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An architecture is read by means of the diverse aspects of its
figure, that is, in the terms in which it is expressed:
chiaroscuro, constructive fabric, plasticity, structure of the
internal spaces, density and quality of the materials,
geometrical relations of the surfaces and others more remote,
such as color, which may from time to time be asserted ac-
cording to the ineffable laws of resonance. Every one of these
terms has such a conjunction with the others that one cannot
easily remain satisfied with it alone and only in its terms tra-
verse the building, in that vivid, unstable and osecillating but
always identical act, which is the vision of an architecture.

All the facts, and, I would say, all the metaphysical entities
which compose it, intervene in our colloquies with an archi-
tecture, each one chanting in its own tongue, whether of light
or of weight or of scale or of matter, or of empty space, now
calling the others, now repeating them and now contrasting
with them, with an ever changeable expressive concatenation
like light and men, but with a final congruence, an immutable
destiny which is then the created order of their relations, the
structure of the work. Naturally, if in an architecture each
expressive aspect, every aspect of its figure is coordinately
bound to the others, for instance, the tissue of the chiaroscuro
to the plastic organism or to the apparent organism of the
construction, it would seem permissible as a basis for the erit-
ical analysis of a work to take one of these aspects in abstrac-
tion from the others, and consequently conduct on that basis
reasonings valid for the entire architectural reality. It may
seem allowable, but in fact the results of such a eritical pro-
cess are occasionally excellent as they are often disastrous. It
suffices to think of the exact points and also the gross errors
criticism has perpetrated, in disserting on pictorial or plastic
language, or on the constructive organism of a work. Cer-
tainly, the one or the other result depends on the fineness of
analysis with which the chosen aspect is evaluated, but above
all on one’s being aware or not that one is working with the
symbol of a terribly much more complex reality. However,
even these unilateral critical soundings do sometimes finish
by flourishing that famous integral reading of the work,
whatever may have been their starting point.

There is, however, one expressive aspect which resumes the
architectural fact with such notable latitude that it seems it

could be taken with greater tranquility than the others, even
in isolation: I mean the internal and empty space of an archi-
tecture. Indeed, it is enough to observe that the other ex-
pressive terms— chiaroscuro, plasticity, density of material,
construction—are each formal or intellectual aspects of the
material in its physical conereteness that is put into play in an
architecture, and they thus form a “group” of a certain
homogeneity, and in their complex are strongly representa-
tive. Now it is known that the empty space within an archi-
tecture is exactly counterposed to this “group” as its mirror,
symmetrical and negative value, like a true negative matrix,
and as such is capable of resuming both itself and its opposite
terms. Especially where the internal space is the principal or
even the direct reason for the birth of the fabrie, as it is for
most, it can be defined as the richest seed, mirror, and symbol
of the entire architectural reality.

This was very clear to the ancients; for centuries, from the
Roman to the Romanesque, from the Gothie to Brunelleschi,
from Bramante to Guarini, the conquest and resolution of in-
ternal spaces coincide with the conquests and with the very
history of architecture itself. Modern criticism has many
times pointed to internal spatiality as the determinative,
resumptive and uniquely directive (and in this it is in error)
aspect of architecture. It is sufficient here to think of
Friedrich Ostendorf, Schmarsow and the limpid Brinkmann;
more recently, it has been Bruno Zevi’s merit to declare the
question neatly, in spite of the nebulosity of much recent
architectural criticism, navigating most uncertainly between
opposite points of view. It is also true that critical enuncia-
tions on internal stereometry have never been deepened into
a true analytical research, neither as pure theory nor as
philological analysis of determined works of architecture.

The bonds between the internal space and the other elements
of an architecture are infinite and very rigid; it is enough
here to recall that an internal space has, as surface limits,
that integument on which are condensed and legible the facts
and energies which consent to it, and whose existence the
space in its turn generates. But the internal volumes have a
concrete presence on their own account, independently of the
figure and corposity of the material embracing them, as
though they were formed of a rarified substance lacking in
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energy but most sensitive to its reception. They have, I
repeat, qualities of their own, of which four are defined: the
dimension, understood as quantity of absolute volume; the
density, depending on the quantity and distribution of per-
meating light; and the pressure, or energetic charge, accord-
ing to the more or less incumbent proximity at every point of
the space of the bounding constructive masses, and of the
ideal energies they set free: a quality, this, comparable to the
pressure in a moving fluid, varying in function of the obsta-
cles and restrictions it encounters, or even comparable to the
field potential in a space, in virtue of the electric charges in-
fluencing it.

But in these short essays, it is not my intention either to
sound the bonds and the order between an internal space and
the entire work of architecture, nor to analyze in a space con-
sidered in isolation the permutations of combinations possible
among the four qualities mentioned; still less to seek from
among these combinations those privileged for presumed ex-
pressive excellence. One would risk falling into that
metaphysic of absolute values to which not much consistency
can be attributed, just as it cannot be attributed to dis-
cussions concerning a surface more or less beautiful in itself
according to its proportions. Although actually this assertion
in respect of the internal volumes would seem to be con-
tradicted by a long series of observations by writers of
treatises from Vitruvius down to Alberti, Palladio, Serlio,
Viola, Guarini and Milizia, who defined or clarified the
geometrical relationships most appropriate to the beauty of a
surrounding. It is however to be well noted that these obser-
vations did not leave the didactic ambit in which they were
rightly formulated for the purpose of guiding architects of
less foresight towards solutions balanced as structures and
moderately secure in their formal order.

But leaving this field of researches, I want to limit the essay
to the spatial unity formed by the internal volumes which
compose it in a certain order, and which constitute in their
succession with the changing perspective effects and in rela-
tion to the routes and times possible and necessary for view-
ing them, a true sequence in the actual meaning of the term.
Of these volumes coordinated into unity, I mean to clarify the
modality of their succession and thus the structure of their

composition; that is, their type and the reason for the
differences among the volumes and their enchainment. This
differential research has a fully justified logical basis,
because it does not descend from absolute interpretations of
the spaces, but from their comparison by means of
parameters which once assumed always remain the same, ex-
act or not as they may be. However, once having fixed the
four qualities or parameters of the internal volumes, the anal-
ysis will turn solely on them. That is, we shall examine the se-
quences among the component volumes as they are revealed
by geometric form, absolute quantity of volume, and
“pressure” or energetic charge. We are alerted to the first
two by intellectual routes, the second two we are aware of by
their intellectual and psychological order.

If we think of the Thermae of Diocletian, of Brunelleschi’s
Santo Spirito, of St. Peter’s, it will seem clear to us that the
internal spaces of these fabrics in which the great act of arch-
itecture is summed up, an act destined for the widest number
of men, should be by this their very premised universality cut
into the quick of the human spirit, the more they have of the
elementary and constituent. And so a study of the composi-
tion of these spaces, and the emotional trends their sequences
excite in us, can perhaps bring to light certain points of that
obscure law that universally guides the human spirit, thus
driving great minds in the composition of such extraordinary
architecture that it even moves the minds of the simplest
beholder. From this, the sovereign morality of architecture
comes to mind, its unique social and human example, which is
that of communicating equally with all men, both humble and
powerful.

Greece did not have in her architectures internal spaces of
the scale and significance that the Romans promoted. The col-
umns of the Greek temple enclosed rectangles with their
blades of shadow, which seem to surround and form inviolable
cells, born of the bowels of the earth. Greek architecture was
an algorithm of light and also of the shade of unknown forms
where the gods hid. The high plane and the luminous vault of
the heavens are the marvellous extraverted spaces which the
colonnade pylon of the temple supports. The Hellenic house,
on the elementary framework of repose and shade for man,
distributed in its domestic surroundings various densities of
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light, from the obscure Oeci to the penumbra of the Peristyle
and the brilliance of the Viridarium, scanned in that meter on
which was to be extended for centuries the Roman and
Renaissance verse of the house no less than that of the Baro-
que and the nineteenth century; that is, wherever a grey
entrance opens onto a bright courtyard. In the penumbra of
the Greek house, there flashed at every ray and reflection
domestic objects or the crests of helmets, the Chlamydes and
the bronzes of Alceus, like the glasses, the red hangings and
the black and white pavements in Vermeer’s Flemish houses.

The great spaces of architecture arise with Rome and are the
magnificence of it. United with superhuman vaults, and with
walls of incredible strength, instinctively breathing the in-
destructible military works that ruled them, they express the
conscious power of a community. These sovereign spaces open
up and are bound to proud theories in which the measured
order seems to render sensible that clarity of mind and the
consciousness of that clarity that is the majesty of the Roman
people. The sequences of volumes in the basilica, and
especially in the Thermae of Titus, Agrippa, Diocletian and
Caracalla, must have reached unsurpassed effects by the
variety of their components and the routes possible through
them. On the ruins of the walls indicating these volumes, from
Brunelleschi to Michelangelo, Renaissance and Baroque space
was born, and with it the sense of the grandiose in the new po-
lity of the west.

In order to evaluate in their complexity the sequences of
volumes in the Thermae, it is opportune to begin observations
on some more elementary sequences which can be met with in
certain examples of the same Roman architecture, and in cer-
tain Renaissance constructions. Among the fabrics of the
Villa Adriana, most silver mirror of all the inflections of an
imperial eclecticism, interesting models can be picked out
from the simplest to the most elaborate. The triple group of
the Poekile entrance, square aula and circular natatorium,
can be taken as an example of a sequence of volumes whose
vividness and solemnity are exclusively based on differences
of geometrical form between the elements of the group.

The three volumes follow one another in the natural order of
traversing them: a rectangular prism with a dominant
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longitudinal axis, cube and cylinder. The volume of the por-
tico, a true gallery with an inexorably long flight, is broken at
its end by a lightly curved wall, and flows by the vein of a
passage of limited dimensions into the very high square aula.
The cubicity of this, after the subtle fracture with the portico
and its very long and human flight is raised to an empyrean,
abstract and most solemn scale. From the majesty and dig-
nity of the aula, you proceed through two narrow passages
excavated in the thickness of the wall (one of them, like a true
unforeseen iris closure, long and dark) into a very vast aerial
portico of limited height, which embraces a great piazza of
sky and surrounds a basin of water within which, isolated,
arises a fragile round island, enchanted with niches, columns
and friezes.

The cylindrical space after the cubicity of the great room
must have seemed vivid by reason of the succession of circles
of peristyle and islets mirrored and refracted many times in
the water in an incandescent gyration, which to us today does
not seem remote from the vortex of the tempietto of San
Pietro in Montorio, with the intended resonances of its portico
about it.

The sequence of the three surroundings is played out on three
forms as elementary as they are precise and sure in their
effects: the long flight of the portico, the aulic pause, and the
cylindrical rotation of the natatorium. The diversity of
geometric forms is scanned by the double stretti of the
passages, which are like sluices to the waves generated by
one's traversal of the surroundings, a rhythmic pause, one of
those terminal verse cadences of equivocal duration which the
Greeks placed in order to shorten or lenthen the gap between
two verses. The stretti arise as passages, forcibly limited in
metric scale through being hewn out of the wall; but gradu-
ally one becomes aware of them also, even in their mysterious
and suggestive dimensions, in their natural and exasperated
counterpoint with the very vast spaces. There thus arise
those adits of human dimension whose spatiality suffers a
maximum of compression through being excavated in the
nuclei of energy in buildings, lyrical caesuras between
spaces: passages which the Gothic was to exhaust or forget in
another direction, and which the High Renaissance would
deny, but which, after Michelangelo, the sixteenth century
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130 was to re-elaborate in all their drama, in the junctions be-

tween the chapels and the large spaces of the churches or in
the vestibules of the palaces.

If the Poekile, the aula and the natatorium can be taken as an
example of a sequence played out principally on differences of
geometrical form, in the Renaissance one can pick out se-
quences sculpted with extreme subtlety by differences of
dimension alone, among volumes which maintain similar or
identical geometrical forms. Here I want to indicate two ex-
amples of this sort of sequence in the Ducal Palace at Urbino,
precisely one which runs from the guest rooms to the throne
room, and the other which takes in the four surroundings of
the Jole apartment. The pure rectangular prisms of the
rooms, rendered vivid in the vaults by the diamond shaped
squinches of the lunettes, succeed one another in both the se-
quences of spaces by constant dilations of their volumes
through always increasing in length and height. This con-
tinuous increase on a constant formal monotone scans the two
most lovely crescendi of sequences which reach their
triumphal maximum in the throne room and the Sala della
Jole. It is interesting to note that the sequences are not by
constant but by always greater differences, a sort of pre-
mature logarithmic scale, until the final and decisive move-
ment of the two terminal volumes; and that in both sequences
there is a room which arrests the rhythmic precipitation. It is
unthinkable that this volumetric dilation should be accidental.
It is fairer to consider the two sequences as a rare example of
purely quantitative spatial modulation; perhaps even as the
first instance in which space is considered as something real
in its own right, formed of a substance as labile as it is sensi-
tive and concrete. The volumes of the Ducal Palace in limpid
perspective inversion—are they one more bivalent signature
of Laurana and di Giorgio? —define a research into a growing
emotivity up to the attainment of an acme, which is what it is
by its very high tone and by its conclusive position in the dis-
course.

The Renaissance had, as its ideal, spaces which by their form
and density of light should give that sense of happy rapture,
of contemplation, which only the world of closed structures,
withdrawn from every contingent element, allows. The
research was focussed on the famous central plans whose
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symmetrical, undifferentiated and imperturbable spaces, like
crystalline essential organisms, satisfied the dialectic of pure
relations. But in the sequences at the Palace of Urbino, a sec-
ond and unmentioned mode of spatial abstraction seems to be
revealed, by exhaustion, after a growing rhythmic cadence,
by a kind of exhausting of every residual visual desire. It is
the quiet contemplation which supervenes when a crescendo
attains a definite weighed level of power, a limited tension in
miraculous suspended equilibrium.

Sequences obtained by growing volumetric dimensions can
also be brought to light in, among others, a project of Palladio
for a building at Verona. But one must (and would expect to)
find the most complete examples of musical geometry of in-
ternal spaces in the genius of this architect, infallible
measurer of abstract relationships; neither is it otherwise
imaginable.

A sequence by differences of geometric form, and also by
differences of volume, is delineated by the chain of volumes in
the Palazzo Thiene at Vicenza; a chain which unknots with
the splendor of a necklace of variously cut diamonds; a most
pure chain, whose differences rebound mirrorwise in four
nodes of symmetry as the cadences continually advance and
invert.

In their pure dimensions, the sequences can be represented
graphically as circles whose radii are proportional to the
sphere corresponding in volume to each surrounding, and
whose center coincides with the center of gravity of the
volume itself, and is marked at the distance which in propor-
tion this center has from the base plane of the spaces, that is,
from the level of the plinth. Now it is really surprising to note
that in the Thiene the sphere volumes corresponding to the
central oblong and apsidal room, the intermediate room and
the corner octagonal room, have a common tangent, that is,
they are in a quantitative perspective as abstract as it is
rigid. The three volumes dilate according to a precise
geometrical law.

But in that mirror of architecture, the Rotonda, the lyri-
cal concatenation of the internal spaces, as it is legible in
the engravings of the I quattro libri dell’architettura which
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reflect more closely Palladio’s original idea, reaches a degree
which the ancients would have had the courage to call
sublime. Scamozzi profoundly upset the scheme of the inter-
nal volumes, lowering, as is well-known, the cupola, and what
is equally serious but less noticed, enlarging and heightening
the adits which lead from the four porticos into the central
hall. Thus the quantitative differences between the round
room and the vestibules became diminished in the act of ex-
ecution, thereby eliding that resounding scansion which is
audible in the Palladian project. I computed on the basis of
the engravings the quantity of the three volumes—portico,
vestibule and round room —which make up the basic sequence
repeated in rotational symmetry, and by reducing these
calculations to spheres for sensible comprehension, I dis-
covered that their radii were in the ratio of 3:2:5. The same
order of ratios divides up the basement, excluding the plinth,
the colonnade, the architraves and the fascia and attic. With
Palladio there was naturally nothing calculated in such reso-
nances; only a state of grace, an incredible presence of
rhythm and harmony. Finally it is to be noticed that in den-
sity of light, the volumes go from portico to hall in the order
of maximum to minimum, while in dimensions the order is
medium, least, greatest.

So the key sequence of the Palladian Rotonda has been con-
ducted by differences of shape, of absolute volume, density of
light, and in the middle room, pressure. In it are present all
those yeasty ferments of spatiality of the great fabrics of the
sixteenth and seventeenth centuries, which have in the
Basilica of Saint Peter, the mirror of every magnificence. The
history of the walls of St. Peter’s is the history of the con-
quest of its internal spaces; nor could it be otherwise, because
it was raised in the hope of enclosing the largest space in the
world, an empyrean of power and charity. No one architect,

~however great he might be, could possess in his reality all at

once spaces which remain in absolute value, beyond the
human scale. Spaces were consigned to Raffaello, Sangallo,
Bramante, Michelangelo and Maderna, each one conquering a
sphere of them, until finally the whole space was mastered
and rendered integrally sensible and alive, a quality which all
recognize and which constitutes the irradiating force of the
basilica. The model of the internal volumes of St. Peter’s is a
mechanism of surprising clarity, a hydraulic system of
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sluices, shells and basins which seems to cover an entire
region; and nothing of the building’s secret history escapes.
For example, if one looks at the square bastion serried about
the dome, it at once tells us more than any exegesis how terri-
bly alive Bramante still is in Michelangelo’s plan. Carlo
Maderna, a very great architect, extended the basilica with
those elements of more human scale, approximating the ab-
solute and intellectual space of Bramante and Michelangelo to
universal comprehension by way of a chain of passages. The
model clearly shows it.

The principal sequence of volumes in the basilica unrolls in
direction inverse to the actual sequence of birth of the
spaces—a kind of immersion in the centuries, a plumbing in
reverse from the time of Bernini to that of Bramante. Five
doors open in the front of St. Peter’s, in fortress bastions held
among formidable columns, an ideal echo of the
Michelangelean Pronaos, which by the thickness of the walls
they are cut in, and the incumbency of the megalithic cylin-
ders of the columns, constitute the stretti, the spaces of first
pressure in the sequence of volumes of St. Peter’s. By these
doors one is liberated into a great atrium, open and luminous,
which seems suddenly to give quiet and breath: but almost
immediately its front wall cutting transversely opposes us
like a decisive warning barrier. To the instinctive and alerted
sense of longitudinal flight, the very long transverse wall car-
ries a sense of release, augmenting the tension toward the
liberation we know to await us beyond. Finally, three
passages opening in the barrier give the final constriction and
difficulty.

Then the rhombus of the immense nave suddenly erupts, un-
foreseen, its volume dilated already beyond the exceptional
limit premised and ponderated by the counterpoint of atrium
and passages. From now on the basilica is traversed in a con-
tinuous perspective crescendo until the empyrean of the
cupola bursts. There the sense of human scale is released in
the symmetry, dimension, the evanescent and glorious
luminosity of the spaces. The sequence of volumes is con-
ducted with a maximum of emotivity, concentrated between
the accesses to the basilica and the atrium, to the contempla-
tion of the abstract space of the central system.

The structural ladder of the sequence as to the value of the 137

immediate and elementary emotional trends which it sup-
ports and so composes can be summarized as follows:
pressure (access doors), limited liberation (atrium), opposi-
tion (atrium walls), very short pressure (basilica doors), total
liberation (traversal of nave), final contemplation (space of
central system). The differentials of the sequence up to the
cupola are by way of form, quantity and incumbent energy. In
a certain sense, the central zone does not have differentials;
the natural route through the volumes is, as we have said, in
reverse order to their birth, from the seventeenth century
drama back to Bramantine crystals.

The universality of the basilica comes from the portentous
elementarity of its sequences, from the chain of pendular
effects of opposition and liberation on which they are prin-
cipally woven. This pendularity has so dominant, exclusive
and inexorable a rhythm that it seems to reveal the move-
ment, the very breath necessary to the structure of the
human mind. Of all the arts, architecture is the most univer-
sal, perhaps because it makes these oscillations immediate
and sensible, unconsciously repeating the oppositions and
liberations of spaces which, originally in the hostilities and
hospitalities of nature, and so always, will constitute one of
the formative aspects of the foundation of the human mind.
Caves, stockades, and open country. The course of the second
Faust comes to mind, the two symbolic flights which open and
close the anxious journey of Melville’s hero in the mythical is-
land of Typee; or the liberation from prison, when the great
door opens on to a plain beaten by a wild wind in a sequence
from the film Variété.

All the same, the internal spaces of St. Peter’s remain a com-
position of elementary volumes, individually separable and
accorded with one another by elements of passage or by other
spaces. One has to come down to Guarini by way of
Michelangelo’s last designs for San Giovanni dei Fiorentini,
or better, the interior of San Carlino, to encounter the utter-
most point in this whole process of modulating internal
volumes and their sequences achieved in attempting to sur-
mount the juxtaposition of spatial singularities in an all but
continuous body.



138 The two models of internal spaces which we have taken from

engravings of projects for churches at Casale and Lisbon
clearly voice the most precise concatenation of the volumes,
the minor scansion of the passages, the effulgence and at-
tenuation of light as a distension and unfurling or unfolding of
the spaces. In the designs for Casale and Lisbon, the volumes
are modulated by emotive and intellectual differences, as we
have already encountered in St. Peter’s or other examples,
but with less sensible caesuras; a species of condensed con-
tinuous poetry, metrically extended with strophe cuts. Spaces
are conquered by way of a slow elaboration of purely
geometrical worlds, governed by a surprising lyrical logic.
The play of stereometrics in Guarini is always extraor-
dinarily adherent to the great constructional play; the inter-
sections of volumes coincide with the lines of force necessary
to sustain them. One finally arrives at the metaphysical
game, never attained even by the Gothie, of arches which ex-
plain their power of support, although being completely
warped, with the keystones out of plumb with the piers.
Guarini's spatial system is so unitary and absolute, every
point is so bound to the others in a formal and constructive
sense, that his fabrics seem incapable of suffering ruin; if one
cupola were to collapse, the entire edifice would be wiped out.
It seems that no ruin could remain of these regal veils or
parasols, which extend and unfold, forming spaces of such
rigor and fantasy as the petrified flower intended for the
Casale church testifies.

It seems that we moderns have forgotten the laws of the se-
quences of internal volumes. We shall have to conquer space
as a lively, sensible element, and that not by faithful ex-
trapolation of graphic symbols. From now on, the errors mod-
ern architecture has committed through ignoring spaces in
their concreteness can be judged in truth, naturally assuming
that modern architecture will live on truth, and never hen-
ceforth be translated into its two-dimensional symbols, draw-
ing and photography. There have been certain spatial se-
quences and modulations which in wholly modern tension take
us back consciously or not to Guarini and the classicists. Ob-
serve in this connection Frank Lloyd Wright's McCord
house: two flat cylinders are separated by a profound liberty,
but equally by a profound and thoroughgoing intercalation.
The fencing academy at Rome was one of the first attempts at

a strictly unitary spatial modulation which plays wholly on
the entire scale of parameters of light, dimension and form.
The experiences of Mies van der Rohe offer a particular in-
terest, at least for didactic reasons, if we want to single out
once again in this architect the dissociation of a unitary space
by means of screens and diaphragms.

The ancients, in composing their sequences of spaces, took ac-
count of those elementary geometrical figures which permit
possession of the form in its entirety, even when only a single
tract of it was being dealt with, in such a way as to allow that
intellectual simultaneity of vision, noticed by Adrian Stokes
in its decisive importance.? Mies van der Rohe, by starting in-
stead from a constructive volume of irregular geometrical
profile, dissociates space from it, preventing the integral and
direct reading of it, the only one his form makes possible, by
inserting in it free walls and diaphragms which thus come to
support unforeseeable and uncertain boundary spatial sec-
tors. It works, that is, in such a way that the space not
directly visible remains elusive in intuition. It is easy to see,
for example, that in the Tugendhat house the sequence of
spaces that cut down the great room is on a double chain in a
certain sense: one for the spaces in direct vision, the other
constant and monotonous for the spaces which beyond this vi-
sion remain indefinite. Every volume of the room has an area
well centered in focus and an unfocussed field: a species of
fogged spatiality, of crude visual positivism indurated in a ro-
mantic formal mist. Even succussive traversals of the
volumes always leave an equivocal margin, in which everyone
inserts those accords and resonances which he imagines can
be drawn from the principal forms. It is evidently one more
proof of the elusive and romantic stage of modern, and in par-
ticular, of rational architecture a stage which, besides, seems
the characteristic and proper one of our age even more than
of the nineteenth century, and which even in music and the
plastic arts is based on analogous structural equivocations,
and is to be considered a weariness of the mind, if we still
believe that we can once again reach the lyrical clarity of the
classics, or which is henceforth our natural state, if this
clarity be regarded as an unrepeatable fact.



Notes

1. This text and its accompanying illustrations introduced
Moretti’s use of three-dimensional negative figure-ground as
an analytical tool. This tool seems to me to make distinctions
of kind which in their own way are quite as valid as those in-
troduced by the discussion of sensible and surmized
transparency.— Trans.

2. The probable source for this reference to “intellectual
simultaneity of vision" is an important essay on the Tempietto
Malatesiano, which appears in a recently republished com-
memorative volume of Adrian Stokes’s writings edited by
Richard Wollheim, entitled The Image in Form.—Trans.
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