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It would be folly to argue within an academic conference that 
architectural pedagogy is formed entirely by buildings and projects, 
in isolation from the influence of the printed word and image. If 
anything, the history of modern architecture is testament to the 
pedagogical importance of the mass mediation of architecture. One 
could claim with a fair degree of certainty, for instance, that the most 
influential architect of the twentieth century owed his status, in part, 
not explicitly to the power of his work, but rather to the attention he 
placed on publishing. Le Corbusier acknowledged this situation and 
proudly held it forth to students: "To twenty years of building 
between two wars, I added twenty books. What a vain and quixotic 
attempt."' Recent scholarship, seeking to debunk myths and histori- 
cal fabrications-fictions often initiated by architects themselves- 
has made an expos6 of the careful manipulation of the emerging 
forms of mass media and advertising to disseminate and promote 
ideas and work.2 In addition, the equally powerful discourse of 
Siegfried Giedion, Nikolaus Pevsner, Henry-Russell Hitchcock, 
Philip Johnson, and Bruno Zevi, who sought to legitimate modern 
architecture through larger historical and teleological narratives in 
books and journals, substantially bolstered even the work of the 
prolific Le Corbusier. 

Yet, the importance of using the emerging mass media as an 
integral part of modern architectural prac&e; exemplified by Le 
Corbusier's cottage publishing industry, was not always matched by 
contemporaries or competitors. To correct this situation, the histo- 
rian and critic Peter Blundell Jones has made a concerted effort 
during the last twenty years to retroactively construct an alternate 
modernist pedagogy, a tradition of Organic Functionalism. Sup- 
ported by fellow authors, Peter Davey and Colin St. John Wilson, 
Blundell Jones sets his alternative tradition in opposition to familiar 
heroic modernist narratives of Le Corbusier, Mies van der Rohe, and 
Gropius. This historical lineage focuses on the organic functional 
building (Organisches Bauen) of Hans Scharoun and Hugo Haring, 
originates with the teachings of Theodor Fischer, and eventually 
culminates in the contemporary architecture of Giinter Behnisch, 
Volker Giencke, BollesTWilson, andFrankGehry. Ineffect, Blundell 
Jones has taken upon himself the multiple roles of historian, trans- 
lator, and publicist. As the author of two monographs on Scharoun 
and one on Haring, Blundell Jones has become to Scharoun and 
Haring what Le Corbusier was to his own work. In addition, he has 
sought to become Haring and Scharoun's Giedion, situate their work 
within a broader historical framework through essays on an "alter- 
native" or "other" tradition of modern architecture.? 

Primarily published in British architectural journals-The Archi- 
tectural Review, The Architects' Journal, and Architeciural Asso- 
ciation Quarterly-Blundell Jones's articles maintain that our knowl- 
edge of modern architecture is one-sided, the result of an overem- 
phasis on the geometric rationalists of the International Style.& 

Whereas the modernism advocated by Giedion, Pevsner, Hitchcock 
and Johnson emphasized the possibilities of machined universal 
spaces and was freed of the burden of historical styles, Blundell 
Jones sees Organic Functionalism's emphasis on the individual as a 
way out of the crisis in architecture and the failure of Modernism.' 
Blundell Jones maintains that the tradition of universal-space mod- 
ernism never produced a truly functional architecture that equaled 
Scharoun andHaring's fitting of architectural form to a specific task. 
In opposition to the geometric, rational, and classicizing tendencies 
of Le Corbusier, Gropius and Mies, whose version of modern 
architecture dominated architectural education after World War 11, 
an organic functional pedagogy would privilege the work perfor- 
mance of a project, asking the designer to draw the form of the 
building from out of the program, rather than impose an apriori, 
geometrically-determined f i g ~ r e . ~  In clinging to classical concep- 
tions of geometry and form, Le Corbusier and Mies could never 
produce, according to Blundell Jones, an architecture that could 
address the contemporary issues of ecology, inhabitation, and the 
increasingly de-humanized physical world. 

While illustrating that architectural traditions are in fact highly 
constructed, Blundell Jones's polemic poses obvious issues for 
thinking through contemporary architectural pedagogy. Central to 
Blundell Jones's insistence on the viability of reclaiming and rein- 
vigorating Organic Functionalism is the belief that the underlying 
principles of the seemingly individualistic, quirky, and expressive 
architecture practiced by Scharoun and Haring can be taught. This 
strategy seeks to counteract the excesses of postmodern architecture 
that presumes the ossification and sterility of canonical modern 
architecture. Not only can a historical lineage be constructed to flow 
from their work into architects practicing today, but a coherent 
design methodology can be traced through and extracted from this 
lineage. 

The question lurking behind Blundell Jones's efforts is the peda- 
gogical viability of this new found alternative tradition. If thedriving 
concern of Blundell Jones's revisionist history is the construction of 
an adaptable, protean, design methodology equally valid today as it 
might have been in the first half of this century, then what are the 
possible limitations? But, in wanting only to find within Scharoun 
and Hkinga possiblesalvationfor thearchitectureoftoday, Blundell 
Jones rarely offers a skeptical word. While this may be a decidedly 
rhetorical strategy, it leaves some of the more troubling questions 
about organic building unanswered. In taking another look at the 
work of Scharoun and Hking, I intend with this essay to offer a 
caution to the pedagogical intentions of Peter Blundell Jones by 
articulating a few of the dubious aspects of this functional architec- 
ture, particularly its uneasy relationship tourbanism and the slippery 
agency of the architect within Haring and Scharoun's theories. By 
taking another look at their work I wouId like to suggest that there is 
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Fig. I. Cover of Le Corbusier, Tcilks br t f l i  Students (New York: Orion Press, 
1961). 

something inherent within their architectural theory that resists the 
creation of an organic tradition that Blundell Jones wants to con- 
struct. In other words, the reason for their reduced role in a historical 
development of modern architecture may equally lie wiih the discur- 
sive limitations of their theory of architecture. 

Early in his narrative of an alternative tradition, Blundell Jones 
concerns himself with the liberation of Scharoun and Haring's 
expressionist work from negative connotations levied upon it by 
numerous historians and critics. Countering these denigrating asso- 
ciations to the illogical, superfluous, or irrelevant, Blundell Jones 
casts ex~ressionism as a necessary break, a way of testing the limits 
of rational means, a forum for i~;vestigating i n  archirecture deter- 
mined by forces and ideas beyond accepted architectural conxen- 
tions, and "a time of experiment(ation) in many directions, which 
already included the roots of Organic Funct i~nal ism."~ in the early 
1920's Hans Scharoun was in\,olved in t\vo significant architectural 
organizations of the post-War period. In addition to the LVorking 
Council for Art (Arbeirsrcrrfir Kunst), Scharoun was part of the 
Glass Chain (Gl5serne Kette), founded by Bruno Taut, for which 
Scharoun completed some of the most well-known drawings labeled 
"expressionist". Yet, unlike other members of the Class Chain ~ v h o  
chose to explore possible architectures, mostly without any intent to 
realize the images, Hans Scharoun drew plans, sections, and eleva- 
tions to accompany his vibrant watercolors; in effect a form of 
archilectural testing. 

At thesame time, Haring was also experimenting with curvilinear 
plans and forms as a direct expression of movemen1 and use. The 
similarity of their formal exploration came out of their mutual 
association in the vibrant architectural scene in Berlin. Haring met 
Scharoun in Berlin, where they were members in DerRirzg.%'ith his 

Fig. 2. Hans Scharoun, Schminke House, Lobau, Saxony, 1933, ground floor 
plan. 

Fig. 3. Le Corbusier, Villa. Savoye, Poissy, 1929-31, 2nd floor plan 

interest in writing architectural theory, Haring served as secretary 
and spokesman for the group. Unlike Haring, Scharoun did not write 
about his theories of architecture until after the Second World War, 
giving at that time retrospective accounts of the Weimar period. 
However, the closeness in their approaches, a point attested to by 
Scharoun and Haring, has offered the possibility of reading Haring 
as the intellectual complement to Scharoun's work." 

At this early point in their careers, Scharoun and Haring explored 
a theory of architecture which sought to challenge the prevailing 
design orthodoxies and formal methods organized according to a 
geometrically determined parti sketch. They rejected all prior con- 
ditions and constraints of form based on aesthetic, stylistic, propor- 
~ional,  or iconographic preconceptions of architecture. While calling 
for new architecture to be drawn out of the ordinary conditions of 
life, Haring granted architecture a spiritual dimension-but a spiri- 
tual dimension rooted in the patterns of everyday life and not in the 
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overt representation of political power or coritrol. Heavily invested 
in a search for an egalitarian, socialist architecture, Haring and 
Scharoun resisted any use of architecture as a stage or backdrop for 
urban pomp and c i r cum~tance . '~  

The theme re-occurring throughout Haring's writings on the 
Organic Functionalism is his belief that an artistic or architectural 
form must "arise out of the work performance" (leistungsfown) 
already endemic to the object or program.'' In emphasizing the need 
for allowing the internal essence of the building to arise out of the 
individual elements of the project, this theory of Organic Function- 
alism refused any establishment of types, universal conventions, or 
apriori proportional systems. While forms coming out of the work 
performance, or function, are eternal, natural, and constantly regen- 
erated by life, forms generated according to abstract, geometric 
properties are artificial, and "contrary to life, to the creation of life, 
to movement and nature."'? Implicit in this theory is the assumption 
that the work performance of the building is already contained 
within and only needs to be drawn out by the architect or designer. 
Haring's concisely stated this position in the short essay of 1925, 
"Wege zur Form:" 

We must discover things and let them unfold their own forms. 
It goes against the grain to impose forms, to determine them 
from outside, to force them according to abstract laws. We 
were as wrong in using them for historical demonstrations as 
we were in making them express our individual moods. And 
we were also wrong in bringing things back to geometric or 
crystalloid basic forms because that is to exert force on them 
(as Corbusier does). Basic geometrical figures are not origi- 
nal natural shapes for forms, they are abstract and derived 
from intellectual laws. The kind of unity which we construct 
on the basis of geometric figures is for many things merely a 
unity of form and not a unity with life, though we want unity 
with life and in life.13 

In reference to urbanism, there are three points that can be raised 
about the Organic Functional position as articulated by Haring. First, 
fitting the form directly around the function of the building, or even 
drawing that form out of the function, assumes that the relationship 
between form and function will always be stable. The limitations of 
this approach were highlighted in an exchange between Haring and 
Mies. In contrast to Haring's insistence on an intimate relationship, 
Mies was seeking a universal space that could accommodate diver- 
gent functions. hlies reportedly urged him to, "Make your rooms 
large, Hugo, then you can use them however you like."14 Haring's 
position cannot account for changes that are inevitable in architec- 
ture and urbanism as Mies's conception of functional spaces can.ls 
Their positions illustrate the difference between function under- 
stood diachronically (Mies) and synchronically (Haring). The his- 
tory of his best-known project illustrates Haring's problem on a 
small scale. While Haring's Garkau Farm project worked perfectly 
well as a single family dairy farm, i t  become functionally obsolete 
when the economic policies of the EEC forced the farmer out of 
milking cows and into raising pigs.'' 

Second, Haring and Scharoun devalued the role of the external 
shell of a building by claiming that the architectural form should be 
determined from the inside out. In doing so, they place into a 
secondary position the role of architectural form to determine public 
spaces, street walls, and urban sequences. In part, this might explain 
the disparity between the interior and exterior experience of almost 
all of Haring's and Scharoun's built architectural projects. While the 
spectacular, exhilarating, and triumphant interior space of Scharoun's 
Staatsbibliothek establishes a much desired collective space for 
intellectuals and students, the exterior has an ambivalent relation- 
ship to its urban situation. The building is sited as a self-contained 
monolith. The logic of the projectingexteriorvolumes, that make the 
entrance difficult to find, can only be ascertained from within the 
library." 

Fig. 4. Hugo Haring, Garkau Farm, near Liibeck, 1924-5, plan 

Fig. 5.  Hans Scharoun's Staatsbibliothek, Berlin of 1964-79, seen through 
Mies van der Rohe's National Gallery. 

In defending Haring's and Scharoun's work from this and other 
anti-urban critiques, Blundell Jones has gone to great lengths and in 
much detail to convince his readers that the Staatsbibliothek, for 
example, was highly attentive to the vehicular traffic moving through 
the site, that the MannheimNationalTheater project was a biological 
extension of the urban growth of hlannheim, and that the Kassel 
Theater scheme was an mediation between the Medieval urban 
blocks and the baroque city grid.'xHowever, such defenses can only 
be sustained for figure buildings in an urban setting-buildings that 
are given identifiable public functions (libraries, concert halls, 
museums) and are thus set apart from the general urban fabric. By 
choosing buildings that are detached and isolated from their sur- 
roundings-and given that Scharoun and Haring produced almost 
exclusively object-buildings-Blundell Jones is vulnerable to pre- 
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cisely the same critique leveled against Scharoun and Haring in the 
1920s by the architectural critic Adolf Behne. In his 1926 publica- 
tion, The Modern F~trzctionnl Building (Der modeme Zweckbau), 
Behne foreshadowed the urban limitation of this type of functional- 
ism and cautioned against universalizing an architectural approach, 
whose only appropriate urban application would be for buildings 
that claimed a focus position in the city. Referring to Scharoun's 
tendency to fragment a building into discrete parts, Behne stated that 
while a project's components may respond to their setting, they are 
essentially "elements that do not desire the whole but only them- 
selves." 'While admitting that Scharoun's work did "reflect its 
environment," Behne castigated the work of even this early period. 
writing that "the building devours the environment and digests it for 
itself, so that some of its features appear in its functional accounting; 
but the result remains completely individualistic in p r i n ~ i p i e . " ~ ~  

Third, what Haring assumes as the scale of the whole, the "unity 
of life and in life" must be called into question. By assuming an 
organic synthesis between all elements of life, theOrganicFunction- 
alist theory cannot address the inevitable tensions-political, social, 
economic, and cultural-that constitute dynamic urban life. While 
a harmonious whole may be established on a small scale, say that of 
a house or a building, the same synthesis cannot be sustained on the 
level of urban form. In short, the focus on synthetic unity, applying 
to all levels of society, circumvents any thinking of architecture or 
urbanism as a contested site, rich with the possibility for competing 
political, cultural, or social arenas. 

Haring substantiates the decision to isolate work performance as 
the sole question for the architect by a teleological conception of 
history which subsumes any discussion of politics into a question of 
form. According to Haring, the history of architecture has been a 
conflict between geometric and organic forces. In this opposition, 
echoing the debate between Hermann Muthesius and Henri van de 
Velde, the geometric is linked to the linear types of Latin cultures, 
Greece and Rome, and set against the organic, exemplified by the 
Gothic architecture of Nordic cultures. Haring maintains that only in 
his time is the organic tradition coming into its own, breaking free 
from the tyranny of geometry which has dominated architecture for 
the last 3000 years. Since Haring makes direct associations between 
cultural values, political systems, andarchitectural form, the"choicen 
of form is also implicitly a political choice, but by the same logic, a 
political choice that has been reduced to a formal issue. In this sense 
Haring situates Ancient Greece as a rectangular culture, connecting 
the rectangle to their "hard-edgeddemocracy without any expansive 
tendencies."" Likewise, the rise of Rome and its expansionist 
tendencies was matched by the development of the circle and the 
arch. Only the Gothic presents a break from geometry, a break 
enabled by the rise of a communal life that forced the dissolution of 
rigid, geometric form. 

According to this conception of history, organic building is not a 
question of style, nor even really a matter of choice. Haring never 
clarified the lines of causality between culture and form, instead, he 
left the question of agency in the generation of form to the movement 
of history. This lack of agency puts Haring, and by implication the 
promotion by Blundell Jones, into a Hegelian paradox. If organic 
forces are destined to come into being, then any attempt to advocate 
organic building through organs of mass media is both illogical, 
since it will come into being on its own, and dubious, since any 
avocation would indicate a lack of faith in the teleological model. 
This obviously puts any attempt to actively establish a pedagogical 
tradition based on the architectural theory of Haring into a curious 
dilemma from the outset. 

However, in order for others to recognize the merits of organic 
building. in his time, Haring did act as an oracle, channeling reports 
of the inevitable future to come. In this capacity, Haring expressed 
the necessity of the organic as the only means of creating an 
authentic, contemporary communal life. Haring condemned Le 
Corbusier as "a Classicist, (who) carries the line of the Greeks, the 

Romans and the Renaissance into our times. He stands apart from 
those Modernists who strive for an organic building."" As the only 
German representative to the first CIAM conference in Switzerland, 
Haring opposed the principles adopted by the group, believing that 
they did not recognize the historical imperative of the organic 
tradition, and did not prescribe an architecture fit for an organic 
society. His prophecy was not accepted by other members of CIAM. 

This conception of historical inevitability creates a tenuous posi- 
tion for architects upholding an Organic Functionalist theory of 
design. If Haring's teleological history is to be accepted, then the role 
of the architecture must also be that of a mediator, not a designer. 
Since the form of a project is already imbedded in the work 
performance of the project, the architects role is to extract the form 
from within and not impose a design from outside the imperative of 
the work performance. The architect must sublimate her or his 
subjectivity into the interior of the function in order to act as a 
medium, drawing the function out to solidify the form. 

The artists stands in the most essential contradiction to the 
form of work performance so long as he refuses to give up his 
individuality; for in operating with the form arising out of 
work performance the artist is no longer concerned with the 
expressions of his own individuality but with the expression 
of the essence of as perfect as possible a utilitarian object. All 
"individuals" and the strongerthey are as personalities, and at 
times the louder they are, the more this applies-are an 
obstaclein the path of development, and in fact progress takes 
place in spite of them.?! 

By setting his architectural theory at the culminating point of a 
teleological progression of history, Haring has constructed a fail- 
safe theory that will win in spite of any resistance. It would seem that 
the architect is without any agency in the movement from geometric 
to organic form. 

Yet, what Haring actually constructs is a magical displacement of 
the agency of the architect. If his theory is to be accepted, the work 
performance of the project must already be completely configured 
prior to the intervention of the architect. However, defining what 
constitutes the totality of a project's work performance: the size and 
use of rooms; the adequate dimensions for movement through 
spaces; the actual physical configuration of intangible acts; and so 
on ... are all subjective choices. The idea that a project's work 
performance is separate from the intervention of a designer or a 
client is a weak proposition, but one essential to Haring's conception 
of the architect's role. Indeed, the sublimation of the architects role 
is actually a radical empowerment of their role not only to design 
form, but to determine the very social and cultural configurations 
that constitute the work performance or function of a project. But by 
claiming that the work performance is already inside the project, 
Hking cleverly masks this expansion of the architect's role into the 
project's social dimension. 

In light of the dis-empowerment of the architect by mechanical 
reproduction, mass industrialization, and a tayloriaation of the 
building trades, Organic Functionalist theory is actually quite defen- 
sive in trying to reclaim a lost power of the architect to shape and 
control society. Paradoxically, Haring is in agreement with the 
geometric rationalists like Le Corbusier in arguing that the architect 
must enact a fundamental transformation of society through form: a 
basic position of Modern architecture that links Le Corbusier, 
Scharoun, and Hiring to expressionism, to Ruskin and to the arts and 
crafts of Morris, What differentiates them is how they articulate the 
role of the architect: between a mediator of organic form, or a 
designer of geometric order. 

When Hans Scharoun began to write his theories of architecture, 
he adopted Haring's conception of history moving from geometric 
to organic architecture, and shared his belief that only organic 
building was capable of expressing and housing an authentic, 
egalitarian society.'? Although the work of Haring arid Scharoun are 
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Fig. 6 Hans Schnroun. Siemensstadt Apartments, Berlin, 1930 

in agreement on the basic principles of organic building, there is one 
important difference between theirtheories ofarchitecture. Scharoun 
differed from Haring in acknowledging irrational aspects in the 
design. Unlike Haring, Scharoun made a distinction between prac- 
tical form and organic form-"the practical form derives from 
function, whereas the organic form is determined by the range of 
physiological and psychological relationships between the subject 
and the ~b jec t . " '~  Granting organic form a certain level of artistic 
autonomy, Scharoun left room for irrational elements that did not 
simply follow the dictates of function, as long as these elements did 
not hinder the intended working of the building. 

Because Haring and Scharoun claimed that the exterior form of 
the building should be derived from the work performance of each 
individual project, it would be antithetical to their theories to try and 
identify any consistent exterior form or type throughout their work. 
While Blundell Jones may be accurate in arguing that the work of 
HBring and Scharoun has been given short shrift by historians of 
modernism, it may be the case that their work resists the Wolftlinian 
writing of architectural history as the history of identifiable and 
categorical exterior styles. Each one of their buildings must, accord- 
ing to their architectural theories, create a new and unique architec- 
tural form fitting the specific problems of work performance of the 
project and not that of a type or style. 

Moreover, the rejection of abstract, geometric, or apriori forms is 
tantamount to a renunciation of the enduring staple of the architec- 
tural design process: the pnrti. This generative sketch is saturated 
with and dependent on its associations to proportion, geometry, and 
its ability to stand-in as an abstract representation of full-blown 
project. Perhaps as a testament to the integrity of Scharoun's and 
Haring's adherence to their theory, it is nearly impossible to imagine 
an appropriate pnrri sketch for their work. Their plans have the 
quality of being conceived as a accrued instant set of fully developed 
individual moments. Lacking an overall organizing principle, no 
reduction of the plans to a prior conceptual, overall stage is possible. 
To do so, would be to violate the driving principle of their architec- 
ture. which is entirely dependent upon specific functional moments 
and operations. This resistance to abstraction is indicative of an 
intent to avoid establishing or developing any primary type or 
organizingpsinciples through their architecture that could beadopted, 
used, or learned by others through the processes of abstraction, in 
other words, a parti. 

As a point of contrast, Le Corbusier's interest in establishing type 
according to elements of a building - the five point, for instance - 
was an essential drive in his early work.'6 By establishing a clear set 
of elemental types, understood as an identifiable order with rules and 
conventions, Le Corbusier set the conditions, as Bruno Reichlin has 
argued, for seemingly endless play and formal development, by 
himself and by others." This structural sequence of rules and types 

created limits as absolutely essential preconditions for innovation, 
exploration, and experimentation.'%gainst a tyranny of freedom 
that accompanies theabsence of rulesorrequirements, LeCorbusier's 
types established the criteria for commonly understood critical 
judgment. 

By resisting any clearsetofrules, types,andrecognizable conven- 
tions, Haring's and Scharoun's architectural theories can only be 
disseminated through speculative text and prior example. But while 
an underlying conception may be drawn out of the example, it can 
not be imitated, for each project must begin again from the specific 
already embedded work performance. It is clear, then, why Blundell 
Jones insists on using the term, "tradition,"  hen advocating for the 
contemporary validity of the architectural theories of Scharoun and 
Haring. Tradition implies a set of collectively shared cultural habits 
that need not be taught, but is already generally understood: an 
organic thought process that is passed down, as if by genetic pre- 
disposition. Blundell Jones's constructed tradition follows Haring's 
teleological conception of history that rejects outright any attempt to 
create a set ofrules and constraints, leaving the creative relationship 
between form and culture to the architect sublimated into historical 
progress. Given the absence of tangible rules, conventions, or types, 
Blundell Jones must construct a recognizable tradition that flows 
from Haring and Scharoun into contemporary architecture as the 
primary device through which he can argue the pedagogical vehicle 
of his argument. 

By focusing on the particular and not the type or the model, 
Haring's and Scharoun's work pose dubious implications for peda- 
gogical appropriation. Lacking any commonly held criteria or rules 
toexamine the efficacy of the sublimation of the architecture into the 
embedded functional performance of the project, the criteria for 
judgment ultimately resides in theauthority of the individual. While 
Haring and Scharoun could draw upon their rigorous education and 
training for developing their own work, a pedagogical approach, 
derived from their work, grants unprecedented authority to the 
architect or student to determine both the function and the appropri- 
ate form for that function, without a previous understanding of the 
constraints, conventions, and limitations of both form and function. 
In effect, Organic Functionalism runs the serious risk of undermin- 
ing the collective discourse of architecture. by asserting that per- 
sonal lived experience, more than the study of the history, possibili- 
ties, and past failures of architecture, should be the basis for archi- 
tectural thought and the primary guide for mediating architectural 
form for a client. Their emphasis on the subject, including the 
subjective choices of function made by the architecture, render their 
theoretical position both highly personal, and potentially antithetical 
to collective discussion or critique, since the authority of the an 
individual's experience has little foundation or criteria for being 
called into question. 

Given the choice between Le Corbusier's heroic exaltation and 
Haring's complex sublimation of the architect, one can see why the 
former was more quickly and readily accepted by the profession. An 
Organic Functionalist architectural theory, resting on the tenuous 
assumption that work performance is already contained in the 
project, is hardly a model of clarity or logical coherence. Indeed, if 
the modernism of Haring and Scharoun became an appropriated 
pedagogical tradition, as Blundell Jones would desire, it is quite 
likely that not only the dubious in~plications of their work would be 
ignored, but that the complexities of their theory would probably be 
simplified in the process of popular dissemination, to a point in 
conflict with their intended theoretical premise. If it is unlikely that 
their work will form a protean pedagogical alternative, comparable 
to that derived from other modernists, then what can certainly be 
gained from Blundell Jones's tireless efforts on the part of Hugo 
Haring and Hans Scharoun is the incredible challenged faced in 
constructmg a new tradition out of the increasingly complex dis- 
course of twentieth century architecture. 
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