and glass
rger and more publicly significant structures devel
oped in the mid-to late nineteenth century, such s train stations, de.
partment stores and exhibition buildings. The Galerie des Machines
i Paris of 1878 by Henri de Dion (1826-1878) was the firstto carry all
the forces of the system into the foundations without tie rods. This
T the enormous G
0f 18878 by Charles Louis Ferdinand Dutert (1845-1910) 415, Encor
passing a space 115 metres by 420 metres (380 feet by 1,380 feet) and
metres (150 feet) high, Gie tiess space ‘an un-
precedented conquest of mat

ground with

An eariier historian, Alfred Gotthoid Meyer (1220-1998), also alluded

ing ) Mies undertook
two hypothetical projects that explored different formal and spatial

paradig
a Small City (1340-3) and the Concert Hall. The museum was an ex.

Pavilion at the Brussels Exposition (1934-5), contained within a rect.
angular precinct that in turn contained garden courtyards as well as
figural rooms. 404, 405 It was a conceptual project that grew out of
George Danforth's student thesis at IIT (1940-3) and was developed
for a specialissue of Architectural Forum on ‘New Buildings of 194X,
published in May 1843 402. The accompanying text describes the

/. desire to erase the barrier between the art work and the living com-

* munity play of sculpture’ and
its interior eq

now achievable with the modern structural type of the steel frame.
Flexibility would become the raison d'etre and hallmark of Mies's

Galerie des Machines, Crystal Palace and the Eiffel Tower (1889 intro,
duced not only & new scale but also a new atmospheric spatiaity and
anew steely beauty” Phyliis Lambert noted that y of
ph ofthe Galerie des o
Mies Collection of the University Archives of IIT, mounted on boarg
with grommet holes, which suggests it was used for teaching. She
Jescribes this a5 ‘an indication of the powerful alliance of space and
st in [Mi nd" and. e Fourry
Hall o his Minerals and Metals Building of 1941-3 and Concert Haj|
project.If the Minerals and Metals Building was Mies's firs effort 1o
express sructurein America, it was also his fistclar-span builcing
the AEG Turine Factoy backin 1505-10.417 s st g s
construction’ of 1924 was ilustrated with a contemporary industrgl
shed by Behrens of 1910 a5 well as a barn by Hugo Haring of 1994 &
that used modern laminated wood* -

n enlarged
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Mies also developed fis interest in the long-span industrial shed as

fragment
h . for
running above the roof plane support the shaped acoustic ceiling
within 407, M the long-span structure, h

in designing the Concert Hall,

Incorming to America, Mies must have been struck by the prevalence
oflong-span light-weight steel structures, He must have recognized

that he himself had helped promote in the early 1920s. Already a
popular form of industrial construction prior to America’s entry into
:Ivor 1d War |, the long-span shed with its the uninterrupted floor area
Socame the standard for manufacturing irplanes for the war effort.
SFsin material and lsbour were appreciated, as were the virues

velding. Articles in architectural journals tréated the design of

scribe*

factories as more than

‘America Lives by Steef’ declared

fon into focus the usedto

one advertisement for the Youngstown Sheet and Tube Company of
o 1938 issue of Pr Another
ad, for the Bethlehem Steel Company, in the March 1940 issue of

o o
transform the shed from ‘a given into a work of Baukunst.

i d
Indianapolis, Indiana (1945-8),

| as
publications emphasized the freedom and flexibility in use afforded

the i building o
i

bylong-span, bsteel
manufacturing plants.

tudent L

p
then again in the Museur for a Smail City ~ Mies now made it the
central idea for the project commissioned by Joseph Cantor, a suc-
busi 2 propr and art col

pavilion through his teaching at IIT. In 1342 he suggested to a stu
dent, thathe find

large space, perhaps an industrial structure, and then transform it
into a concert hall for 3,000 people by hanging acoustic partitions.
Campagna worked with an interior image of the Glenn L Martin Air-
craft Assembly Building in Middle River, Baltimore, Maryland. Built
around 1938 by Albert Kahn (1869-1942), the structure had appeared
injournal ‘

tect, which Mi e

cessful P
lector.

over the design, which was never realized. Cantor had initially ap-
proached Mies to design a bowling alley and also commissioned a
house design from him, which remained unbuilt, of which there are

plane hung from the battom of two long trusses and concealing its
own structure within, aven though that structure is integral to the
Stabilty of the trusses above it. The roof plane forms the ceiling of
e time as it extends beyond the glass box to

proje

the interior at the s

image of 1 d cok
la dthus

making a room within the otherwise undivided interior space.” The
i and

collaborators and held the germ of all the clear-span pavilions that
M  fromthe Cant ctto Crown

Hall,th

N

408 Wals of
taurant:low and intermediate wals for seating areas, and full-height
walls for portions of the kitchen. The chairs Mies imagined were his
own MR10 cantilevered chairs, designed in 1927.

Towerabody sh. Mies's proj-

(1957-61), %

re (1963-9) and New National Gallery in Berlin (1962-8). Mies's own

version of the photocollage 407, mare than 1.5 metres (5 feet) l0ng,

Placed a grey plane on the floor to mark the audience area, hung &

“hite acoustc plane above it and wrapped it with a combindtion &
raight

the scientifc iterature in his library. The drama of the gesture was
tre

dinally rather than across the shorter span, which would have been

more conventional and economical. As a result, the trusses are he-

s forearound Mies placed a sculpture of a seated figuro by Arstdo
Maillol (1861-1944), which was later replaced with one of an Egyp

{mage that would have been striking from the highway 408 Cantor
had alled for a strong identity from the road. Moreover, the trusses
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are constructed from rolled H-sections using the new technique of
n bolting.

of an all-glass living room, developed for the Hubbe House (1935) and
Urich Lange House (1935), 10 the house as a whole. Like the Resor
House (1937-43)

ig
Jightinto the interior through skylights, Mies never used them, prefer-

now with g\ass as the sole enclosing material extending the pan-
419, 422.

eight H-shaped, wid the

roofandfloor,

of cantilevering the horizontal planes, an issue which was ultimately
ecting

shantung fabic they enablethe inteior t be etirly open o en

providing bot Acompact

. served

parent, puttingits interior ife on pubiic display, whereas from inside,
it provided expansive panoramic views in all directions. As the night
view of the model emphasizes, the openness to which Mies aspired
was extreme. Largly unprecederted inthe industra vernacular -
although the garage doors of the L Martin Aircraft Assembly

% trospec-

tive 421, C
March 1951, the same year the apartment towers of 860-880 Lake

Building did e Mies's con
mbmvoi 10 the emerping vemaciarof the Strip. As Liane Lefaivre hE\p, Mwes Ieft behind the brick expression of the I campus to de
slongside  wlop th arhitactur of seel and glossthat came 10 define his later
structure.*
t ( 1847, C m
vemaculars  Mies set the modern yet rustic pavilion paralel to the banks of the

at the centre. Initially conceived as a bolted frame with a concrete
floor and terrace and a core of plywood and gypsum plaster, the
house became  during the final stage of design - a welded-steel
structure with a floor of Roman travertine and a core clad in primav.

erawood 420, 423, 424. In order to keep the heavy floor from deflect-
* He later
recalled, The roof and the floor edge channels are the same weight
They're very heavy, called car building channels, and the window
mullions, that centre division between two columns was actually a
siructural member tying the two together, 5o tha the weight afthe
i

Eve
barstock framing the large sheets of glass was wolded to the wide

, kitchen

cabinetry,

it a different material character and maintaining a space between it

and the ceiling, Mies encouraged the perception of the interior as a

single space. Through the asymmetrical | dgositon of the core he
the

dit

ning iog,beckoom, icherl and encournged e o

e Barcelona Pavilion, the floor is paved in travertine and the steel

ol aasambles of banetock with raves!fonts that

articulate the simuitanecus separation and co-joining of discrete,

autonomous parts £34. Uniike the Barcelona Pavilion, however, the

ike the structure as a whole - are not clad in chromium but
producing

for their exuberant signage and contribution to commercial image.*

RiverFoxon

425, 427, By placing the steel columns on the exterion lmm ofthe

trut, aspect
achieve

s Plaines,
llinois in 1955, it featured extensive glazing on three sides, shielded

forwards of the glas: h w
n promibancs 1 the Imageof the bulding, otwithetanding ho

m two structural

With the Farnsworth House of 1845-51, Mies married the tectonic

language developed through the II buikdings with the ides of the

uniary spaceof e e span pvion insugurted by te cW ert
v the Cantor D

meating Miss t a inner party on Chicagd Nord e s Loon

nmﬂllﬂ
ted

ing the visual priority o the steel frame. Since the site is locat
within & lood plain, Mies extended the stoel membors o form stls:
which raise the floor 1.6 metres (5 feet 3 inches) above the grou
Lite dic he know that storm water created by subsequent deveIoP.
ment along the river would, by the ltetwenieth conury push i

out:
Beginning in

side Plano, about 2 one hour drive west of the city 425
jfoss, y Buiding and

19405, wauhslnndmﬂ
: joral 00C3

sions, requiring extensive restoration.
a0fd
'D‘uvmg the irst phase of design, Mies quickly developed the ld‘z.,,amd

years later, Hos afoy
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ably the
in the 100f and floor plates while others were exposed notablY

the formal and spatial simplicity that Mies desired, as well as the
articulation of elements and assembly. The specifications prepared
by the office demanded a new level of precision workmanship. The

& Two
full-neight panels of glass open at the comers by the entrance, like

air at the apposite end.

taskof

tionof ; Femibeh
using plumb bobs was vory sow and unsatsfacory, o Gadamith o architecture at T SR Crown Hall 1950-8) which bcameis st
v were ale of space, or great

fixed and welded i place."

L Insitutaforosign. founded byiscalleaguo Lszis Mohaly-Nagy, it
Arriving along a path parallel o the fiver,visitors first
oblaily ough th roes and tenataTgh anle s che 0 con 1 s to e s o Sl it and he Germa:

Paviion fo

approachit.
O o poreh which fameatha by a i wall o a wer band ofbick A4, The frst crawing, apor
view of the landscape on three sides 395, 425-432. Large panes

of floor-to-celling glass form the enclosing membran of the house

ing that uses the language developed for the campus, although
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There were
offers ‘one

side by open studios usi
s. Just beyond the free
o the lower level, which
office

supporte

ince, the multipurpose space
sideandistypicallyused

Peter Carter, who worked with
out that within the single
of all stages of the curriculum and could.

participate full within i

In an interview of 1958, M

s explained that the variable ground plan

free ground plan.” Elsewhere he

construction we have achieved’ Bt
whyexacﬂyv\zic\zruy Soimportant? And what i

i ittake to achieve

Unfolding Structure

dented degree

it? Unfortunately, Mies himself never provided a direct answer; nor

can his design practices be distilled into a single, simple or clear re.
sponse. Certinly we could sy tht the expression of structuro was
dientof clear.

the ends of the building, accentuating the impression that e gass

5 Instead of the five structural bays of the original scheme. there

than onthe

a larger bays, each into six minor

plicated spatial organ.
ahuge column-free hall of steel and coloured
glass or to express it differntly, to o
inside such ahall. ™ Tocreat

Hesection coluenna inograted nto the perimeter envelop. Using a
clear-span structure was surely also important for achieving a free
ground plan, although a clear construction could be attained with
other structural types as well, such as the high-rise skeleton and the

rise repeated frame. Judging from the buildings, clear construc.

ndence upon a material system of construction. A clear

C-channel around the perimeter of the concrete floar; they protrude
from the outer surface to create shadow and profile, just as do the
Ibeams on the curtain wall
dows, these bays are further divided into two. A broad platform hov

H

House. Inside, an acoustic ceiling is hung tightto the underside of the.
r00f structure and fill the box to the perimeter glass wall, where itis
revealed as a hovering plane. Lighting strips and ventilators are

type or system, both in tself (as an individuated and separated ele
ment) and in its relationship to other elements (as part of a larger
whole). Sharp outlines, smooth surfaces, precise lines, elemental
geomery, hamoric progortionsand rovel onts il conriout (o
produce ot only the fact ofcea

The flooris terrazzo
with white and dark grey stones. Stairs o open holos to the avel
below, their railings reduced to tiny steel sections sothat they almost
disappear. Two ventilation shafts and utiity chases run from floor to
ceiling; they are finished in white plaster so s to be distinct from the

welL It was in thissense thet thos whotaught with Mies saw the di
wlmvahma’C«uwnH i

piers.
i

ment of the ideas that are being taugh

Invited around 1952 to participate in a compatition for a new building
for the National Theatra in Mannhaim, Germany, Mies producad

in the Cantor Drive-In,

girders 1.9 metres (6 feet 3 inches) deap, the surfaces of which have
&n elemental geometry av flanges and webs simila to the H-section
columns, thereby enabin

for more functionally determined rooms.? The program sought
c 4 this

his was aresuit of the factthat, as M ned,
cSimsces et o
j auditorium juts out from its concrete
The twotheatres -oneateither

i the main floor lfted above the ground,
of green marble that extend beyond the building, the main auditorium
mes a stage visiole utsice. The exoskeleton once
s, which are 8 metres (26 feet deepand run
the building. The fly tower protrudes
ctlockandiabarlyvistiefromthe
a £ 1947 show a
mmmmgmmmg
a graceful arc
e el

diagonal rake of the seating c:
direction as a countes

interior, the spirt of the builcin
albeit within a recessive architecture. When the client extended the
competition into a secend stage icipate further.

Mies declined to par

Allo " din this chapter

opedfor y and vert
52z 2003,

igency of making a quick model with sold srips of cardboard
forthe Vuneester e plate girdrs.  These supre:
maist bents appear less heroic than those of the Cantor Drive-Inand
fun across the shorter dimension of the building. There are none at

I planes 439, Joseph Fui

free areas and small rooms for many diifferent purposes. He aceom
modated the former in an upper storey 12 metres (40 feet) in height
while the latter were organized in a lower level 4 metres (13 feet) in
height. Overallthe building is 80 metres by 160 metres (260 feet by

lren with structural bays of 24 metres by 80 metres (80 feet by
and abuilding module of 4 metres (13 feet Mies had

0

foraeiculaangindiicualslements and the reiatonships, concesing

@ inherent forces of their structure. The form
e logic of the buildings as awhole
i g tha hactey ol modhiaky: Geomesic ag
k ation of surfaces, sharpening of outlines and

on, reduction, simpif

unifyi

zed structure. It was through these techniques of separating and
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is synthesis gave even
emphasistothe organicist aspiations that had besr s
tions, encouraging archit

been part of both tradi

0see their art as founde

extending s principles, forms and modes of constructions -+ o

Taking his cue from Schinkel, Bottic

Gothicidealinthe 1840s in 3 way that w
work. While others of his generatior

her had restated the Greco
jould stil be resonan

inMies's
debated

ner the classical

Unfolding Structure

;

B heldthat
they marked two stages of development, each of which had reached
its fulfilment" A third style, Botticher observed, was destined to
emerge as  higher stage of development, reconciling and unifying

leaves and forests, as demonstrated in the folio of photographs by
Albert Renger-Patzsch in Rudolf Schwarz's Wegweisung der Techni

454. Moreover, Mies gave the principle of tension extreme expres:
the columns,

the ‘guiding principle’ for a new system of covering and its artistic
expression. It will have to be a material with physical properties that
will permit wider spans, with less weight and greater reliability, than
are possible when using stone alone.”

Whereas Botticher looked to the system of covering to provide the
structural principle of every style, he looked to the material as the
source of the structural forces that were the active principle of the
style’s expression. He considered ‘relative strength (fracturel to be
the ‘active principle of the Hellenic system of covering, and reactive
ength (compression that of the vaulting systernt remainedor
and fin

the new style to find an art-form compatible with the third
structural principle - absolute strength (tension). For Btticher, the now
style’s structural principle was to be adopted from the arcuated
Gothic system and transformed into a new and hitherto unknown
system; for the art-forms of the new system, on the other hand, the
formative principle of the Hellenic style was to be adopted in n'v::‘:
togive

correlation and the spatial concept of the whole. Only in this v;H)Y
wouldthe right synthesis of the two preceding styles be achieve

Mies's long-span pavilions appear to answer Botticher point by POin.
Employing steel ~ ron's successor, the strength of which in (enSio%
enabled extraordinary feats of engineering - Mios formalzed 2 1
covering system that achieved long spans, He articulated trabeaiet
elements in ways that allude ever-so-distantly to capitals, bases: B0
tablatures and porticoes. The artculated assembly andserial epelly
of elements, which form such a strong aspect of M
acommon denominator amongst industri
classical colonnades and flying buttresses, as well 85 F

tructural
buildings, w

al structures
plant stems:

role of which d o diminish together with their

Hall, for instance, barely registered any difference between those that
The columns

their role in carrying the load of the roof.

with Goldsmith, who not only studied with Mies but worked on key
projects where his approach to structure crystallized. Moreover,
T, where
P fwhathe.
and others, called ‘structural architecture'. In drawing on history ~non

te jestern. tod an
important tradition with continuity across time and cultures, cen
to several (although not all) great architectural periods

9 g hitect
as ‘a complex realm in the art of building in which architect

discipline and order, as well as formal coherence, ‘in which the det
suggests the whole and the whole suggests the detail" In citing the

gave two very different examples, pointing first
{0 the juncture of a Doric column with its entablature as both func
tional (iransferring the load) and beautiful, and then to ways in which
an amphitheatre expressed a pattern of organization, distributing
viewers and optimizing sightlines and acoustics. Although the Gothic
served as the strongest exemplar, Goldsmith also found structural
expression in other places: n traditional Japanese architecture, with
its emphasis on modularity, proportion and the free dispasition
of repeated elements; in engineering works and industrially based

architecture of the ni
frames of the Chicag:
Mies and Pier Luigi Nerv

expressed structural

i the work of his two mentors,

cture was indebted
er way as well, Historians of the architec.

The idea of the artistic interpretation of st

ok Gothic Architecture and Scholasti-

the Arts, Philosophy, and Religion

in the Middle Ages. Written in
long-span structures, P

ihat relationship in his library. It serves to
hat had, by the late 1940, become
rhaps it even clarified the relationship for
oduce his high-rise buildings, with their
G /o-way spanning pavilions expressive of the
roof structure both within and

the exterior.

by explaining that the parallel between scholasticism
was a function of a shared modus operandior habit
of thought between the philosopher-theclogians and architects who
by the Middle Ages, had come to be treated as scholars and profes-
Panaisky's account focuses on two fundamental principles

2f scholastic thought: manifestatio (elucidation and clarification) and
ind reconciliation of contradictory poss

bilities). The former helps illuminate Mies’s preoccupation with
systemic articulation, whereas the latter speaks to the pervasive dual-
sm in the architect’s work, including the merger of classical and
Gathic themes. Much of scholastic thought, Panofsky explains, revolves
around the desire to establish nity of truth across faith and reason;
1ot the reason of instrumental rationality but the attribute of mind
that brings it in communion with the divine. Thomas Aquinas had

and architect.

concordantia (acceptan
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“clearer”

nottop

date andci cies offaith. Moreover,
Gemonsirae 1 own operations. fith hadto be “manifested” though
2 system of thought comlete and self-sufficient within its own limits

Sl

reason “clearer”
imagination “clearer” by an appeal to the senses"

ordinis, saict Saint Augustine, adding that ‘unity is the form of all

h
As Padovan putit, 'Mi

beauty'; splendour formae said Saint Thomas in his precise meta-

The

. whatit
made

yet setting iself apart from the reaim of revelation, it
saryto “maniest” self-s

scholastic wiiting i wellknown was to elucidate the very processes
of reasoning to the readers imaginati

Systemic articulation was unknown until scholasticism. Itintroduced
the division ibdivision of & book into sections, chapters, parts,
members and articles, leading the reader, step by step, from one

nd often taking the form of dialectically subdividing concepts into
two or more meanings. The principle of manifestatio consisted
in making the orderiiness and iogic of thought palpably explicit in

defintion of ruth as adaequatio e o intelectus truth is the corre
spondence of thing and intellect).* In an interview in 1961, Mies

These ideas those of e

achieves things in their essences and qualities, which is, finally, if

their spiritual being, their operating mystery — the form, indeed, is
above all the proper principle of intelligibilty, the proper clarity of
”

inot o invent form’ but was a qestion of ruth» Whie, Aaumas s
“took him]

fifty years tofind out what ammlecmre really is'“

Padovan pointed out that, rejecting Plato’s doctrine of the latency of
truth in the mind, Aquinas, like Aristotle, identified forms with their
individual material manifestations. ‘Our intellect,’ he wrote in about

that Panofsky said grew into 8 mental habit that extended beyond
philosophy. The same obsession with systematic division and sub-

1256, ‘draws knowledge from natural things, and is measured by
them

Our intellect cannot have direct and primary knowledge of indi

of cognition, especially in religion and art. For instance, Jacques
Maritain, in his The Range of Reason (1342), explained that St Thomas.
was concerned with knowledge through ‘connaturality’ - that is.
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During the American years. Mies would condense such thoughts in

Inthe medieval European worid the habit of larifcaion, Panafsky
explained,
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