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Summary

This research explores the architectural miniatures depicting mass housing projects of the
Cold War period. Architectural miniatures have been rarely viewed as self-sufficient
mediums whose effects go beyond the simple illustration of full-scale architectural
developments. However, the recent research trend tends to acknowledge their cultural
and historical value and focuses on the diverse ways of using small-scale models and their
influence on the history of architecture. This thesis suggests that the miniatures played a
colossal role in architectural discussions and political struggles in the second half of the
twentieth century. After the end of the Second World War, the majority of European
countries had to deal with a grave housing crisis. This situation led to the rise of the mass
housing movement and the appearance of standardised and mass-produced multi-storey
dwellings, the construction of which reached an unprecedented scale. At the same time,
a consensus about the need for rapid progress in residential architecture coexisted along
with the Cold War tensions and the confrontation between the socialist and the capitalist
blocs. Within the context of this confrontation, post-war dwellings did not serve a solely
a utilitarian purpose; they were also an imaginative place serving to represent socialist
and capitalist values and prove the efficiency of national governments in comparison with
their hostile counterpart. This thesis explores these notions of post-war dwellings through
the lens of the architectural models. The miniatures experienced a genuine renaissance in
the post-war period and became autonomous utterances capable of producing a variety of
narratives and influencing the citizens. This quality of the miniatures arose from both
their physical size, which encouraged specific ways of seeing and perceiving the
presented concepts, as well as various modes of public displays that endowed the models
with the performative power. The models were objects that simultaneously carried
meanings and constituted a complex network of significations for mass housing. This
thesis compares the miniatures from capitalist and socialist countries. It seeks to explore
the ways in which they became a means by which post-war dwellings were fabricated as
ideological and conceptual constructs expressing architectural, political, and cultural
issues.
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Introduction

When going to architectural exhibitions dedicated to the twentieth century, one may often
find there small-scale models of buildings and city districts that are displayed along with
blueprints, drawings, photographs, and other showpieces. This rather common approach
inexplicitly endows architectural models a minor status. They seem to be only drafts and
working tools, even when skilfully made, while projects that affect people and shape the
core of the architectural culture lies outdoors. Architectural miniatures made in the
twentieth century have received little scholarly and curator attention, as they are rarely
viewed as objects with a potential of their own by which architectural projects can acquire
cultural and historical meanings. One of the exceptions is the exhibition titled
“Architectural Model — Tool, Fetish, Small Utopia,” organised by the Deutsches
Architekturmuseum (the German Architecture Museum, or DAM) in 2012. It included
around 300 models, mostly from the museum’s collection, and became a pioneer in the
attempt to show them as a self-sufficient phenomenon, whose task is not limited to an
illustration of full-scale projects.
Among academic works dedicated to the greater role of architectural miniatures
in culture, there are books by Albert Smith Architectural Model as Machine: A New View
of Models from Antiquity to the Present Day (2004), Models: Architecture and the
Miniature (2006) by Mark Morris, and the most recent publication The Architectural
Model: Histories of the Miniature and the Prototype, the Exemplar and the Muse (2019)
by Matthew Mindrup. There are also studies focusing on modelling in the twentieth
century.1 These publications, as well as the exhibition, are immeasurably valuable to the
development of theoretical thinking about small-scale models that are used in “both
imaginary and practical ways”2 in socio-cultural contexts. However, they also tend to
focus more on the generalised history of models’ applications. The publications analyse
many case studies from different epochs and countries. Each offers insight on why
miniatures are essential to the profession of architect and the broader field of cultural
production, but the publications rarely dive deep into specific collections of miniatures
1
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selected by the type or the historical period. The notable example of this strategy is the
book by Helmut Puff Miniature Monuments: Modelling German History (2014) that
addresses the relation between small-scale models of bombed-out cities and German
cultural memory.
The combination of these approaches towards small-scale models inspired the
present thesis that focuses on a number of miniatures from a specific historical period. In
this way, the thesis seeks to contribute to a recent research trend concerning architectural
models and their diverse ways of employment. This thesis puts in the spotlight
architectural models depicting mass housing projects elaborated during the Cold War
period. The selection of this timeframe and the model’s type has its origins in the
representative character of these models as mediums that did not simply reproduce fullscale designs. They acquired meanings within particular contexts and simultaneously
through them meanings of mass residential architecture of the second half of the twentieth
century were crafted. These meanings were partly rooted in the post-war rhetoric of the
bipolar confrontation, when “eastern and western powers encouraged a narrative based
on a choice: one or the other, not both.”3 The image of the two opposing political and
cultural systems was dominant in the public sphere. As Emily Pugh has argued, the
insurmountable gap between capitalist and socialist states was legible to the majority of
populations, regardless of individual views about the tension.4 Each of the political blocs
questioned the superiority of the other and worked on heightening its perception as a
source of oppression, while presenting itself as a beacon of opportunity and prosperity.
Along with this struggle, one of the crucial topics after the end of the Second
World War for governments and architects was the issue of mass housing. The countries
were devastated, cities were destroyed, and people were left without shelter. The period
of the Cold War attributed great importance to serially produced apartment buildings that
could provide many citizens, not only the privileged classes, with equal modern living
conditions. Post-war residential buildings differed considerably from one another in terms
of architectural design. Dwelling cubes were built both as low-rises and high-rises with
ascetic and lavishly decorated façades. Some buildings stood individually, and others
were assembled into large estates. They were erected in both central districts and on
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peripheries.5 Yet, all of these projects were invested with the pragmatic aim to revive
national housing stocks, on the one hand, and to maintain East-West confrontation on the
other.
Natalie Scholz and Milena Veenis have pointed out that the topic of the affordable
home occupied a prominent place in official policies and architectural discussions in the
post-war period. According to Scholz and Veenis, the domestic area was perceived “as a
site of technical, social, and cultural renewal and as an imaginative space serving to deal
with the future and the past.”6 Approaches adopted by the capitalist West and the socialist
East towards the construction of dwelling areas reflected the states’ beliefs in their power
to build literally “a future in a better world”7 and a more advanced society in comparison
with the hostile counterpart. Authorities, architects, and urban planners were eager to
show, to local audiences and to other countries, their innovative design solutions that
grew from one conceptual stem. Each country, by means of new residential spaces,
declared its own power to deal with the housing crisis. Its resolution was synonymous
with the fulfilment of the promise about the exclusive national access to comfortable
living conditions, “happiness, social harmony, equality, and freedom,”8 and it was the
proof of a successful form of government.
These notions of the domestic space can be viewed through the lens of the
architectural models and the ways of their public displays. The models sought to
communicate such issues as housing affordability and methods of construction and also
to become an ideological instrument establishing the dominant architectural and social
discourses. In the second half of the twentieth century, an architectural miniature
experienced a true renaissance. In 1958, Jane Jacobs published an article entitled “The
Miniature Boom,” describing the rise of the model-making process in the post-war
architectural practice. Model-makers and architects took advantage of new mechanised
techniques and materials such as the acrylic plastics and sculpturesque Styrofoam and
turned the model from a plain imitation of a bigger construction and a preliminary design
tool into a sophisticated mechanism. The model took on a life of its own and did not
5
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simply accompany architects’ intellectual attempts “to understand, define, and measure”9
or demonstrate ideas to clients. Jacobs’s conclusion was that the miniatures became
autonomous utterances with captivating conceptualist opportunities, “They are buildings,
with their own complex engineering and construction problems.”10
Within the context of the Cold War rhetoric, every model was more than a
professional exercise, but rather a cultural object that embodied visions and ideas beyond
truthful depictions of full-scale projects. Referring to the text by Umberto Eco The Open
Work (1962), the miniatures, while being open to individual interpretations and
speculations, were also complete in the sense that there were certain modes of their
understanding. They were inscribed into them through public displays that, in turn,
released the power of the miniatures to establish significations of the post-war dwelling.
Miniature buildings and city districts obtained an opportunity to embed concepts and
feelings in viewers’ minds, to provide them with tightly controlled narrations and to be
“physical and conceptual instruments of the cosmopoietic (world-making) act.”11 The
thesis concentrates on these enigmatic qualities of the architectural models and addresses
them as stylised acts involved in creating the post-war mass housing culture. The research
question, therefore, is: In what ways the small-scale models created by the opposing
political blocs were used as a means to fabricate mass housing projects of the Cold War
period as conceptual and ideological constructs?

Theoretical Framework
The miniatures showing new housing solutions for the long-term middle-class residents
became one of the crucial methods for capitalist and socialist societies to articulate and
demonstrate ideas about the domestic space that were directed both “to the competitor
abroad and to the national (or international) audience at home.”12 As Albert Smith has
defined, the architectural models as such are helpful not only in creating buildings, but
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also narratives and myths.13 This models’ power is the result of their material features
and lives within societies. In his introduction to The Social Life of Things: Commodities
in Cultural Perspective (1986), Arjun Appadurai has argued that material objects create
meanings through their forms and circulation among people. He wrote that “we have to
follow the things themselves, for their meanings are inscribed in their forms, their uses,
their trajectories.”14 The idea that the models made during the post-war period were the
tool endowing mass housing developments with conceptual and ideological narratives is
grounded in a number of theories concerning the miniatures’ physical and
representational attributes.
The first distinctive feature of the architectural models is their small scale in
comparison with real buildings. The miniature size makes the models vulnerable to
destruction and simultaneously influential, as it has the capacity to strengthen the
importance of what they represent. The literary critic Susan Stewart has argued in her
study on inner qualities of the miniature that the change in size does not devalue an
original object or reduce its historical and cultural relevance, on the contrary. She has
suggested that every miniature is both microcosm and macrocosm, and it “increases the
significance of the object”15 by bringing each time to the fore its particular characteristics
that otherwise remain unnoticed. Stewart wrote: “The miniature offers the closure of the
tableau, a spatial closure which opens up the vocality of the signs in display.”16 The size
reduction freezes the space and produces particularised and at the same time generalised
histories of objects and events. The small scale does not only facilitate the assessment of
many details at once but, what is more important, it turns the presented subjects into
explicit statements through carefully selected details. The miniature regulates modes of
seeing and perceiving depending on manners, in which it is made and displayed on the
public.
In relation to the models that are the subjects of this thesis, they all had one
common manner of display related to the view from above. The miniature size allowed
to portray apartment buildings from above in order to emphasise their idealistic ideas.
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The miniatures provided the general public with exciting panoramas seeking to evoke the
ecstatic feeling of control. In his chapter “Walking in the City,” Michel de Certeau has
portrayed this emotion that emerged from his rise to the top of the World Trade Centre.
He has described his own experiences from seeing the whole city as “a voluptuous
pleasure.”17 The panorama, then, embodied the potential to turn every visitor into a kind
of “a solar Eye, looking down like a god.”18 That was one of the intentions of the postwar miniatures that all functioned as promotional materials about successes in mass
housing schemes to a various degree. The models aspired to give their viewers a pleasing
sense of power over urban landscapes, encouraging to insert into them personal dreams
and desires about living in modern and affordable single-family apartments.
However, the view from above also had a darker interpretation associated with
state and architects’ power (fig. 1). Craig Buckley has traced back this interpretation of
the aerial perspective as an exercise of power to centralised urban practices of the
twentieth century. He gave an example of the photograph depicting Le Corbusier,
proposing the radical reconstruction of Paris (fig. 2). The image with the architect’s hand
over the city manifested “a demiurgic control over the space”19 achieved by architects
and local authorities. This narrative of a top-down approach, which was inherent to the
post-war miniatures, can be interpreted through the concept of representations of space
elaborated by Henri Lefebvre. He has defined it as the practice of visualising spaces based
on a blend of ideology and knowledge proposed by authoritarian groups who control
cities, including “scientists, planners, urbanists, technocratic subdividers, and social
engineers.”20 Together, they create spaces that become dominant in each society and that
are “tied (…) to the ‘order’.”21 The models studied in this thesis employed the view from
above both to increase the attractiveness of architectural projects and to maintain the
oppressive logic of national housing policies. The miniatures aimed to promise the
appearance of miraculous residential areas and simultaneously to partake in the
normalisation of architectural standards imposed from above.
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The miniature size and the panoramic view composed the physical nature of the
models and opened perspectives on their effective use in the context of the Cold War
contest between countries. Louis Althusser has defined that “there is no practice except
by and in an ideology.”22 The miniatures’ ideological mission depended on various
manners of their public display that made the miniatures comprehensible to their viewers
in relation to the political and cultural confrontation. The models dedicated to mass
housing projects became agents that contributed to the production of domestic
environments as conceptual constructs in line with the bipolar partition by means of their
performative quality. For the first time, the term was introduced into linguistic theory by
John Langshaw Austin in his lecture series, given at Harvard University in 1955. Austin
has stressed the active character of words that not only describe events but that are also
actions themselves: “I name this ship the Queen Elizabeth’ ¾ as uttered when smashing
the bottle against the stem.”23 Later on, performativity was applied in cultural studies
under the influence of Judith Butler, who has defined performativity as a repetition of
acts “by which subjects are formed in subjugation.”24 According to Butler, objects and
people shape their determination and become who they are meant to be by inhabiting the
routine that is, however, not chosen freely but in accordance with norms.25
The cultural theorist Mieke Bal has further drawn attention to the difference or,
more precisely, to a certain degree of messiness between the concepts of performativity
and performance. She has defined performativity as “the unique occurrence of an act in
the here-and-now”26 in contrast to performance that has a pre-existing script. According
to Bal, “representation can only work thanks to the performativity that characterises it.”27
In relation to visual culture and miniatures, particularly, performativity brings attention
to the potential of objects to produce different meanings and effects based on
environments in which they exist and that constitute a routine. Bal has concluded that
these contexts turn objects into valuable historical and cultural situations by focusing on
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details that are considered significant at a particular time and place and leaving out those
that are treated as unimportant. Bal has pointed out that, “as we have learned since then,
performativity misses its effectivity if the act is not cushioned in a culture that remembers
what that act can do.”28 The process of meaning-making is generated out of on-site
situations that surround objects and inscribe them into frameworks, which turn these
objects into a means to construct various significations of phenomena.
The architectural miniatures of the Cold War period that could be easily moved
and accompanied by all kinds of textual and visual materials, revealed their own
performative power through public and media displays. The models were “the word in
the word, utterance in the utterance, sentence in the sentence.”29 Their task was to travel
physically and through secondary printed and video media within and beyond countries’
borders and to communicate sets of ideas, playing the colossal role in cultural and
political debates. In the second half of the twentieth century, visual media had a high
value in the chase for citizens’ minds. Buckley has pointed out that the 1960s and the
1970s were especially preoccupied with visibility. Architectural discussions heavily
depended not on realised projects, but on concomitant materials. Drawings, blueprints,
models, and their photographs embodied utopian ideas and speculations and shaped
architectural narratives.30
In this regard, visual representations of the architectural models that depicted them
in various contexts are central to the present thesis. These contexts created the miniatures
as performative acts involved in the formation of mass housing culture and the post-war
dwelling as a conceptual and ideological place. During the post-war period, architects and
authorities used exhibitions, video, and printed media to formulate and show citizens the
compelling visions of ideal democratic and socialist living environments. The whole idea
of an affordable and modern domestic space in a multi-storey apartment dwelling did not
rely so much on constructed buildings, but rather on demonstrations of the small-scale
models in specific surroundings. Different authoritative groups placed the miniatures of
mass housing designs into particular frameworks, and by studying these frameworks, it
is possible to see the models as a vital component of the post-war residential culture that
was both a political and architectural practice.
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Methodology and Plan
The thesis compares the miniatures depicting mass housing projects created in capitalist
and socialist countries after the end of the Second World War and against the background
of ideological ambitions of the Cold War period. The thesis adopts the approach of
contextual analysis and places the models and their images at the crossroad of
architectural, representational, and ideological domains that endowed them with
relevance and a complex network of meanings and interpretations. So far, there are no
archival and historical materials to be found that would directly address the models that
were chosen for the case studies. Therefore, the methodology is based on the inclusion of
the miniatures into the broader field of discussions about mass residential architecture
and the housing crisis, with which the majority of European countries had to deal in the
post-war period. The research concentrates on the study of modes of the miniatures’
public displays and circulation of their images. The series of focused readings seek to
envisage the relationships between the models, their representations, and all kinds of
surrounding cultural and political contexts in order to answer the question about the ways,
in which they existed as acts fabricating mass housing projects as the state of mind. The
miniatures are analysed using sources about architectural projects, characteristics and
effects of every representational strategy, and histories of the models’ displays in order
to develop an interpretive base for understanding, how the models were involved into the
struggle for better living conditions and citizens’ minds.
The thesis consists of four chapters, and each includes the study of the two
miniatures from the socialist and capitalist milieu, respectively. The chapters reflect on
differences and similarities between the models and address four subtopics concerning
mass residential architecture from the Cold War period. The first chapter introduces the
issue of the transnational post-war housing shortage and further discusses two miniatures
that were used to promote new residential estates and create the belief in the affordability
of modern domestic spaces. The second chapter addresses the narrative of a direct
confrontation between the socialist and the capitalist blocs proclaimed by residential
projects. Each of the opposing parties could formulate its own superiority only in relation
to each other, and the chapter reveals the miniatures’ roles in the formation and
maintenance of the black-and-white opposition. The third chapter highlights the idea
regarding the unfixability of the miniatures’ significations that was part of their
performative quality. Through the example of construction technology exchanges, the
third chapter explores the miniatures’ potential to declare the global character of the post15

war dwelling and perform the inclusion of the Soviet mass housing architecture into the
transnational flow. The thesis ends with the chapter that extends the research question
and asks what possibilities exist for the transformation of the mass housing projects’
narrative through the miniatures. This chapter describes the unlucky present-day fate of
many residential areas that have become victims of massive critique and examines the
contemporary miniatures made by the design studio Zupagrafika that seek to create a new
perspective on post-war designs and show their urban value. Together, the chapters
elucidate the central question about the architectural models as acts that generated
conceptual and ideological dimensions of standardised apartment dwellings serving to
political, social, and practical purposes. The thesis places the miniatures on the
intersection of studies of architecture and media and demonstrates their mobility in terms
of the miniatures’ uses over time and places.

16

Chapter 1

The Right for the Home: Modelling Citizens’ Desires

After the end of the Second World War, mass housing developments became the most
common form of habitation across European countries. Architectural projects varied in
design, modes of construction, political, social, and cultural contexts. However, there was
one characteristic that ran like a red thread through thousands and thousands of new
dwellings built in capitalist and socialist states. Post-war apartment blocks initially took
the meaning of an architectural and social wonder created by expert groups working on
the improvement of living standards. This chapter suggests that architectural miniatures
were objects that, due to their performative quality, mattered a great deal for the
establishment of this status of mass housing. Various modes of their public demonstration
determined their historical and architectural contexts and turned them into means that
activated viewers’ imagination and sought to shape citizens’ experiences of new
architecture and attitudes towards it. The chapter starts with the overview of the post-war
mass housing issue that had a genuine international relevance in the second half of the
twentieth century. It further explores the ways, in which the two miniatures, depicting the
district of Novye Cheryomushki in Moscow and the modernist housing estate Sarcelles
near Paris, promoted the ideal of the modern dwelling to national audiences. It analyses
two different strategies of the miniatures’ public display, the cinematographic format and
the shop-window approach, and contextualises them within the socialist and the capitalist
schemes of acquiring apartments in newly constructed mass housing developments. The
chapter seeks to examine how the models were engaged in the formation of an image of
a separate flat in an apartment block as an affordable product that can be owned in
different ways on both sides of the Iron Curtain.
The post-war period was commonly associated with high technology, including
the space race, the development of nuclear energy and weapon, and advances in physics,
biology, communications, and transportation. However, the problem of the home for
moderate-income urban residents also mattered a great deal to the countries facing
massive war destruction. In his book La Poétique de l’Espace (The Poetics of Space,
1958), Gaston Bachelard has described the home as “a real cosmos in every sense of the
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word.”31 He has envisioned it as the space beyond the technical blueprints of planners
and architects that concentrated the most intimate existence of a person. The home brings
value to life through keeping memories, allowing one to think and dream and therefore
to exist as a human being because “the house protects the dreamer, the house allows one
to dream in peace. (…) The values that belong to daydreaming mark humanity in its
depths.”32 Bachelard has also criticised multi-storey “superimposed boxes”33 of modern
cities, which in his view were not capable of inspiring dreams or embodying memories
and thoughts. This architecture did not have any connection with the surrounding
environments. It was faceless and hence repellent. Another feature of such dwellings
mentioned by Bachelard was their power to “give mankind proofs or illusions of
stability.”34 When inside, inhabitants acquired a strong sense of safety. Thick walls
protected them, and they were no longer aware of “the storms of the outside universe.”35
This quality of the post-war house to be a security guard in the broadest sense of
the word enjoyed a remarkable amount of attention after the Second World War among
national governments and architectural communities. Together, they put the topic of
affordable mass housing designs at the centre of their debates and policies and turned the
domestic space into a channel of cultural and political propaganda about the peaceful
post-war recovery. Paul Betts and David Crowley have concluded that “national
governments, municipal policy-makers, welfare workers, women’s organisations,
architectural and design circles, as well as advertisers and consumer activists,”36 started
placing both pragmatic and ideological significance on multi-storey standardised
dwellings. Certainly, these parties were interested in the domestic space already in the
first half of the twentieth century. After the Russian Revolution of 1917, the idea of the
exemplary dwelling has become one of the most radical and visible means to shape a new
society based on the principle of collectivism. Avant-garde architects elaborated on a
number of projects that aimed to break with bourgeoise lifestyle. Experimental designs
of houses-communes made in the 1920–1930s represented the idealistic vision of
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collective living, where the amount of personal space and belongings were reduced to the
minimum. The nutshell of these visionary socialist residential areas were common spaces
(meeting halls, study and reading rooms, libraries, canteens) that liberated inhabitants
from the unreasonable extravagance of the pre-revolutionary life and the slavery of the
household.37 Architectural designs encouraged people to change their daily habits in order
to acquire an authentic socialist consciousness and attitude to the material world.
Meanwhile, in 1928, a coalition of European architects founded the Congrès
Internationaux d’Architecture Moderne (CIAM). It was supposed to be the international
forum for the debates over improving urban fabrics, including the question of high-quality
residential areas for people from all strata of the society. CIAM has become the platform
that formulated and applied the main principles of modern city planning and defined the
common image of many post-war cities and districts all over the world. Its congresses
and declarations have played an important part in twentieth-century architectural and
urban history, producing cityscapes based on a specific set of ideas related to functional
order. They were mainly elaborated by enclaves of authorities, businesses, and architects
who worked on the issues related to rationality, building techniques, and the social role
of architecture. These cases together showed the general intentions of both capitalist and
socialist states to control the domestic space and perform social engineering through it.
However, Betts and Crowley have argued that the importance of the home after
the Second World War was not a continuity with these earlier ideas, but it was a break
from them.38 The consequences of the war were devastating. Cities laid in ruins and were
covered with mountains of rubble, and countries experienced grave housing shortages.
The overall motivation was to make a new start and create an apartment dwelling as a
particular shelter characterised by the tranquillity of the domestic space intended for
single-family occupancy that could help people deal with the anxiety of the epoch through
quiet, safe, comfortable, and functional nooks.39 This notion of the peaceful home,
though, was not apolitical. On the contrary, the need to provide the growing urban
population with living spaces gave technocrats the opportunity to prove and show their
own efficiency to local audiences. The focus on national mass housing solutions served
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in many ways as a key litmus test of political legitimacy on both sides of the Iron Curtain
and was crucial within the framework of the capitalist-socialist opposition.40
The reason for such a political role of the home was rooted in its power to
encourage dreaming. Bachelard has rejected this quality of modern dwellings. However,
these were the architectural miniatures of the Cold War period showing mass housing
projects that acted as triggers for collective and individual reveries about private
apartments. The miniatures were idealistic and reflected an exhibitionist nature of postwar residential architecture. Beatriz Colomina has suggested that the modern home’s
enchanting aura arose not from real full-scale projects but rather from different
picturesque models intended for showing and media distribution. She has argued: “The
twentieth-century house is exhibitionistic in character. (…) The modern house has been
deeply affected by the fact that it is both constructed in the media and infiltrated by the
media.”41 The home became “the ‘social contract’ between governments and their
peoples”42 to cultivate the loyalty of citizens precisely through the architectural models
put on public display. These models differed radically from the imperfect reality and
enabled citizens to link their dreamlike images about ameliorated living conditions with
statements by their authorities about national post-war recoveries. Therefore, the
miniatures can be viewed as the very core of design processes within the East-West
ideological confrontation. They were a portable tool to connect the aspirations of their
viewers with certain political systems and to develop the discourse about private
apartments as high-quality and affordable products. The discourse that was real to the
extent that it was fabricated by the models themselves.43

The Soviet Concern for People: Cheryomushki
From this viewpoint, the miniatures presented the modern home in the context of
overwhelming optimism. They encompassed the belief in better urban lives emerging
from architectural projects that consisted of regular housing blocks with neutral geometric
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forms accompanied by all kinds of daily facilities and green spaces. In 1963, the musical
film Cheryomushki (Cherry Town), directed by Gerbert Rappaport, was released in the
Soviet Union. The film was the adaptation of the only operetta written by Dmitry
Shostakovich, Moskva, Cheryomushki (Moscow, Cherry Town), and was a combination
of the lyrical comedy and the satirical comedy. It told the story of four couples — their
romantic relationships and attempts to obtain individual flats in a new district of a city.
This district was shown at the beginning of the film as a small-scale architectural model
(fig. 1.1). The panoramic miniature, as well as the title of the film, clearly referred to one
of the time’s most famous Soviet experiments on mass residential architecture.
Its cradle was the ninth district of Novye Cheryomushki in Moscow, which was
erected to replace a typical periphery with private wooden houses and a rural
environment. The emerging urban fabric demonstrated a radical shift in the concept of
socialist residential architecture and had its roots in the Party’s plans on solving the
housing crisis. In the post-war period, its immediate resolve was not seen as a
governmental priority. Even when planning multi-storey apartment dwellings, architects
paid much attention to pompous visual appearances cast in forms of Renaissance-style
historicism, Socialist Realism, and unique design solutions. This approach retarded
constructions, and by the end of the 1950s, the national housing shortage was allencompassing. The official data for Moscow only indicated that in 1955, 70 per cent of
all apartments were communal.44 People lived in over-crowded flats, sharing rooms and
common facilities and sending indignant letters to the authorities. One of them, for
example, was written by Lieutenant Colonel A.K. Pakhomov, who worked after the war
as a test-pilot in Moscow and occupied with his wife and her relatives the room of seven
square metres. He wrote: “I do not even have an apartment that which is most necessary
for life for everyone, regardless of his professional speciality or social position… It would
be difficult to find more unbearable conditions for the pilot.”45
The decision to perform the mass housing policy was carried out by Nikita
Khrushchev, who replaced Joseph Stalin after his death in 1953.46 At the National
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Conference of Builders in December 1954, Khrushchev had famously proclaimed: “The
conference demonstrated that when it comes to planning residential and public buildings,
architects took too little account of economic issues or the interior design of buildings
and apartments; (…) Many architects and engineers interpreted the task of Soviet urban
planning in a one-sided manner; paid close attention to the exterior of road infrastructures
and squares; worked too little on the planning of residential areas and forgot that in terms
of urban planning there is an overriding need in our country to ensure comfort for local
residents.”47 The speech signified the end of the monumental architecture of the Stalinist
period and brought the issues of standardised designs and fast construction methods into
the public focus. After the conference, the Party published a number of decrees,48
launched the foundation of specialised research institutes, and replaced the Academy of
Architecture with the Academy of Construction and Architecture under the State
Committee for Construction (Gosstroy). These initiatives changed the definition of
architecture itself. It was not seen as a creative practice, but as a pure mixture of ascetic
structures, prefabricated and factory-based construction technologies, and financial
calculations. The goal was to build more quickly and cheaply to fulfil the main promise
of the Party, namely, to provide the maximum number of Soviet families with separate
apartments within twenty years.49
In this manner, the ninth district of Novye Cheryomushki became “the only show
in town.”50 It was assembled between 1956 and 1959 under the guidance of the architect
Natan Osterman. He had to act in accordance with the general statement about a Soviet
architect as someone who, as Catherine Cooke has noted, does not have any personal and
aesthetic ambitions and works to “fit the needs and express the beliefs” 51 of a socialist
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society. Osterman developed various types of residential apartment buildings with lowcost and flexible designs to be repeated elsewhere. He also organised the dwellings not
as separate structures but as a single organic complex with necessary daily facilities and
tranquil living environments within spacious and car-free yards (fig. 1.2).52 As the author
of the book dedicated to the construction of the district pointed out, the new architectural
landscape of Moscow indeed was a demonstration of care by the authorities and
architects. He described the effect of the residential area, saying, “The concern for people
is not manifested by means of ‘rich’ facades or bas-reliefs on the theme of abundance but
by the architectural environment itself. It is based on simple volumes of residential and
public buildings, their comfortable connections with public areas, the variety of green
zones, and the elegance of small decorative forms.”53
The film Cheryomushki is both inspired by this hypermodern place and dedicated
to it. At first glance, it is primarily an entertaining movie with amusing songs, dances,
and a happy ending. It was made during the period of the Thaw that was characterised by
the relaxation of censorship and the artistic movement that introduced the topic of
individual private life instead of images of collectivism and the epic heroism.54 The film
embodies this personal angle that was not so much present in earlier films and plays the
role of a hymn about the birth of personal space and privacy after decades of communal
living.55 One of its the most remarkable scenes even makes a surrealistic comparison of
a multi-storey residential building with a bird’s nest (fig. 1.3).
However, the film is also extremely abstract. Sham constructions are used instead
of documentary footage, and the miniature is presented as a museum object from the
imaginary Museum of History and Reconstruction of a City. It did not depict the real
urban landscape, but rather was a fantasy about it as the full-scale district of Novye
Cheryomushki had never had such sophisticated architectural structures (fig. 1.4). This
mode of display released the performative power of the model that acquired a
universalistic ambition in relation to the representation of the architectural project. The
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model was inspired by the new complex that was planned in Moscow. At the same time,
it was also a fiction. As such, it turned the whole concept of the district of Novye
Cheryomushki into an architectural and social ideal. The visionary character of the
miniature and the museum background emphasised pride for national architectural
progress in the field of mass housing. However, in combination with the cinematographic
format, which was not an accidental choice, the miniature also acquired an ideological
purpose. Films were accessible to all segments of the population, and cinemas, as cultural
institutions, had a high status in socialist urban planning. They were even built in small
towns and often in central districts. It was mentioned in one of the post-war books on the
construction of cinemas that “Soviet cinemas naturally are public architectural and
cultural centres.”56 In the 1950s–1960s, there was a notable expansion of the network of
cinemas that resulted in the doubling of the movie-going audience over the decade.57
Reaching many people simultaneously, the cinema had the power to shape manners of
seeing and thinking and to perform the political and cultural education of the society.
Concerning the film Cheryomushki, almost twenty-nine million people watched it
during the first year, and each of them had an opportunity to project her or his own vision
of a modern and private apartment in a multi-storey building onto the malleable smallscale model.58 At the same time, showing the model as the museum artefact designed for
passive and reverent observation both in the film and in the cinema enabled the
filmmakers to articulate its normative position and declare the ingenuity of those who
created the concept of the residential district and made it real. In the Soviet Union, these
were the Party, state design and planning organisations, and construction enterprises who
were the key figures of the architectural field. In this regard, the miniature from the film
through its own context of existence got a power to spread across the country the promise
that similar mass housing developments would appear in the nearest future in every soviet
city. The scene with the miniature made using trendy plastic constructions served as a
means to boost confidence in the efficiency of the centralised state. It informed citizens
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all over the country about the solid plan of the Party and the governmental design
institutions to create copies of the district of Novye Cheryomushki.59
The model from the film was the machine for individuals dreaming about personal
flats protected from undesired invasions, neighbours, and strangers. However, due to its
cinematographic mode of presentation emphasising the role of ordinary citizens as
observers rather than creators of the architectural concept, it was also part of the official
housing policy that did not want to leave place for on-site discussions and focused on the
production of the image of mass housing projects as subjects of the state. Urban citizens
worked as builders on construction sites, but the miniature demonstrated the frozen urban
landscape from above, pointing out that it was beyond criticism. In the 1960s, mass
housing developments was part of papering over the cracks of individualism. As Mark
Smith has pointed out: “The housing program was made self-consciously, explicitly, and
even aggressively ideological. Its goal was no longer simply to benefit as many people as
possible…”60 The 22nd Congress of the Communist Party of the Soviet Union held in
1961 signalled that the collectivist values and the priority of the state over individual
people’s initiatives had to remain untouched during the country’s final transition to
communism. In contrast to the previous period, the Party preferred not physical purges,
but the national housing policy. It relocated millions of Soviet people and simultaneously
sought to persuade them of the success of socialism through projects of homogenous
residential spaces elaborated by authoritative groups providing citizens with similar
living conditions across hundreds of cities (fig. 1.5).

The French Miracle: Sarcelles
While urban dwellers in the Soviet Union enjoyed the image of the modern home at the
cinema, there were different representational strategies on the other side of the Iron
Curtain. Advertisement campaigns for post-war mass residential complexes used not only
fragments of photo and videojournalism, but also physical demonstrations of architectural
models to potential apartment buyers. This was the case of Sarcelles and its miniature
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displayed in the central Parc Kennedy. Sarcelles was one of the pioneering large-scale
developments in post-war France known as grands ensembles. The term came to be
applied to a range of complexes built on the outskirts of big cities and characterised by
monotonous housing slabs and towers with patches of green spaces between them,
community centres, and shopping malls. These suburban dormitory landscapes appeared
for the first time at the end of the 1950s, and their aim was to break the monopoly of overcrowded historical cities and resolve the national housing crisis.
The census of 1954 showed that the general state of the French home was archaic.
Only 58.4 per cent of all houses and apartments in the country had the plumbing system,
and only 10.4 per cent had a bathroom or a shower and the central heating.61 Furthermore,
the overpopulation of flats was a natural state of affairs. Many families of moderate
income did not have enough space and were forced to use one room as a bedroom, a
cabinet, a living room, and dining room at the same time.62 The inadequacy of such
conditions and the mass desire for their improvement became apparent during the inquiry
conducted by the French Institute of Public Opinion in 1955. The researchers asked urban
dwellers what they would purchase if their incomes were 20 per cent higher than their
present levels. In the end, they found that 30 per cent of all families wished to find new
housing, and 50 per cent of couples under thirty-five years of age wanted to move.63 The
reaction of the alliance of governmental officials, architects, and private contractors to
this report was a social and architectural experiment. Together, they initiated the
construction of a large number of vast and socially mixed neighbourhoods that could
provide their inhabitants with unlimited access to daily services of all sorts.64
Sarcelles was planned in accordance with these enthusiastic aspirations of
technocratic powers towards the innovative urban planning. It was meant to create a new
core of the semi-rural town of Sarcelles and become one of those spaces described already
in the 1930s by the French urbanist and engineer Maurice Rotival. He wrote about “great
shining residential complexes, well situated and standing in bright sunlight, harmoniously
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arranged along wide highways surrounded by large wooded areas, parks, and stadiums.”65
Sarcelles was constructed in the northern region of Paris between 1955 and 1976, and by
the mid-1970s contained over 13.000 apartments with a population of around 60.000
people.66 Architects Jacques-Henri Labourdette and Roger Boileau elaborated the master
plan of Sarcelles that was based on the orthogonal grid of roads delineating
neighbourhood units of around 400 square metres (fig. 1.6).67 These units included
prefabricated residential dwellings from four to sixteen floors accompanied by
commercial centres, public facilities (cultural and educational centres, places for sport,
cafés, cinemas, medical centres, administrative buildings), and green areas.68
From a bird’s eye view, geometrical patterns of Sarcelles composed of dwellings
and areas between them astounded with the grandeur of large-scale artificial structures
resembling sculptural masses (fig. 1.7; fig. 1.8). They guaranteed their prospective
inhabitants modern, clean, and hygienic domestic environments, where every walk-up
flat had a bathroom and the central heating. This striking emotional impact of the complex
was described by a young girl in a novel by Cristian Rochefort Les petits enfants du siècle
(Children of Heaven, 1961): “You reach Sarcelles by a bridge, and suddenly, from above,
you see everything. Wow! (…) This was a housing estate for the future! For kilometre
after kilometre after kilometre, house after house. Alike. Aligned. White. Still more
houses. Houses, houses, houses, houses, houses, houses, houses, houses, houses. Houses.
Houses. And sky: an immensity. Sunshine. Houses full of sunshine, passing through
them, coming out the other side. Enormous green spaces, clean, superb (…); the people
were no doubt as advanced as the architecture.”69
First neighbourhoods of Sarcelles were low-rent public housing units, and they
attracted French blue-collar and clerical workers as well as inhabitants from Africa,
Tunisia, Morocco, Italia, Spain, and Algeria who rented apartments or managed to buy
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their own.70 Nevertheless, Sarcelles was primarily imagined as the residence for typical
post-war middle-class young white families with a “male bread-winning father and stayat-home mother.”71 In order to achieve this social milieu, Sarcelles’ developer Société
centrale immobilière de la Caisse des dépôts (SCIC, or Central Real-Estate Company of
the Deposits and Consignments Fund) came up in 1960–1966 with ameliorated designs
of dwellings, raised prices, and launched the policy of low-interest loans for
homeownership.72 These initiatives aimed to upgrade the status of the residential
complex. According to the census of 1968, Sarcelles indeed experienced the change of
its own social fabric. These were middle managers, technicians, and clerks who inhabited
recently constructed neighbourhoods six, seven, and eight, while manual workers were
the main residents of the first neighbourhoods.73
Among strategies that were used by the developer company to promote Sarcelles
to these higher (from its point of view) social classes was also the small-scale architectural
model (fig. 1.9). The Sarcelles model was presented in the Exhibition Hall situated in one
of the complex’s parks, and it played the role of a carefully crafted advertising campaign
(fig. 1.10, fig. 1.11). The important quality of the miniature, according to Stewart, is its
capacity to idealise depicted objects and events. The small scale allows hiding certain
details that can be read by viewers as negative ones and focusing solely on the advantages.
She has noticed that the miniature is “the realm not of fact but of reverie”74 and has further
argued that precisely this quality turned the miniature in the twentieth century into a
successful marketing tool.75 The Sarcelles’s model highlighted by means of its own
diminutive landscape the bright future of the place and hid its technical and conceptual
drawbacks regarding women’s isolation within the complex and undeveloped outdoor
spaces with mud and dust. It allowed the developer and the architects to demonstrate the
prosperity of the place and the latest phases of its construction, as well as encourage
pavilion visitors to relocate to Sarcelles.76 The miniature used the captivating quality of
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the size to blur the frontier between reality and dream, convincing the prospective
purchasers that Sarcelles was nothing but a shining example of “modernisation
triumphant.”77
The miniature’s view from above also became the servant of this idealising
advertising strategy. Raphaële Bertho has pointed out that the aerial perspective was an
inherent part of promotion materials dedicated to post-war mass housing projects. It made
it possible not only to show these complexes in their entirety at once but what is more
important, to inscribe them into real geographical landscapes surrounding future
residential areas in contrast to the vertical or geometric view that would isolate buildings.
Bertho has emphasised that the post-war view from above presented “the project of the
modern city as a reality, giving it substance by installing it within the terrain of the
contemporary world.”78 The aerial perspective could create a strong sense of the physical
existence of architectural projects that were yet to come and support in this manner the
viewers’ belief into their chance to possess and inhabit modern domestic spaces. The
Exhibition Hall of Sarcelles effectively used these features of the top-down viewpoint.
The miniature was placed at the level of the waist and in the middle of the room in order
to create comfortable conditions for its examination from all angles. The Exhibition Hall
itself was transparent, and its big windows resembled those of shops. They called up to
come closer and gaze down on the futuristic landscape that existed along with the visible
full-scale construction site outside the pavilion.

This is Our Apartment, isn’t it?
This similarity of public representation of Sarcelles’s miniature with the shop window
approach turned it into a performative act, which took place in the context of the evolution
of French post-war mass residential culture. The effect of this act was the development
of a new status of an individual flat as a kind of a good available for purchasing. The
massive construction of grands ensembles increased, in general, the affordability of
individual flats that were not more perceived as an inaccessible luxury. The miniature of
Sarcelles was as a technocratic exercise of local authorities and architects who juggled
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with grids and rows of dwellings and green areas that were “unilaterally imposed on
anonymous territories and were blind to the resulting social problems.”79 However, the
same miniature also had another implication within the frameworks of different national
strategies in promoting mass housing projects planned during the Cold War period. The
transparent Exhibition Hall of Sarcelles declared paths of capitalism and mass
consumerism in the country and celebrated the increased purchasing power of individual
families.80 The French post-war economic growth, which got the title of Les Trente
Glorieuses (The Glorious Thirties),81 allowed many people to amass their savings and
become consumers on the housing market buying shiny living environments that
previously belonged to the world of dreams (fig. 1.12). This very opportunity to buy an
apartment due to income growth and special credit conditions, as in the case of Sarcelles,
became a symbol of the increasing prosperity of middle-class citizens as well as of the
democratisation “of rights, goods, and services”82 that was one of the goals of the country.
The miniature, therefore, functioned as a means to craft the meaning of the architectural
project as a high-quality and affordable product. Referring to the concept of
performativity, this signification was more an illusion and “an object of belief”83 that
acquired a special legitimacy in comparison with the effect of the socialist miniature.
The Soviet musical film Cheryomushki demonstrated, apart from the architectural
project itself, horrors of the Soviet bureaucratic system in the distribution of apartments
intended for single-family occupancy. The film exaggerated some details, yet it illustrated
the historical fact that the majority of the housing stock was in the hands of
representatives of the state. In contrast to France, the Soviet Union did not have the free
market system, and the state housing funds mainly controlled residential constructions.
The local authorities and enterprises were in charge of the allocation process, giving flats
to employees and their families.84 In 1962, the Party also allowed the system of
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cooperative housing organisations under different firms. People could enter these
associations, which “received state credits for up to 60 per cent of the estimated cost of
construction for a period from ten to fifteen years,”85 in order to construct their own multistorey apartment dwellings. Finally, in the late Soviet Union, there was the possibility to
buy a flat for foreign currency earned while working abroad.86
However, these schemes did not allow, for instance, people to resell apartments.
Also, there were big waiting lists for flats provided by enterprises and cooperatives, and
some families had been trying to get a separate living space for years.87 There was no
figure of a sovereign inhabitant-consumer, and this fact offered to the capitalist bloc a
perfect chance to criticise the Soviet consumer culture, including the issue of the
affordability of apartments in terms of their purchase opportunity, as improper.88 It was
rooted in the idea of scarcity and the vision of the socialist landscape as nothing but
“shabby apartment blocks and bare shelves.”89 Consumer culture was associated, as
Susan Reid has argued, exclusively with the concepts of deficit and “passive waiting for
goods”90 from the state in contrast to Western consumer culture, which image was based
on the ideas about material abundance and freedom of consumer choice.91 The countries
of the Soviet bloc had a reputation of a place where people had to hunt for the most basic
items, for instance, furniture, and organise illegal manipulations with the distribution of
state housing stock to get an individual flat after endless disputes with officials.
This long-surviving and quite truthful narrative can be viewed through the lens of
the architectural miniatures representing the district of Novye Cheryomushki and the
ensemble of Sarcelles and, more precisely, through the contrast between the manners of
the miniatures’ public displays. They revealed the models’ performative quality, turning
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them into acts that produced different meanings of the modern dwelling as an object to
possess. These meanings were based on the gap between the passivity of Soviet citizens
going to the cinema and awaiting flats from the state and active prospective inhabitants
of Sarcelles buying their flats independently. The Soviet multi-storey apartment dwelling
still appeared to belong to the sphere of dreams to be seen primarily at the museum and
in film, while the French multi-storey apartment dwelling moved into the mundane
physical realm. This difference provided the capitalist countries with a tool to shape the
history of capitalist superiority from the point of view of the countries’ ability to create
opportunities for individual material welfare, citing housing as an example, in opposition
to the Soviet bloc, which did not have such riches.
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Chapter 2

Berlin’s Showcases: Dwelling as a Rivalry

Referring back to the idea of Colomina about the exhibitionistic character of the home in
the twentieth century, this chapter draws upon the pivotal role of exhibitions with
miniatures in shaping the conceptual and ideological meanings of new domestic spaces.
Colomina has emphasised that “always on exhibition, it [the modern house] has become
thoroughly exhibitionist.”92 Exhibitions attracted many people at once, and their vast
spaces were especially useful for inscribing mass housing projects into frameworks and
producing effects desired by organisers. While the first chapter was dedicated to the
promotional techniques primarily directed to national audiences who were prospective
inhabitants, the second chapter focuses on the cross-bloc dimension of post-war mass
housing initiatives. It examines two architectural exhibitions held in East and West Berlin.
They were organised within the context of the radical confrontation between the socialist
and the capitalist systems and intended for visitors, including those of the opposite bloc.
This confrontation expressed itself, not least, through architectural styles. Forms
borrowed from neo-classicism and Socialist Realism, which were the characteristic of an
early East Berlin’s attempt to house ordinary citizens in multi-storey apartment blocks,
clashed with modernist architecture from the city’s western part. The architectural models
displayed during the two exhibitions brought to the fore this visual contrast and became
active agents of the Cold War as “a propaganda competition”93 grounded in the simplistic
portrayal of each other. David Lowenthal has argued that historical events are always
subjects of modification for public consumption.94 Modifications omit facts, invent facts,
tolerate errors, and create artificial narratives serving specific purposes. He has also
suggested that the process of imagining the stories is not opposite to the history but vital
to societies as fictions “give our lives a more lasting shape.”95 In this regard, this chapter
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studies the two architectural models from Berlin, depicting the projects of Stalinallee and
the district Hansaviertel, as peculiar mythmakers that participated in the process of
Berliners’ urban identity divide grounded in the East/West competition. The chapter
addresses the dimension of residential architecture of the post-war period linked with the
representation of socialist or democratic values and explores the miniatures as acts
through which they were communicated to the broader public. It seeks to penetrate the
role of the miniatures in the long-lasting process of the mental division of Berliners who,
throughout the second half of the twentieth century, were trained to see each other as
hostile extremes.
Along with their significance within countries, small-scale architectural models
were also part of the cross-bloc relations in the Cold War period. These relations existed
in many ways as “a struggle of absolutes”96 and tended to split regions and people
brutally, presenting them to each other as opponents. According to William Appleman
Williams, that was the period characterised by contrasts of “good and evil, love and hate,
right and wrong.”97 At the same time, such a mutual confrontation did not mean the
suppression of transnational cultural contacts. On the contrary, there were cross-bloc
flows of architectural and artistic projects directed to the parties designated as ideological
enemies. Exhibitions dedicated to subjects like mass housing developments and everyday
material culture were one of the tools of this diplomacy. They enabled countries to
demonstrate their own achievements, measure one’s level of success or failure, and shape
their own identities through the comparison with the image of the other. The regimes
were not immune to each other and described their existence and cultural and political
superiority by means of exchanges and confrontations.98
The ground zero for this fight between socialism and capitalism was Germany and
particularly Berlin (fig. 2.1). In 1949, the German Democratic Republic (GDR, or East
Germany) and the Federal Republic of Germany (FRG, or West Germany) were founded.
These two parts, led by the examples of the Soviet Union and the United States,
respectively, had been showing incompatibility with each other (fig. 2.2). This was
symbolically demonstrated by the miniature donated by the German youth to the Soviet
youth during the Third World Youth Festival in Berlin in 1951 (fig. 2.3). The model96
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souvenir showed a divided Germany, where Berlin as the capital of East Germany had a
stylised triumphal arch and flags, and Bonn, which was named West Germany’s
“provisional” capital, had only a miserable barrack and a tank. This contrast proclaimed
by the miniature pointed out the confrontation between the two political systems and
simultaneously on their interdependence in creating a socialist and a capitalist identity.
As Khrushchev recognised: “There [in Berlin], the borders are simply open, and there is
a constant contact with the capitalist world to which the German Federal Republic
belongs… There, the comparison is made; which order creates better material conditions;
that of the West Germany or East Germany.”99 The USSR’s vice premier Anastas
Mikoyan, in his turn, concluded that “if socialism does not win in the GDR, (…) then we
have not won.”100
The mass housing question was a crucial part of this perspective. It had to do with
both the post-war rebirth of Berlin from the ruins and the specific background of the
concept of home in German culture. The domestic space had a political meaning in it and
was especially convenient for the formation of East and West Berlin’s urban identities.
Since the late nineteenth century, the home was a complex knot of personal and sociocultural contexts signified by the term Heimat. The term, which does not have an exact
translation in English, encompassed various dimensions. Heimat referred to the general
home province and simultaneously to a particular parental home. It identified one’s home
as a real physical space, but also as a collection of personal metaphysical connections to
“the local soil and fond memories of childhood.”101 Heimat symbolised Germany as a
whole and, at the same time, was “an emblem of regional distinctiveness within [it].”102
Heimat denoted the home as a specific building or neighbourhood and as an emotional
attachment to the broader national geographic environment with unique features. As Pugh
has argued, Heimat did not lose its relevance after World War II but captured the attention
of authorities and architects. She has proposed that “the ability of the Heimat concept to
express unity as well as diversity, to exclude as well as include, was useful in
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reconstructing national identity along the east-west fault line.”103 The concept allowed
converting the post-war domestic environment from a physical space to a conceptual
construct related to socialist or capitalist values.
Through the medium’s intervention, exhibitions accompanying full-scale
construction projects became an efficient way for the authorities of the GDR and the FRG
to build the home as a state of mind based on the ideological divide. Expositions were
accessible to visitors coming from the opposite parts of Germany and Berlin, and by
actively inhabiting “the spaces of publication, memory, and fantasy,”104 they acquired the
power to influence urban dwellers’ ideas about the city and each other. They were the
context, within which miniatures as performative acts “became conceivable as acts at
all”105 and turned into soft power agents in the political machinations of the East and West
Berlin’s central states. The concept of soft power was introduced by the political scientist
Joseph Ney as the counterweight to hard power methods such as threats, payments,
military occupations, or trade embargoes.106 Soft power, on the contrary, rested on the
ability to evoke the sense of attraction by means of cultural events, patterns of daily lives,
and material objects. Together, these elements, firstly, cultivated pride in the prosperous
present and future under the particular regime. Secondly, they aspired to evoke both envy
and admiration among viewers from other political blocs and persuade them that it was
in their own interests to change the form of government.107
The architectural models representing mass housing developments incorporated
the ambition to turn the space of home into a genuine place for the conflict “between two
ways of life.”108 The miniatures were a vital part of the official rhetoric on amelioration
of middle-class citizens’ living conditions promised by each part of Berlin. They could
establish new images of the modern dwelling due to their capacity for idealisation that
was mentioned by Stewart. As Pugh has argued, citizens from West and East Berlin “often
measured the success or failure of their governments by the extent to which they lived up
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to”109 standards declared by the authorities in relation to residential architecture and urban
planning. Therefore, the models of Stalinallee and the district Hansaviertel, which
demonstrated new and idealised housing norms during the exhibitions, became engaged
in the formation of mass housing culture of the Cold War period as a contest between the
two blocs.

The Boulevard of the Egalitarianism: Stalinallee
In East Berlin, it was the boulevard named Stalinallee (renamed to Karl-Marx-Allee in
1961), stretching for 2.3 km from Alexanderplatz to Frankfurter Tor, that turned into its
ideological and architectural showcase. The project embodied the search for the socialist
mass housing solution and was “aesthetic and political symbolic representation of the
capabilities of the political system.”110 As the general secretary of the Central Committee
of the Socialist Unity Party of Germany (SED), Walter Ulbricht pointed out: “Stalinallee
is the cornerstone for the construction of socialism in the capital of Germany, Berlin. It
is the cornerstone insofar as these buildings serve the people, and the architecture
embodies the development of the art of city building of the new Germany.”111 In 1951,
East Berlin’s local authorities launched an architectural competition for the boulevard. It
was open to architects from both East and West Germany, though there were no Western
representatives on the jury.112
Stalinallee was planned as a residential street with apartment blocks from seven
to nine storeys replacing unsanitary pre-war barracks that previously housed workers in
that area of the city. The buildings had to provide local residents with high-quality,
domestic spaces with spacious flats and up-to-date facilities. The choice to build large
residential dwellings for one of the major arterial roads of Berlin had an ideological
rationale and was aimed at emphasising the privileged status of the ordinary worker

109

Pugh, Architecture, Politics, and Identity in Divided Berlin, 10.

110

Sandra Wagner-Conzelmann, “The History of Interbau 1957,” Bürgerverein Hansaviertel e.V.,
accessed March 17, 2020, https://hansaviertel.berlin/en/interbau-1957/geschichte-der-interbau-1957/. The
text from the website is based on the book by Sandra Wagner-Conzelmann, Die Interbau 1957 in Berlin:
Stadt von heute – Stadt von morgen: Städtebau und Gesellschaftskritik der 50er Jahre (Petersberg: Imhof,
2007).

111

Paul Stangl, Risen from Ruins: The Cultural Politics of Rebuilding East Berlin (Stanford, California:
Stanford University Press, 2018), 190.

112

Ibid., 208.

37

within the socialist system.113 During the construction, advertisement materials stressed
the idea that the Stalinallee development would offer an opportunity for workers and
tradesmen to live alongside elites and professionals.114 At the end of the competition, five
projects were awarded. First prize went to Egon Hartmann and his workshop. The other
four prizes went to studios under the guidance of Richard Paulick, Kurt W. Leucht, Hanns
Hopp, and Karl Souradny.115 Later on, the jury decided not only to implement the design
of Hartmann but also to divide the boulevard into sections and distribute them amongst
all the winners, which were joined by the architect Hermann Henselmann. Though,
Henselmann did not participate in the competition, he later worked on the square of
Stalinallee that was a node in a transition to the city centre (fig. 2.4).116
In 1951, the full-scale construction was launched, and in 1952, the architectural
exhibition opened in Berlin in the German Sports Hall (die Deutsche Sporthalle). It was
accessible to visitors from both parts of Berlin, but the number of East Berliners was
predictably higher than that of West Berliners.117 The exhibition began with criticism of
architectural projects developed under capitalism and then further glorified achievements
of socialist architecture using statistics, images depicting joyous citizens, and a smallscale model (fig. 2.5).118 The miniature provided visitors with the view of the street and
buildings with carefully crafted details, including rows of windows, walls’ ledges, and
other decorative elements. At the same time, the model brought to the spotlight only the
main axis of the boulevard, leaving buildings from courtyards as plain monochrome
rectangles. This approach not only indicated that the design process was still in progress.
It also served to draw attention to the urban composition as a whole, including squares,
road grids, residential dwellings, and inner yards. The model, which was placed at waist
level to facilitate the observation from above, sought to demonstrate in this way the
monumentality and solidity of the project. It was made with the intention to turn multi113
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storey dwellings into powerful architectural and political symbols by means of an
ensemble formula that was the key principle of the socialist planning of that period.
It came into force after the publication in 1950 of the Grundsatze des Stadtebaus
(Principles of Town Planning) that were elaborated by East German architects, urban
planners, and officials after the “study trip” of the GDR authorities to Moscow earlier that
year. The Principles of Town Planning were written as the antidote from functionalist
layouts of American and Western European cities, and they included sixteen paragraphs
that were the basics of the majority of the socialist town planning designs in the first half
of the 1950s.119 The paragraphs stressed the importance of a clearly expressed
architectural composition based on linearly organised systems of squares, wide avenues,
and buildings cast in forms of neo-renaissance and Socialist Realist styles. Together, these
elements had to define the political and cultural core of any city and create a unique
artistic appearance.120
Various decorative details, partly recreated in the miniature of Stalinallee,
underlined these intentions of an urban fabric and had the purpose of making the socialist
dwelling different from American boxes. The editor from Neues Deutschland Rudolf
Herrnstadt used this expression in the early 1950s in his article “On Architectural Style,
Political Style, and Comrade Henselmann”: “The humanistic character of this architecture
as a mirror of the increasing strength of socialist society becomes especially clear when
this building is compared with the dreary boxes of the American skyscraper.”121 The
miniature of Stalinallee instructed Berliners about post-war principles of the socialist city
planning in general and residential architecture, in particular, stressing the fundamental
importance of impressive façades and overall stupendous effect from the street.122 The
model showed volumes of apartment blocks that were organised into a single and
symmetric structure and were called at that time not otherwise than “residential palaces
for workers.”123
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This conceptual link between the ensemble structure and the notion of exclusivity
had its roots in architecture of the 1930s, when the dictatorships of Nazi Germany and
Fascist Italy, the democracies of Europe and America, and Soviet Russia actively applied
it.124 However, as Franco Bossi has argued, pre-war projects had an elitist approach. They
lacked the social background, and their sophisticated designs were made for the wealthy
social classes only.125 From this regard, the intention of East Berlin’s authorities and
architects to apply the pompous ensemble layout for the residential street with mixed
social composition was the declaration on the specific values of the socialist state. The
project of Stalinallee aspired to make architectural elements, which were previously
described in terms of the elitist position, democratic, and use it for the construction of the
socialist home, which decorative richness and practical comfort was available to citizens
from all strata of the society. While the full-scale project of Stalinallee was under
construction, the exhibition acquired an important role in glorifying both aesthetic and
pragmatic advantages of anti-modernist residential architecture. It revealed the
performative quality of the miniature that, within the tightly controlled public display,
entered the East-West Cold War confrontation and became an official statement about
the ideal socialist residential space according to which the East Berlin’s urban identity as
“other” could be formulated.
When put on public display, the architectural model changed from a working tool
of the architects into “an extension of the SED’s overall method of governance: top-down,
rather than bottom-up”126 and became a soft-power weapon. The exhibition avoided
discussing many of the boulevard’s problems, including the slow pace of construction,
high costs, and the fact that the flats were inaccessible to the majority of the working
class.127 The miniature also omitted the project’s architectural polemic as both Western
and Eastern German architects criticised its backwards-looking style as being reminiscent
of the Nazi era.128 The strategic aim of the Stalinallee project was to declare a sharp visible
division of Berlin by means of the distinctive architectural contrast. Accordingly, the
model was an act that declared the GDR’s opposition to the FRG and constituted the
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meaning of the Stalinallee concept as, in the words of Herrnstadt, a symbol of “the dignity
of the free human.”129 The miniature existed as a means for creating a myth about the new
East Berliner as a liberated person living in a modern, palatial-like home in which she or
he felt, according to Herrnstadt, like “the ruler of the state”130 (fig. 2.6).

The Political Answer: Hansaviertel
However, from the point of view of West Berlin, the Stalinallee development was nothing
but a symbol of bad taste and extravagance, and the boulevard’s architecture got the
nickname “wedding-cake style.”131 In 1964, a correspondent from West Germany wrote,
“Everywhere in the GDR, the Western visitor comes across avenues called Stalinallee
built in the Moscow wedding-cake style. It is not just in East Berlin that these
monstrosities are found; they also spoil the view of the old market square being
reconstructed in Dresden or the rebuilt downtown in Magdeburg.”132 The FRG wanted to
come up with criticism of “these monstrosities,” while demonstrating its own ideal of the
modern home. From 1952–1953, the first ideas about an exhibition dedicated to post-war
living conditions emerged. It took several years to prepare, and in the summer of 1957,
the International Building Exhibition Interbau opened in the inner-city neighbourhood
Hansaviertel that was bombed massively during the war. Interbau was organised under
the aegis of Federal President Theodor Heuss and promoted by the German federal
government. It ran from July 6 to September 20, and about one million people visited the
exhibition, of which 36 per cent came from East Berlin as well as from other regions of
the GDR and Eastern Europe.133
The practical purpose of Interbau was to bring West Berlin an economic upturn
and boost its reconstruction with workable and technologically-advanced architectural
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projects, providing citizens with new multi-storey apartments buildings.134 At the same
time, the development of the neighbourhood was inseparable from the clash with the
GDR. The district became an instrument in the conceptualisation of West Berlin’s urban
identity as superior to those of East. The article from The New York Times stated that
Interbau “frankly aimed at showing Communist countries what Western architecture and
landscape can accomplish.”135 The overall intention of the organisers, architects, and
urban planners was to avoid utopian futuristic visions. Instead, they wanted to construct
the residential area capable of turning a comfortable living environment for middle-class
families from yesterday’s luxury into today’s necessity.136 The achievement of this goal
laid, not least, in the radical opposition of ascetic modernist forms to the wedding-cake
style. In his public statement on Interbau, the West Berlin Minister for Construction Karl
Mahler made a direct reference to the architecture of Stalinallee: “Interbau is a clear
commitment to the western world. It should show what we understand to be modern urban
development and decent housing in contrast to the false ostentation of Stalinallee.”137
The core of the exhibition, which had an impressive scale of twenty-five hectares,
was the neighbourhood of Hansaviertel that became an experimental construction site for
adaptation of modernist architectural and urban principles. It was planned to build twentytwo multi-storey apartment buildings and forty-eight homes for single families, and the
West Berlin public housing program subsidised the majority of these designs.138 More
than fifty prominent architects from fourteen countries came to Berlin to work on the
residential area, including Walter Gropius, Pierre Vago, Alvar Aalto, and Oskar
Niemeyer.139 They planned the complex of 1.300 residential units surrounded by schools,
shops, a church, a library, and a movie theatre (fig. 2.7).140 However, only a third of the
initial project was finished by the time the exhibition opened, and the district’s
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construction was completed in 1962.141 Therefore, Interbau offered its visitors not only
tours around the area, including those from a viewing crane and a chairlift, but also the
small-scale model depicting the whole project. It was displayed in the Berlin pavilion at
the entrance of the exhibition (fig. 2.8; fig. 2.9). The miniature demonstrated the final
plan of the Hansaviertel created on the basis of the winning design by Gerhard Jobst and
Willy Kreuer made for the architectural competition in 1953.
The spatial structure of the district was based on the principles of the Charte
d’Athènes (Athens Charter) but with much greater typological and functional variety of
the territory. It included different architectural elements from buildings with four to five
floors to high-rise towers with sixteen to seventeen floors. The Athens Charter was the
western equivalent of the Principles of Town Planning. It was elaborated during the
Fourth Congress of CIAM in 1933 and established the urban planning canon that had a
significant impact on projects from the post-war period all over the world. According to
the main points of the document, there had to be in the city a functional division into four
parts: dwelling, working, recreation, and circulation. Residential districts had to be
situated in the best (topographically and climatologically) areas for the maximum amount
of light, ventilation, and recreational possibilities. Finally, dwellings themselves had to
be located far from traffic.142
While the model of Stalinallee displayed the focus on one central axis of the street,
treating inners yards as secondary details, the miniature of the Hansaviertel emphasised
the architects’ decision to organise the territory as a number of loosely-arranged groups
of dwellings (fig. 2.10). The plan negated the ensemble scheme and did not have a
distinctive dominant. The buildings were scattered across the landscape, surrounded by
many green spaces, and accompanied by daily facilities and the commercial area.143 Both
the spatial layout and the design celebrated the home as the space for private comfort and
leisure, freed from tough spatial control. As Jobst explained in his open letter: “Free
human beings do not want to live as if they were in an army camp, they do not want to
live in houses that follow one behind the other like workers’ barracks… Their loose
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positioning liberates the houses from the bonds of the masses in which an inflexible
geometry entangles them.”144
If the architectural concept behind the miniature of the Hansaviertel was different
from those of Stalinallee, the mode of its public display applied the same strategy to
endow it with meaning, namely, to present the democratic ideal of the post-war mass
housing development. The miniature was easily accessible for examination, and the view
from above brought to the fore the idea of freely-spaced residential and public buildings
as one of the most distinctive means of opposition to the oppressive monumentality of
the palaces for workers from East Berlin. The model presented the vision of the
accomplished project intended for a peaceful life of free people from the Western world
as described by the West German architect and politician Peter Conradi. He noticed that
Interbau gave “the feeling of once again belonging, as if Germans were no longer
outcasts, but participants in the creation of a new, improved world.”145
The small-scale model of the Hansaviertel was not only displayed at the entrance
of the exhibition, but its images were also distributed as postcards and postage stamps
(fig. 2.11; fig. 2.12). Such mass media circulation, which constituted the routine and
repeated the architectural norm that was proclaimed during the exhibition, increased the
performative power of the miniature. It became an ideological icon of a West Berlin
willing to construct its own image through design based on the rejection of any socialist
features. As with the miniature of Stalinallee, the miniature of the Hansaviertel was not
aware of the limited success of the full-scale project that turned out to be expensive and
unadapted for mass-scale implementation.146 Also, similarly to the miniature of
Stalinallee, the miniature of the Hansaviertel was an explicit architectural and political
statement. It used the same tricks of the international exhibition and the idealistic view
from above to turn the post-war dwelling into a conceptual rivalry cultivating identities
of East and West Berliners as incompatible with each other.
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The Miniatures and the City’s Polarisation
The ability of the architectural models to maintain the “struggle of absolutes”147 was
rooted in their performative quality. The two cross-bloc exhibitions attracted many
visitors, each of whom had her or his own ideas and thoughts about the projects presented
by the miniatures. However, the scope of the shows and their official character were
deeply rooted in the political context, which guided people and left little room for
independent and unexpected opinions beyond a contrasting dichotomy. It was supported
by visual and textual materials and the declarations of authorities, journalists, and
architects. Butler has argued that repetition leads to the legitimation of meanings.148 The
miniatures, which existed within the framework of a constant repetition of specific sets
of ideas, acquired a power to fabricate the architectural projects as subjects that engrained
the binary opposition into the city’s fabric. The miniatures demonstrated the tight control
of authorities and architects over the city, who tended to ignore citizens’ personal desires
and instead proposed carefully constructed visions of socialist and capitalist living
environments to “be passively, and primarily visually, consumed rather than actively or
collectively created.”149 The small-scale size of the models brought to the light the main
traits of differences between the two mass housing initiatives, omitting complex
architectural and social discourses about the city. As in the case of the miniatures of
Novye Cheryomushki and Sarcelles, the intention of the miniaturisation was to create a
statement rather than facilitate critical discussions about the projects.
The miniatures were especially successful within the process of Berlin’s division
precisely due to their scale, which resulted in the completeness of the perception of the
projects as ideological statements. They varied greatly in their appearance and were
intelligible for both the professional audience and the wider public. They spoke by means
of such elementary contrasts as of ensemble and loosely arranged buildings about East
Berlin as the socialist stage and about West Berlin as a follower of democratic systems.150
The miniatures of Stalinallee and the Hansaviertel were contextualised within the
aspiration of each part of Berlin to show its own progress in the field of mass housing,
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and they were involved in the transformation of visitors’ consciousnesses. While fullscale projects were only under construction, the models already started inhabiting
citizens’ minds and spreading the myth about equal intolerance of modernism and
Socialist neo-classical architecture to each other. These two styles were aesthetically
different, but they had a very similar approach towards multi-storey residential dwellings
as political symbols expressing values of authoritative groups. In this way, through a
clearly articulated visual distinction and practices of the repetition of this distinction, the
miniatures became an essential part of the campaign on framing Berlin as “the site of a
contest between ‘good’ and ‘evil,’ each defined through architectural styles.”151 As Pugh
has argued, it was challenging to see the city and its residents “in any terms other than
black and white.”152 In the end, East and West Berlin’s identities were necessarily based
on the abolition of the “other” part.
Even though the public presentations of the models of Stalinallee and the
Hansaviertel did not last long, they were idealistic and powerful emblems of the city’s
parts, and partook in the formation of the milieu that was crucial for the separation of
Berliners over the next decades.153 This process reached its highest point after the
construction of the Berlin Wall in 1961. It physically split people, which affected their
mental condition and led to a disease that was called in physiological sciences Die
Berliner Mauerkrankheit (Berlin Wall Disease), which began to be documented after
1961. The East German psychiatrist Dietfried Müller-Hegemann did the first systematic
overview of the concept in his book Die Berliner Mauerkrankheit (The Berlin Wall
Disease) that was written shortly after 1961, but not published until 1973, when he
emigrated to the West.154 He has described the negative changes in the mental conditions
of his patients provoked by the Berlin Wall. According to Müller-Hegemann, the disease
did not have a clear list of symptoms and rather “was a ‘syndrome’ that was caused by
the newly built wall.”155 Harmful psychological consequences included psychosis,
behavioural problems as well as alcoholism, depression, anger, despondency, dejection,

151

Pugh, Architecture, Politics, and Identity in Divided Berlin, 82.

152

Ibid., 5.

153

Ibid., 61.

154

Dietfried Müller-Hegemann, Die Berliner Mauerkrankheit (Bielefeld: Nicolaische
Verlagsbuchhandlung, 1973).

155

Müller-Hegemann, Die Berliner Mauerkrankheit, 9, quoted in Christine Leuenberger, “Constructions
of the Berlin Wall: How Material Culture is Used in Psychological Theory,” Social Problems 53, no. 1
(February 2006): 24.

46

and suicidal intentions.156 More recent studies have confirmed these observations. Fanny
le Bonhomme has analysed the documents dating from 1961 to 1968 from the psychiatric
and neurological departments of the former East Berlin hospital. She has concluded that
the presence of the Berlin Wall was one of the main reasons for the depressive states of
patients.157
The outcome of the so-called Berlin Wall Disease was deep traumatisation of the
national mental health. It had a psychological effect on the citizens in general and
strengthened the black-and-white opposition with its senses of both isolation and
rivalry.158 In his book The Ghosts of Berlin: Confronting German History in the Urban
Landscape, Brian Ladd has argued that the Berlin Wall was the powerful instrument of
completing the partition of the city and creating national identities of good versus bad, of
camps of us versus them. He has written that “it [the Wall] was like ‘a zipper,’ observed
the East Berlin writer Lutz Rathenow, linking Germans even as it divided them. The
separation enforced by the Wall made it easy to explain away any apparent disunity
among Germans.”159 The separation did not disappear after the physical destruction of
the Wall and the dissolution of the GDR. After the demolition of the concrete structure
in 1989, the Wall remained in the minds of people, hampering their unification.160 The
psychotherapist Hans Joachim Maaz has observed that a new mental wall replaced the
physical one. This mental wall has become the defining metaphor for the East/West Berlin
divide and was used to describe all kinds of differences (cultural, psychological, and
political) between the two parts.161
The mental wall incorporated all scattered historical moments and remnants of
material culture, pointing out dissimilarities, including the projects of the Stalinallee
development and the Hansaviertel, and established intolerance to each other as the main
language to speak. Christine Leuenberger has described that during the first decade after
the birth of the mental wall, psychologists observed that East Germans tended to describe
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their identity as one that was firmly related to extensive and intimate social networks.162
They opposed themselves to Western Germans who were, from their point of view, “the
socially distant, egocentric, and unempathetic”163 people. Leuenberger has continued that
there was an image of East Germans as moralistic, idealistic, and egalitarian citizens, and
West Germans as hedonistic, individualistic, and Americanised.164 However, the
downfall of the socialist regime changed this state of affairs. The affiliation to the East
was trapped in the cultural stereotype of the dysfunctionality of former East
Berlin/Germany projects and subjects. Within the context of the mental wall, former East
Berliners/Germans became “second class citizens.”165 According to Leuenberger, people
were grouped as Easties (Ossis) and Westies (Wessis), and Easties had a status of those
lacking advanced knowledge and technologies, having worse living conditions and slow
economic growth.166
The mental wall served as a tool for self-identification and identification of others
throughout the 1990s. Willy Brandt, who was the mayor of West Berlin, has argued that
“walls might come down, but walls in the mind took much longer to demolish.”167 Peter
Schneider prophetically came to the same conclusion in his book Der Mauerspringer
(The Wall Jumper, 1982): “It will take us longer to tear down the Wall in our heads than
any wrecking company will need for the Wall we can see.”168 In the 1950s, the two
miniatures of the Stalinallee development and the Hansaviertel played a vital role in the
construction of the meaning of the post-war dwelling as an inherent ideological tool of
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the contest. After the formal city’s unification, memories about this contest continued to
be part of the mentality that Berlin could exist only through the abnegation of one of its
parts. The eastern area was chosen for growing criticism, and it has become a synonym
for political and cultural failure.169 Historically, the effect of the Stalinallee project as
constructed by the miniature represented the triumphalist narrative celebrating the
relocation of workers into the palaces even though that did not happen in reality.
However, later on, the boulevard as a concept occupied the space of public rejection as a
product made by the totalitarian system and an example of talentless and kitsch
architecture.170
The Italian architect and designer Aldo Rossi was one of the precursors initiating
recent changes in the approach towards Stalinallee. Already in 1973, Rossi edited
together, with the historian Ezio Bonfanti and the architect Massimo Scolari, a collection
of writings for the Milan Triennale. They did not label Stalinallee as a failure and
provocatively declared: “We have defended the Metro and the University in Moscow as
well as the Karl-Marx-Allee in Berlin as these artefacts had a profound meaning (…) We
look with great interest at those buildings as one would do in front of all those authentic,
large-scale events…”171 Rossi treated Stalinallee as the project possessing value,
simultaneously with its Socialist origins, unacceptable to a decent and democratic society.
In the 1990s, many East Berlin buildings were destroyed in line with such Western
perception of them as relics of the failed regime that had no place in new architectural
history because of their political background.172 This kind of attitude was partly caused
by the fictional narrative crafted by the miniatures about the antithetical character of the
two mass housing approaches, the socialist and the capitalist, in the example of Berlin.
However, the present-day acknowledgement of the Stalinallee development, which is on
the way to becoming a World Heritage Site together with the Hansaviertel, reflects the
fact that in the last decade, this interpretation has been overcome to a certain degree.
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Chapter 3

Between Local and Global: Arranging the Blocks

The previous chapter has shown the capacity of the miniatures to be ideological agents
during the post-war period. The two German miniatures participated in the rigid division
of the architectural milieu into democratic and socialist, Western and Eastern. However,
this narrative of a direct confrontation of the Cold War period co-existed with the rise of
the transnational architectural movement that went beyond the polar rhetoric and emerged
from the idea that “national borders have always been permeable, and ideas, practices,
people, and commodities have circulated for centuries.”173 This movement was grounded
in partnership, international cooperation, and knowledge exchange. There was a constant
flow of projects and concepts that circulated across boundaries, turning the post-war mass
residential architecture into an example of East-West cultural dialogue. The improvement
of national housing stocks was one of the important concerns for many countries, and the
import and export of designs related to technological issues embodied their search for the
most efficient design solutions.
This chapter draws upon the idea that the Iron Curtain can be replaced with the
Nylon Curtain. György Péteri has pointed out that ideas circulated in a two-way direction,
and the Soviet Union has always been embedded in the global system.174 The chapter
describes practices of knowledge transfer between countries in the field of construction
technologies for standardised designs and takes as an example the modular construction
technology. It starts with a brief history of modular architecture in the first half of the
twentieth century. It further discusses the miniatures representing the experimental
modular construction technology through the examples of the Unité d’Habitation in
Marseille and the model of a typical multi-storey apartment dwelling brought by the
Soviet Union to the Universal Exposition of 1967 (Expo 67) in Montréal. The chapter
suggests that these architectural models were performative acts, whose significations
were unfixed. It explores in which way this quality enabled them to shape the narrative
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of mass housing architecture of the Cold War period as a place for the dialogue that
existed along with the East-West tension that was fabricated by the miniatures from the
previous chapter.
The quest for innovative housing solutions created a new way of looking at
architectural experiments and achievements from other countries. They were not merely
seen as targets for criticism but also as useful sources of practical knowledge. In the Cold
War period, architects and urban planners from both capitalist and socialist blocs were
actively engaged in transnational practice. They worked in universities, were consultants
in architectural and planning studios overseas, and participated in international
exhibitions, competitions, and conferences.175 The chase for the amelioration of living
conditions regardless of the political background became highly dependent on worldwide
professional connections and travel, as well as on the access to textual and visual sources,
where the latest trends could be found.176 As Rosemary Wakeman has argued, the Iron
Curtain was not solid, and countries appreciated the possibility of mutual exchange.
Wakeman has noticed: “The Iron Curtain was more opaque in the case of the transnational
flow of planning ideas. Even in Eastern Europe, cities were arenas for the open flow of
people, politics, and professional viewpoints.”177 At the same time, the transnational
architectural culture of the Cold War period did not lead to the homogenisation of mass
housing projects. Florian Urban has emphasised that each country had its own unique
approach towards residential districts. Mass housing developments originated from both
global trends and their local modifications.178

Towards Standardisation and Industrialisation
Building technologies played one of the pivotal roles in the context of this transnational
flow. Wakeman has pointed out that various advanced construction techniques that
enabled architects to apply widely adaptable and cost-efficient solutions for residential
designs were no less vital for the history of mass residential architecture than individual
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activities of architects.179 Throughout the post-war period, exchanges of technologies
were crucial to the emergence of the modern home that was a tangled weave of
borrowings and modifications applied with an aim to build faster and cheaper. In this
regard, the miniatures depicting modular building technology, which are the subject of
this chapter, acquired their own specific value. They had a practical purpose to
demonstrate the mechanics of the technology, and simultaneously they emphasised its
conceptual meanings that were relative to the national approaches of its use. Modular
architecture did not live up to initial expectations. However, the miniatures displayed the
original faith in it and, within certain contexts of their own existence, also got the power
to construct the global character of the post-war dwelling.
The technology of modular construction, which varied from individual rooms to
entire apartments, occupied a prominent place in the logic of transnational architecture of
the Cold War period. Modular construction allowed buildings to be constructed with
components consisting of separate blocks or units. They were fabricated off-site,
delivered, and imposed one onto the other or inserted into the frame on a building site.
There were many versions of block modules, but the general concept implied that a multistorey apartment dwelling would be made not of separate walls, doors, and windows, but
autonomous units. The development of the technology dated back to the 1920s–1930s,
and one of the first successful productions of a modular house, named Winslow Ames
House, took place in 1933 in New London in the United States.180 The private house,
designed by Robert W. McLaughlin and built by the company American House Inc.,
comprised of several room modules, to which a bathroom, kitchen, and plumbing and
heating systems were attached.181
The technology demonstrated its own incredible practicality and modernity.
Modules had standardised dimensions; they could be mass-produced in factories, and
consequently, dwellings of the same type could be constructed faster than usual. Another
attractive feature of separate units was their flexibility. Modular architecture combined
the independent mobility of separate parts with the possibility of their organisation into
constructions adapted in accordance with different goals. As Jennifer Johung has summed
up, block modules had the capacity to offer many spatial situations and experiences
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precisely through “the resituation of structures that disconnect and reconnect on each
specific site, allowing for both ongoing mobility and temporary grounding.”182 These
characteristics attracted both architects and manufacturers. They saw in the modular
system the potential to revolutionise mass housing schemes and create various but
standardised projects for middle-income families based on the repetition of similar
elements. The technology resulted in different design solutions for domestic spaces as
well as economically efficient means of their production.183
In the first decades of the twentieth century, modular architecture enjoyed
attention from both American and European architects, who cherished the practical
advantages of separate units and also perceived them as an embodiment of new aesthetics.
Modules manifested the spirit of scientific progress that turned buildings into
sophisticated products of the latest industrial achievements and theories on
rationalisation, such as Frederick Winslow Taylor’s scientific management, Frank B.
Gilbreth’s motion studies, and Henry Ford’s assembly line production.184 Modular
architecture was an alternative to traditional ways of construction that the architect Martin
Wagner described as “countless hand movements by bricklayers and unskilled
workers.”185 Experiments with separate units arose from the intention to construct
buildings more rationally in comparison to conventional brick structures in terms of
speed, work organisation, and quality. Architects worked on the issues of using machines
and cranes instead of manual labour and inculcation of serially produced elements,
transforming “the house into an industrially manufactured product.”186 At the same time,
modular units provided the opportunity for architectural experiments and creativity as the
blocks themselves could be different in terms of forms, dimensions, and modes of
assembly. Together, these characteristics opened up prospects for a variety of
architectural experiments adapted to local needs and environments.
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In the early 1920s, Walter Gropius presented two systems for serial private house
types based on the principle of modularisation: Wabenbau (Honeycomb System, fig. 3.1)
developed in collaboration with Fred Forbát in 1922 and Baukasten im Großen (Big
Construction Kit, fig. 3.2) designed with Adolf Meyer in 1923. The Honeycomb System
consisted of a basic module that was changeable through additions in accordance with
“the needs of the inhabitants.”187 The Big Construction Kit included six basic modules
with different sizes that could be combined with one another in numerous ways, as
Gropius stressed, “according to the number of heads and the needs of the residents and
following well-prepared assembly plans.”188 Both systems indicated the aspiration of
Gropius to alter the status of the modern dwelling by means of industrially manufactured
units and flexible modes of assemblage.
Gropius argued that the task of architects, engineers, and people in business was
to work on designs allowing them to spend less effort and material in order to make the
dwelling affordable to a larger population. He observed that “just as it no longer occurs
to 90 per cent of the population to have shoes made to measure but rather buy ready-made
products that satisfy most individual requirements thanks to refined manufacturing
methods, in the future the individual will be able to order (…) the housing that is right for
him.”189 Comfortable domestic spaces had to become objects of mass availability, and
modular architecture demonstrated the true potential for fulfilling this target. Gropius
concluded that the idea of the house as a possession of every earth-dweller relied on
buildings made up of separate details that can be organised together in a combinatorial
way.190 That was the background against which modules experienced a renaissance after
the Second World War. Units were both standardised and variable, international and
local, and these features became the motto of post-war mass residential architecture.
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A Module as a Way of Living: Unité d’Habitation
In the second half of the twentieth century, experiments with modules continued within
the search for efficient ways of constructing dwellings with standardised details and
flexible planning solutions. In France, Le Corbusier was one of those working on modular
technology. Prior to the Second World War, he had also rather active professional
relationships with Gropius, resulting in the constant appropriation of ideas between the
two. Their projects concerning the issue of mass-produced housing were presented, for
instance, side by side during the Bauhaus exhibition “Kunst und Technik eine neue
Einheit” (“Art and Technology — a New Unity”) in 1923.191 In his publication Vers une
architecture (Towards a New Architecture, 1923), Le Corbusier argued that the modern
dwelling had to be composed of mass-produced elements. They were the principal
instrument in transforming it into a “healthy (and morally too) and beautiful”192
environment that would accompany daily existence similar to the way working tools do.
However, while Gropius worked on a number of basic units to be combined in
different ways, Le Corbusier sought to create a standard prototype based on the idea about
a normalised human body. In his later treatise The Modulor (1948), he elaborated on an
anthropometric scale of proportions based on human body measurements, to be applied
in architecture and design.193 A human figure with an arm raised, occupying the space
either seated or standing, made a basis for the design of habitable units with standardised
dimensions.194 In the post-war period, autonomous modules drew Le Corbusier’s
attention as the technology that, by changing the design of buildings, could also change
peoples’ lives and habits and offer them new patterns of daily life devoid of the scarce
and overcrowded environments of the past. Le Corbusier believed that “where order
reigns, well-being begins.”195 In this respect, modular architecture, with its carefully
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calculated, uniformed, and industrially produced units, demonstrated the opportunity for
physical and conceptual transformations of urban dwellings.
The photograph of Le Corbusier with the small-scale model in the midst of his
work depicted such enthusiasm about modular architecture and years of research on it
(fig. 3.3). The miniature was part of the studies on capacities of habitable units and was
made in the course of the construction of one of his most notable projects — the
residential complex of Unité d’Habitation in Marseille.196 The Unité d’Habitation was
commissioned by the French state working on the revival of the city after war damages
and was realised between 1947 and 1952. The project sought to change the whole manner
in which people lived in the city by housing many people together and providing them
with daily amenities in the housing block itself. The plan of the multi-storey building
consisted of private and public spaces elaborated in accordance with the measurements
of a human body and a balance between individual and collective ways of living.197
As Le Corbusier stated, the complex was “made for men, it is made to the human
scale.”198 The Unité d’Habitation had a number of common areas, including five
corridors-galleries, which ran in the longitudinal axis of the building, shops, eateries, a
hostel, and a roof terrace. It also had 337 apartments, and there were 23 different types of
flats with at least one balcony, varying from one-person spaces to family units.199 The Lshape apartments were narrow, elongated modules that were arranged as interlocking
two-storey duplexes with a double-height living room at one end. The modules were
prefabricated, and they were plugged into the three-dimensional grid consisting of
vertical and horizontal structures. The grid constituted the body of the building and was
designed as an independent structural framework, into which individual modules were
slotted (fig. 3.4).200
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Depicted among blueprints and the small-scale model of the whole project, the
technical miniature in the photograph acted as a tool for professional reflection. It
illustrated the inner mechanics of the building and the principle of modular architecture
as elaborated by Le Corbusier. In addition to the miniature, the architect’s working
materials included the image of a hand installing a fully furnished apartment with
inhabitants into the grid (fig. 3.5). There were also a few other sketches and the caption
that compared the modular principle with a wine rack, and every apartment with a bottle
that was inserted into the overall structure. The grid and independent bottle-units
represented for the architect a solution for the post-war national demand on mass housing.
According to him, modular architecture offered a possibility “of infinite reproduction”201
and design variability. The flexible construction technique gave chances for a
combination of individual domestic spaces and collective areas creating new types of
relationships between neighbours within the multi-storey dwelling. As Flora Samuel has
pointed out, for Le Corbusier, the very process of insertion of separate units into the
bigger structure was “a metaphor for the way that the community would develop there.”202
Modular architecture, in the case of the Unité d’Habitation, had to satisfy the psychophysiological needs of its prospective inhabitants.
Samuel has argued that the dwelling as a sacred and spiritual place capable of
transforming both body and consciousness ran through Le Corbusier’s works from the
earliest times.203 The architect asked once: “Knowing how to live is the fundamental
question before modern society (…) How to live? Do you know reader? Do you know
how to live soundly, strongly, gaily, free of the hundred stupidities established by habit,
custom, and urban disorganisation?”204 In this respect, the Unité d’Habitation was
envisioned as the residential complex giving its residents, in the words of the architect,
“the joys of the heart and of health.”205 Individual apartments were combined with many
public areas for active neighbourhood life, sport, and social activities. The design of the
building through its own spatial structure aimed to go beyond the simple utility of private
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apartments and propose within its own spaces a specific added value arising from human
relationships encouraged by them. After the inauguration of the building in 1952,
inhabitants even created an association to defend their interests related to social aspects
of life. The objectives of the association included “the development of bands of friendship
between the inhabitants, the organisation of collective activities, (…) the participation of
the inhabitants in the material and moral administration of the Unité.”206
The Unité d’Habitation in Marseille was an ode to modular architecture,
characterised by both orderliness and liveliness. In the article for the journal Population,
Le Corbusier declared that the purpose of the project was to become “a national prototype
whose mass production could solve the housing crisis.”207 This statement was partly
rooted in the advantages of the habitable units themselves. The main feature of modular
architecture was its flexibility.208 The Unité d’Habitation could be repeated in other cities.
At the same time, theoretically, it did not endanger the unique landscapes of cities, as the
grid composed of prefabricated modules offered possibilities for variety in design.
Referring to the abbé Laugier, Le Corbusier suggested that standardisation and structural
interchangeability were the core of the modern dwelling: “Uniformity in detail and variety
in the general effect.”209
Referring back to the miniature, Stewart has argued that the miniature as a medium
increases the signification of the total object through its scale that functions similar to the
logic of the microscope that by miniaturisation “detects significance in a world the human
eye is blind to.”210 In line with this idea, the architectural model depicted in the
photograph referred to the project of the Unité d’Habitation in Marseille, and
simultaneously, by means of its own miniature scale, it turned out to be a declaration on
the diverse potentials of separate units in a whole. The miniature acted as the microscope
that did not show the entire building but brought to the fore the modular construction
technique that, within the context of Le Corbusier’s ideas, encapsulated the broader social
potential. The model was a technical demonstration of spatial units and the grid system.
However, it was also a performative act that allowed the architect to propose an
206
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authoritative post-war ideal for habitation and point out the universality of his
autonomous modules as elements leading to more advanced physical and social ways of
daily living in multi-storey apartment buildings. The miniature embodied the belief in the
nationwide application of habitable cells that did not create “a mad variety in details”211
and shaped the modern dwelling as the compromise between intimate and social
existences participating in the formation of a new mentality. As in other cases of the
small-scale models analysed in this thesis, the miniature of Corbusier remained a utopian
design.212 The idea of whole units that could be assembled autonomously was dropped,
and the bottle rack system remained an extravagant and specific architect’s interpretation
of modular architecture.

Becoming the Part of the World: The Soviet Miniature
In the Soviet Union, architects were no less interested in modular architecture than their
Western colleagues. The miniature of Unité d’Habitation was an example of the
architectural model as a working tool and also a statement of the architect, who believed
in his own power to apply mathematical dimensions and spatial solutions that suited
primarily for him.213 However, the quality of performativity also suggests that this is “a
renewable action without clear origin or end,”214 and meanings remain unstable and “are
marked by the capacity to break with [originating] context.”215 In this regard, the
miniature of the Unité d’Habitation can also be seen as a reflection on the practical and
conceptual advantages of the modular construction method that had an international
history and was endowed with globalist ambitions in the context of mass housing
developments. The Soviet miniature dedicated to modules, in turn, sought to continue this
narrative and represent not only the country’s progress on using prefabricated elements
but also to denote the integration of Soviet mass residential architecture into the
international architectural flow. The miniature was shown in the Soviet pavilion during
the International and Universal Exposition of 1967 (Expo 67) in Montréal, along with
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advanced models of spacecraft (fig. 3.6).216 It depicted a multi-storey residential dwelling
that was made, not of large panels, which were, in reality, the most common construction
technology, but of large spatial units. The miniature showed the building process with the
single-rail crane lifting the modules and assembling them into the modern home.217
This design was the outcome of a new housing policy launched in the mid-1950s
by the Khrushchev administration with an aim to construct the maximum number of
standardised and industrially fabricated apartment buildings for single-family occupancy
in the shortest period of time. New apartment blocks, also known as khrushchyovki
(singular — khrushchyovka), were a means to deal with the housing shortage and decades
of forced communal living, when entire families had to live in rooms with a sanitary norm
of 8.25 square metres per person.218 By the 1950s, the need for separate flats was present
in both official rhetoric and among citizens deprived of private lives within flats.219 As
one of the residents of a communal flat and a former aristocrat recalled: “All of us lived
in communal apartments. (…) it is very difficult to live with a large family in one room.
Practically, it means that the son-in-law is forced to take his trousers off in front of the
mother-in-law, the children listen to everything they should not hear. (…) The middle
generation is in an awkward situation too. It is impossible to say anything sweet or
reproachful, everybody hears everything.”220
However, the development of low-cost design solutions also had a layer rooted in
the overcoming of the technological and material backwardness of the country. As AutioSarasmo has argued, the Soviet Union focused primarily on military and space programs
and heavy industry but experienced difficulties in developing other spheres related to
daily life, including mass housing. At the same, the country experienced the need to fill
this gap to boost economic growth and surpass the capitalist counties. From this
perspective, the adoption of Western ideas and practices in the field of mass residential
designs provided the Soviet Union with an opportunity to catch up with Western countries
216
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“by borrowing advanced Western technology”221 and to move forward quickly, finally
overcoming the architectural backwardness and overtaking the capitalist bloc. Steven
Harris has concluded that the mass housing campaign of Khrushchev was planned in line
with the political aspiration to win the contest. The radical amelioration of citizens’ living
conditions had a more ambitious intention of “beating the capitalist West in the
competition over living standards”222 and proving, in this way, the efficiency of the
socialist state in a broader sense.
The wave of mass housing construction on an unprecedented scale required the
introduction of architectural solutions that were easily replicable yet adaptable to different
demands.223 Khrushchev announced that the residential architecture of the previous
decade with lush décor, as in the case of the Stalinallee project, was not appropriate
anymore. He asked, “Do you build 1000 adequate apartments or 700 good ones? And
would a citizen rather settle for an adequate apartment or wait ten to fifteen years for a
very good one?”224 In 1955, the Central Committee passed a resolution announcing the
new course: “Soviet architecture of natural simplicity, austere in forms, and
economical.”225 In this manner, experiments with serially prefabricated panels and
modules with standardised dimensions and scales as basic construction elements came to
the fore.
They were not new to Soviet architects and constructors. In the 1930s, there was
a body of articles in the magazine Stroilel’stvo Moskvy (Moscow Construction) dedicated
to the fabrication of standardised details and panels, allowing for cheaper projects and
accelerated construction periods. There were also dwellings completed before and
immediately after the Second World War, in which architects used identical layouts for
flats, prefabricated elements, and large-scale panels.226 During the 1950s, the research on
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flexible and cost-effective construction systems escalated. A number of specialised and
scientific organisations were established, and many new house-building factories were
opened across the country.227 However, there was not enough research within the country.
When working on mass housing designs, Soviet architects were eager to borrow and
harness, for their own purposes and local urban landscapes, the achievements of the panEuropean mass housing movement. It was a source of a modernist aesthetic with its
austerity in forms and advanced building technologies, the successful story of which had
its origins precisely in Western Europe and the United States.228
Since the mid-1950s, Soviet mass housing projects shifted towards what had
earlier become a Western form of functional and economical modern dwelling.229 Soviet
architects were allowed to study and adopt technologies and design solutions from
abroad. An intensive program of study trips was launched by the authorities and state
architectural institutes and studios to encourage the exploitation of foreign solutions. The
architect Felix Novikov noticed that the resolution issued by the Central Committee in
1955 served as a gateway to the world, through which the architectural community “found
in Western experience the desired impulse of renewal.”230 Novikov continued that at that
moment, there was an urgent need to visit American and European construction sites and
newly constructed residential districts to see, touch, and understand what modern mass
housing is exactly made of.231 Pavel Abrosimov, chair of the Union of Architects’ board,
outlined this new policy of the Soviet state in the report made on the occasion of the
congress of the 1955 International Union of Architects (IUA) in The Hague on
“Architecture and the Evolutions of Building.” He wrote, “We [the Soviet Union] are
interested in a solid, systematic, multifaceted exchange of experience with progressive
architectural forces and organisations from all countries of the world. Activating our work
in the IUA, we must do everything to acquaint Soviet architects with the new and
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progressive phenomena in foreign architecture and, on the other hand, spread information
about own advanced experience abroad.”232
Alexander Vlasov, the chief architect of Moscow, visited the United States, and
Vladimir Kucherenko, the deputy of State Committee for Construction, met the British
Prime Minister, Sir Anthony Eden. In 1955, Kucherenko explored a number of housing
estates as well as factories and praised “British achievements in housing, particularly in
the new towns.”233 There was also a practice of so-called missions (singular —
komandirovka), when architects, members of the Union of Soviet Architects of the USSR,
went abroad to non-socialist countries, including Finland, France, Great Britain, and
Italy.234 These architectural trips were target-oriented. After coming back, Soviet
specialists had an opportunity to share gathered materials and concepts with colleagues
and put them into practice.235 The Ministry of Foreign Affairs of the USSR, in turn, started
inviting foreign architects from Great Britain, Sweden, and Finland to help with mass
housing constructions.236 Furthermore, there was a rise in the availability of foreign
magazines and books for young architects. Illustrated publications were an important
information source for the latest designs, architectural theories, and examples of
technological advancements across the world.237 Since 1961, a number of translated
foreign magazines on architecture and construction appeared in the Soviet Union,
including the French magazine Architecture d’aujourd’hui.238
Catherine Cooke has observed that various building technologies, layouts for
single-family apartment types, and purchase of construction systems such as the French
Camus and Coignet ones were of great interest to the Soviet professionals.239 Examples
of modular constructions were also part of this technology transfer. However, Soviet
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architects practised not the wine-rack scheme but the spatial-unit method that was
demonstrated by the miniature at the exhibition in Montréal. Singular rooms were stacked
on top of each other with cranes and assembled into buildings of simple rectangular forms
(fig. 3.7).240 The technology impressed both the professional audience and the general
public immensely. Modules that could be gathered into a whole building in record time
gave an impression of a genuine technological miracle and raised hopes for a quick
resolution of the housing shortage (fig. 3.8).241 Various articles published at the beginning
of the 1960s stressed the progressive nature of modular architecture even in comparison
with concrete panels: “Buildings made of spatial units are assembled using the available
cranes of suitable load-bearing capacity. It takes from twenty to forty minutes to insert a
cell, including all related work. In other words, it is possible to assemble a five-storey
building in ten-twelve days. Therefore, it took five to six days (eighteen shifts) for the
Keivstroy company to assemble a residential building accommodating forty apartments
in Danizar.”242 As Philipp Meuzer has pointed out, the attractiveness of modular
architecture was also grounded in its visual effect, referring to astronautics and space
travel. Autonomous units showed a direct association with capsules designed for going
outside the Earth’s atmosphere, and the space theme was a special source of enthusiasm
and pride in the Soviet Union after the successes of Sputnik in 1957 and Yury Gagarin in
1961.243
The mass housing policy implying the construction of repetitive dwellings all
across the country, from the steppe in Kazakhstan to the cities on the shore of the Arctic
Ocean made with the use of international architectural technological achievements, was
continued by Leonid Brezhnev who replaced Khrushchev after 1964.244 From this
perspective, the miniature from the Soviet Pavilion at Expo 67 obtained a specific purpose
due to the contexts of both practices of knowledge exchange and the international
exhibition that was organised to show the achievements of humanity in a broad sense of
the word. The logic of the exhibition encouraged every country to present itself at its best,
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activating in this manner the performative quality of the Soviet model. The model
exaggerated the interiority of its own subject and turned into a metaphor for all Soviet
buildings made of spatial units. As in the case of the miniature of the Unité d’Habitation,
it did not represent a particular building with geographical coordinates but was rather a
declaration. When seen against the backdrop of the history of Soviet architectural
borrowings and exchanges, the miniature acquired a power to give to the Soviet mass
residential architecture a new status. The public display reinforced this power, and the
miniature became evidence of modular architecture’s technology transfer, as earlier
mastered by Western architects, and its successful adaptation by the Soviet architects. For
them, escaping backwardness in the field of intensive mass housing development and
becoming members of the transnational professional flow were one of the primary
concerns throughout the Cold War period. In this way, the miniature turned into a
performative act that did not merely illustrate the technology but participated in the
construction of the narrative about the Soviet dwelling as a part of the global mass
housing flow.
The fact of bridging the abyss between the two political blocs pursuing the same
goal of creating standardised multi-storey apartment dwellings was further emphasised in
the simultaneous presence of the Soviet miniature and a full-scale Western experiment
on spatial units. The residential complex Habitat 67 planned by the architect Moshe
Safdie originated from his thesis dedicated to three-dimensional modular building
systems and the possibilities of prefabricated and mass-produced modules (fig. 3.9).245
The project for middle-income families consisted of 354 units that were connected with
each other in a horizontal direction. Once spatial units were produced, they were sent to
the construction site, lifted by a crane, and arranged into a sophisticated and organic
architectural structure combining the advantages of a suburban home and an urban highrise. Units were interconnected, and they cascaded around each other, creating sixteen
differently configured spaces and 160 apartments.246 Among the goals of Habitat 67
proclaimed by the architect was the presentation of the modular principle as a costefficient technology suitable for mass replicability around the world.247
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The post-war experiments with modular architecture were intended to resolve
national housing shortages and become prototypes to be massively repeated. Spatial
blocks provided opportunities for faster construction periods in combination with
standardised and simultaneously diverse architectural solutions. The projects varied from
prefabricated units plugged into the grid, as in the case of the Unité d’Habitation, to the
Soviet project with units put one on top of another and boxes stacked in various
combinations in Habitat 67. Together, these designs shared an ambition to offer citizens
comfortable and compact domestic environments for leisure and domestic private and
social activities. However, none of the proposals on the use of modules were applied for
mass realisation, and in full-scale projects, modular architecture remained present only in
single experimental designs assembled in the 1960s.248
In this regard, the small-scale models representing modular architecture can be
viewed as objects that immured in themselves the unrealised potential of spatial units. At
the same time, through the lens of processes of architectural exchanges on building
technologies, either explicit or implicit, these miniatures can also be viewed as a means
of altering the image of the residential culture of the Cold War period as a confrontation
of the two poles without an opportunity for dialogue. Stewart has pointed out that the
miniature always calls attention to the represented phenomena as a total object.249 Those
depicting modular architecture, in the context of knowledge transfer and public displays,
contributed to the formation of narrative about the transnational character of the post-war
dwelling. They reflected that designs were composed of both foreign and local findings
and showed the illusory nature of the impenetrable divide between the capitalist and
socialist urban landscapes proclaimed earlier by the miniatures of the Stalinallee
development and the Hansaviertel.
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Chapter 4

The Miniature and the Legacy: Mass Housing in Trouble

The previous chapters were dedicated to the small-scale models depicting mass
residential projects that were undertaken during the post-war period and referred to ideas
likely to be realised in the future. The miniatures and their public representations varied
a lot, though there was one feature that connected them all. They embodied the
overwhelming sense of belief in new residential blocks as a means to improve the living
conditions of many families with moderate income while simultaneously demonstrating
the superiority of the socialist and the capitalist blocs over each other in terms of their
ability to deliver modern flats to citizens. The models were deprived of traces of
imperfections, negligence, dirt, and ruination. They showed separate buildings and city
districts as objects shining in their cleanliness. The modes of their public displays
emphasised and normalised these qualities. The small-scale models were not shown in
poor surroundings; on the contrary, the backgrounds included the festive scene from the
musical film, the appealing exhibition pavilions, and the sacral space of the architectural
studio. These contexts celebrated the architectural progress that was incorporated in the
miniatures and constituted them as the apparatus for both individual and collective
dreaming about modern dwellings. The practice of this dreaming was an inherent part of
the mass housing architecture and culture of the Cold War period, along with full-scale
construction sites. It enabled the conception of a multi-storey apartment dwelling as a
state of mind that expressed political, architectural, and social values within the EastWest confrontation.
However, post-war mass-produced complexes have not performed as planned.
While some of the full-scale projects, for instance, those of the Hansaviertel and
Stalinallee in Berlin, are acknowledged as important architectural and historical sites, the
majority of other residential developments that have a much higher degree of
standardisation, seriality, and repetition have become subjects of both professional and
public critique. This perception of them as urban curses is mainly grounded in the
contemporary assumption that many complexes were not realised in accordance with
original plans and that others, once they were finished, did not meet the requirements
declared by their idealistic miniatures. This final chapter zooms in on a body of
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contemporary small-scale models made by the Polish design studio Zupagrafika. These
miniatures depict the most unremarkable post-war apartment blocks, with austere façades
that can be described, per the words of the former residents of West Berlin, as “bleak
groups of barracks,”250 where “housewives, apparently for no reason, become
alcoholics.”251 The chapter starts with a description of the main weaknesses of the mass
housing projects of the Cold War period, which has resulted in a hostile attitude toward
them since the 1960s to the present day. The chapter shows that such a viewpoint arises,
not least, from the simplification of the public perception of this architecture that
particularly stresses the projects’ troubling points and turns them into urban horrors. The
chapter further addresses the models made by Zupagrafika that deal precisely with this
stereotypical perception. The designers use as a starting point the general notion of failure
that has become, over time, an inherent characteristic of post-war residential designs.252
The chapter examines through the concept of heritage and the miniatures’ performative
quality the potential of the Zupagrafika’s contemporary models to alter this negative
public attitude and nurture another kind of experience that portrays the mass housing
legacy as something that can be not just denied and destroyed but also appreciated as a
vital part of urban landscapes.
The origins of the critique of multi-storey dwellings made of prefabricated and
standardised elements can be traced to the 1960s–1970s (fig. 4.1). At that time, various
architectural projects located in both political blocs started to receive critique concerning
the loss of environmental quality and inhuman living areas that merely served the ideas
of egoistic architects and totalitarian political parties and oppressed “every resident
equally.”253 In the early 1960s, two representative texts were published in West and East
Berlin. They demonstrated the instant turn from enthusiastic descriptions of the
advantages of new mass housing projects to their critical examination and condemnation.
In 1963, the East-German writer Brigitte Reimann, author of the novel Franziska
Linkerhand (1974), dedicated to the construction of the socialist city Neustadt and its
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controversial nature, published an article “Observations on a New City.” The text
reflected the anxiety about modernist residential estates that replaced the approach of
Stalinallee, which was characteristic of socialist and East German architecture in its early
period, and posed a risk to turn entire city districts into problematic areas due to the lack
of urban development and places for social interactions. Reimann wrote: “A city of
standard buildings can become a problem since the environment, architecture shapes
people’s attitude toward life in the same measure as literature, art, music, the production
process, physics, and automation.”254
One year later, The Murdered City (Die gemördete Stadt, 1964) was released in
West Berlin by Wolf Jobst Siedler with photographs by Elisabeth Niggemeyer, in which
she depicted such shortcomings of new apartment blocks and entire residential areas as
no-access signs and forbidding pathways. The publication accused large-scale housing
projects in West Berlin, which were planned in accordance with ideas stemming from the
CIAM and the Athens Charter, of having murdered the city as their construction required
the demolition of the older housing stock.255 As Javier Monclús and Carmen Díez Medina
have summed up, both publications denoted the beginning of the professional and public
condemnation of standardised post-war dwellings that were built in large quantities in
countries with different political regimes and housing policies. The main topics of
complaints referred to both the physical and social dimensions of the projects. They
included the negation of the human scale, isolation of residents from each other and from
the rest of the cities, lack of neighbourhood life, inadequate maintenance of public areas,
and the monotony of architectural structures that were also often made of low-quality
materials and with many technical drawbacks.256
Perhaps one of the most notable critics of the principles of post-war projects —
and particularly those constructed in the United States — was Jane Jacobs. In 1961, she
published The Death and Life of Great American Cities, in which she has argued that the
origin of the poor performance of large-scale housing developments was rooted in the
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top-down planning method. Different authoritarian groups, who were in charge of
designing and constructing high- and middle-rise dwelling cubes and residential districts,
ignored the real daily lives of people with all their faults and unpredictability. She has
mentioned that standardised dwellings organised into rigid urban grids with separation of
functions together destroyed natural interconnections between various human activities.
She wrote: “The practitioners and teachers of this discipline [city planning] (if such it can
be called) have ignored the study of success and failure in real life (…) and are guided
instead by principles derived from the behaviour and appearance of (…) anything but
cities themselves.”257 References to oppressiveness and lifelessness of the projects
serving for a naïve functional aspect continued to spread across the countries.258 There
were, among other negative features mentioned in the 1960s–1970s in different sources,
the problem of the premature deterioration of buildings and infrastructure, dull and lowquality designs, the susceptibility of neighbourhoods to crime as well as an insufficient
number of daily amenities.259
The huge initial expectation inscribed into the projects was tragically cut short in
Western countries by a gas explosion in a newly-constructed high-rise apartment house
in London (fig. 4.2). Early on the morning of May 16, 1968, the whole corner of the
building made of concrete panels collapsed, killing four people and injuring seventeen
others.260 The reason for this disaster was the initial aspiration to speed up the
construction using the system of precast concrete panels in combination with the poor
building technique.261 Another symbolic date that indicated the decline of modernist
residential complexes was the demolition of the American estate Pruitt-Igoe in 1972,
which was finished less than twenty years earlier in 1954 (fig. 4.3). Pruitt-Igoe was
intended for middle-class residents but quickly became a ghetto. On the occasion of its
destruction, the polemicist Charles Jencks has famously proclaimed: “Modern
architecture died in St Louis, Missouri on July 15, 1972, at 3.32 pm (or thereabouts) when
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the infamous Pruitt-Igoe scheme, or rather several of its slab blocks, were given the final
coup de grâce by dynamite.”262
In the countries of the socialist bloc, standardised multi-storey apartment
buildings grouped in neighbourhood units were built in mass until the end of the 1980s.
However, this architecture was also increasingly censured during these decades as being
depressive and of mediocre design as a result of the official focus not on the quality or
aesthetics but on the construction of the maximum number of dwellings in the shortest
time possible.263 An article published in the newspaper Pravda in 1961 captured this
disappointment among urban dwellers: “When a building is settled, everything in it
shines, everything appears to have been made [to last] for many years. In reality, it is not
rare that this outer gloss is made only so that the building can be turned over to the
organisation that ordered it, as it is said, to get rid of it. But after a few months, many
defects are discovered.”264 In 1996, Iván Szelényi has suggested that housing estates in
the cities of the former Soviet Union would become inner-city slums of the early twentyfirst century quickly. He noted that the low quality of buildings, the remoteness of
neighbourhoods from city centres, and the lack of transport, shops, and other facilities
would make the former socialist residential areas undesirable.265 Therefore, the initial
contest of the Cold War period over domestic environments, within which dwellings
appeared, ended as soon as the projects from politically opposing countries faced a quite
similar list of problems developing over time.

Accumulating Problems
The present-day view of post-war mass housing projects is highly permeated by the
overtones of failure and stigmatisation in relation to buildings, territories, and inhabitants.
As Miles Glendinning has argued: “The surviving landscape of the post-war Modernist
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mass housing program, still vast in extent in many countries, is usually treated, at best,
with benign neglect or, at worst, with active denigration and mass demolition.”266
Negative comments that are greatly spread in both Western Europe and the former
socialist countries are directed against prefabricated dwellings themselves and entire
residential areas. Florian Urban has pointed out that despite the fact mass housing has
never been international in the full sense of the word, the same critical attitude towards
this architecture is widely present in many countries.267 Urban dwellers, authorities, and
the market perceive these developments as monotonous and homogeneous symbols of
architectural and social dystopia despite the wide range of variations concerning planning
schemes, construction techniques, designs, and cultural contexts. In the course of time,
full-scale architectural projects acquired, with some exceptions, a general list of
drawbacks.268 These drawbacks were gathered together during a number of studies on
contemporary living conditions in post-war apartment blocks and districts in different
regions and cities. Disadvantages that are mentioned in these studies have played a pivotal
role in the formation of the common contemporary attitude towards mass residential
architecture as a global misfortune and a kind of urban hell.
In 2004, Karien Dekker and Ronald van Kempen published an article based on
their analysis of thirty-one post-war mass housing estates. Their case studies included the
areas with low- and high-rise multi-family dwellings for low- and middle-income
households located in Western and Eastern European countries, as well as in Northern
and Southern European regions.269 The authors’ conclusion is that these projects shared
many similar features labelled as disadvantages in the eyes of local citizens. Their
summary report highlights problems such as clear signs of physical decay and
vandalisation, transport problems (isolation from city centres and consequent daily traffic
jams and lack of parking spaces), and many unsafe spots within complexes, which
resulted in drug abuse and anti-social behaviour. The authors also describe conflicts
between dwellers and local authorities about public spaces’ maintenance, high
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unemployment rates, and the media stigmatisation of the entire districts as living areas
for people with few financial and social possibilities.270
More recent studies have also mentioned these issues. In his PhD study published
in 2013, Frank Wassenberg points out the connection between the common problems
experienced by inhabitants of large housing estates in Europe and their constantly
dwindling transnational reputation. Wassenberg splits the problems into a neighbourhood
and a general level. The neighbourhood level includes: 1) physical aspects, such as
decreasing attractiveness of designs in comparison with other projects, construction
mistakes, and unpleasant or dangerous living conditions; 2) social aspects related to the
composition of residents and patterns of their behaviours (lack of neighbourhood bonds,
indifference toward common areas, anti-social behaviour, decreasing socio-economic
status of inhabitants, as well as the concentration of marginalised groups); and 3)
management aspects caused by poor maintenance due to insufficient funding, lack of
contemporary physical adjustments, and exploitation problems.271 The general level
refers to the negative perception of standardised apartment blocks based on countrywide
factors, including: 1) the appearance of more attractive residential areas; 2) the rise in the
prosperity of residents moving to better-off neighbourhoods; 3) demographic changes;
and 4) developments in national housing policies.272 According to Wassenberg, different
combinations of these factors are one of the main reasons for the decline of public
acceptance of post-war residential areas as architecture worthy of saving and urban
transformation.273
Wassenberg has also argued that, in reality, these drawbacks are not universal,
and each full-scale building and neighbourhood has its own history and trajectory of
development. However, all kinds of textual and visual sources circulating in public
discourse have created the generalised image of post-war residential architecture as a
target of criticism and public rejection. The media are eager to report about problems and
reinforce the notion of failure based not so much on the detailed analysis of the living
conditions of real inhabitants or the possible architectural value of buildings but on
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selective details and stereotypes about such topics as crime, vandalism, and pollution.274
In this way, many complexes, as well as their inhabitants, have become trapped in a
vicious circle of videos, photographs, and texts that discuss merely their vulnerable points
and consequently, enhance the level of the global pessimistic attitude.
In their introductory chapter, the editors of the book, Housing Estates in Europe:
Poverty, Ethnic Segregation and Policy Challenges (2018), Daniel Baldwin Hess, Tiit
Tammaru, and Maarten van Ham have also emphasised the fact that the negative aura is
inherent to post-war mass residential areas regardless of the real state of affairs. For
instance, social problems, including considerable gaps in the social status of inhabitants
and problems concerning ethnic segregation, are more common in Western and Northern
European housing estates than in those located in the former socialist countries.275
Therefore, as they have summed up, it is not appropriate to treat all projects as
problematic. Some of them have “downgraded significantly, while others have been more
successful in maintaining or even improving their status.”276 However, their other
conclusion was that, despite these profound differences, there is a question related to the
too simplistic public perception and judgement of these areas, especially in Western
European regions.277 They have also mentioned the role of the media, which often prefer
to describe the horrors of mass housing developments without making suggestions for
their amelioration. The result is a reputation based on the specific selection. Urban
dwellers can think, for instance, that the majority of inhabitants in post-war residential
complexes are foreigners, while the real number of ethnic minorities is small.278 Residents
may also not recognise themselves in articles or videos depicting them as criminals living
in ghettos.279
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Zupagrafika: Ugly Appearance as a Tool
This partly true and yet stereotypical attitude towards mass housing designs paradoxically
has become one of the primary sources for inspiration for the graphic design studio and
independent publisher named Zupagrafika that makes small-scale architectural models.
The studio was established in 2012 in Poznań in Poland by David Navarro and Martyna
Sobecka with a quite fundamental intention to celebrate and draw attention to post-war
architecture that repulses so many people from both Western and Eastern European
countries. The studio works on photographic projects and books dedicated to the
architecture of the Cold War period, and it also became famous for the miniatures
representing mass residential projects, some of which nowadays await renovation or
threatened with demolition. The key feature of the miniatures made by Zupagrafika is
that they are made as cut-out paper models designed to be sold in many copies and be
assembled at home.
The paper kits’ collection includes Blok Wschodni (2014) with dwellings from
Warsaw; Blokowice (2015) representing panel housing from the outskirts of Katowice in
Poland; Blokoshka (2016) with four prefabricated apartment dwellings from Moscow,
East Berlin, Warsaw, and Prague; Modern East (2017) depicting buildings from the
former East Germany (fig. 4.4); and Brutal East (2017) with mass residential estates from
Belgrade, Chisinau, Prague, St. Petersburg, and Wrocław (fig. 4.5). The sets with
miniatures dedicated to Western European cities consist of Brutal London (2015), which
includes the complex Robin Hood Gardens that was scandalously demolished in 2017–
2019, Paris Brut (2016), which presents estates situated in Paris and its banlieues, and
Brutal Britain (2018) (fig. 4.6). One of the latest projects made by the studio named
Panelki (2019) is accompanied by the slogan “Build Your Socialist Prefab Panel
Block.”280 The kit with miniatures brings into focus the topic of building technologies
and, particularly, prefabricated panel construction (fig. 4.7). This building technique
outshined experimental modular blocks, which were the subject of the previous chapter,
and was the most popular building system used for standardised projects behind the Iron
Curtain.
The geography of the miniatures made by Zupagrafika varies greatly. The models
represent a range of complexes that differ from each other in their design, political and
architectural contexts, and levels of decline or prosperity. This diversity is embodied in

280

Zupagrafika, “Panelki. Build Your Socialist Prefab Panel Block,” accessed June 10, 2020,
https://www.zupagrafika.com/books.

75

the small-scale models through an accurate graphic design. Paper walls, doors, windows,
and roofs of the buildings are made as detailed illustrations representing their real
prototypes. When making a new kit, Navarro and Sobecka first carefully examine fullscale dwellings and their façades, mostly made of concrete panels, in order to convey
their features truthfully. In this way, the miniatures do not only scrupulously show
different architectural designs of mass housing projects in terms of their spatial and
decorative forms. They also display all kinds of signs of life and time, which are unique
for each building, such as graffiti, scratches, traces of dirt and watermarks,
announcements, and TV satellite dishes (fig. 4.8; fig. 4.9).
This approach can be seen from a dualistic perspective. On the one hand, the
designers aim to preserve and display the diversity of post-war residential architecture
that cannot be reduced to one single and standard image. On the other hand, many of
these visual details are, in fact, signs of physical degradation of full-scale buildings, and
they are a vital part of the city dwellers’ critique towards them. The miniatures made by
Zupagrafika support the idea of the uniqueness of each project and, at the same time, they
highlight the notion of their global decline and confirm the common negative reputation.
Barnabas Calder has noticed in the introductory text for the kit Brutal Britain: “Very
sadly, short-sighted building managements and weak heritage protection for post-war
architecture mean there is a real chance that, if you use decent glue, your models could
survive longer than some of the original buildings did.”281 The miniatures emphasise by
means of their detailed graphic style that the majority of the projects remaining from the
Cold War period were not assembled or performed after their inaugurations as planned.
The small-scale models, examined in the previous chapters, promoted them as modern,
comfortable, and clean residential areas, but the contemporary models, on the contrary,
present them as dirty and repulsive ones.282
In contrast to the historical miniatures, none of the models by Zupagrafika depict
a dwelling sparkling with novelty or intend to create the kind of delight that was inherent
to the post-war miniatures. There are no links to be found between multi-storey apartment
buildings miniaturised by Zupagrafika and first impressions made by more or less similar
full-scale dwellings on their first inhabitants. People experienced a genuine wave of joy
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before discovering many design and construction problems.283 For instance, one resident
of a recently constructed building in St. Petersburg, which she moved into at the end of
the 1950s, described these feelings, “Our family of four people, who used to live in a
room of nine square metres, was in seventh heaven after receiving a warrant for a tworoom apartment. The relocation was joyful. We had our own (!) kitchen, and it did not
matter that it was only 5.5 square metres. We could forget about the lavatory in the yard
and take a shower and bath every day!”284
The kits with miniatures from Zupagrafika neglect these rather optimistic
historical memories and descriptions in favour of the paper façades with all kinds of
defects inherent to grey concrete surfaces left by both time and tenants. However, these
architectural models arose from the initial intention to see these dwellings differently and
to overcome their public denunciation and present them as architecture worthy of
recording, documenting, and memorising. As Sobecka has pointed out in the interview,
“There are things that surround us on a daily basis that seem to be invisible to us. (…)
Tower blocks, concrete modernist estates: We take them for granted. We think they are
unattractive and not worth our attention. With our graphic work, we have been trying to
showcase this kind of architecture from a different perspective.”285 The miniatures
produced by the studio were made with the aim of altering the negative perception of the
mass housing projects of the Cold War period and endowing them with a heritage status
from the point of view of not only a small number of architectural communities but also
the broader public.

The Miniature Antidote to the Fall from Public Grace
In connection with this intention, the miniatures made by Zupagrafika can be perceived
as valuable agents in the formation of the heritage status of mass housing constructed in
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the second half of the twentieth century.286 The fulfilment of this ambitious goal has its
roots in the performative quality of the miniatures that creates new ways of interacting
with monotonous dwellings, as well as the theoretical approach towards heritage as a
process. The relevancy of this interpretation of the heritage concept lies in its suitability
for those objects and sites that, as in the case of dull multi-storey post-war apartment
blocks, are not usually described as heritage within the European tradition in the sense of
possessing cultural and historical value to societies and demanding reverence and
protection.287
In his article, David Harvey has suggested that the status of heritage does not
describe “innate or primordial phenomenon.”288 On the contrary, heritage is the result of
the process that encompasses historical data about objects and sites and their
contemporary re-interpretations and re-use that cannot be separated from each other. He
has argued that heritage has to be understood “as a process, or a verb, related to human
action and agency, and as an instrument of cultural power.”289 Laurajane Smith, in her
book, Uses of Heritage, has also challenged the traditional Western definition of tangible
heritage as necessarily related to a monumental or aesthetically pleasing object or place.
Smith has pointed out that heritage, which provides a human history with value, arises
not so much from the physical presence of material artefacts or geographical sites, rather
from multiple acts of remembering and passing knowledge about them.
These acts become the main tool to engage and reflect on different phenomena,
and “sites themselves are cultural tools that can facilitate, but not necessarily vital for,
this process.”290 In other words, heritage is “a mentality, a way of knowing and seeing”291
that is constructed through performances of remembering and their embodiment in
particular mediums and bodily interactions with them. The small-scale models by
Zupagrafika can be viewed as one of such acts of remembering about mass housing
developments from the Cold War period. The miniatures are tangible reminders about
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this architecture, and due to a new context within which they are designed to exist, they
acquire the performative power to transform the post-war dwelling. This context is
grounded in certain physical actions in relation to the small-scale models. The miniatures
by Zupagrafika introduce elements of craft and require from their buyers and owners to
spend money, time, attention, and effort to assemble them and immerse in the stories
about the architectural projects that they represent. The gestures of passing knowledge
and memorisation emerge from this interaction between paper surfaces and people,
leading to the perception of post-war residential areas as experiences based not only on
full-scale and often unattractive projects but on much more appealing construction of
their models. The miniatures, therefore, possess the ability to create a new kind of attitude
to multi-storey apartment blocks through a repetition of playful and enjoyable pastime.
The performative power of the historical models was mainly based on passive observation
and admiration without lively physical participation. The models by Zupagrafika, in turn,
introduce a new series of pleasant acts contributing to the rise of another type of meaning
concerning mass housing designs.
Smith has further noted that the act of remembering has to be done “in the
culturally correct or appropriate contexts and times”292 in order to be able to transform an
object or a site into heritage. According to the approach chosen by Zupagrafika, the
appropriate context for the present-day situation is not only the active inclusion of people
in assembling the miniatures but also the acceptance of weaknesses of post-war housing
estates suffering from the same problems in different countries. The miniatures provide a
clear focus on their defects and, first of all, on traces of exterior physical decay. These
traces can be observed by many people at once, and they make the first negative
impression on city dwellers. Navarro and Sobecka take them as a source of their creative
work. Physical imperfections point to destructive human exploitation of dwellings and
initial construction and design drawbacks. However, Navarro and Sobecka use them as a
means to give a certain reverence and heritage value to standardised and mass-produced
buildings that failed to meet preliminary expectations.
The inherent quality of the architectural miniature as a tool that was seen in the
previous chapters is its capacity to idealise designs and concepts that they represent. The
small-scale models by Zupagrafika, therefore, intentionally seek to present graffiti,
unglamorous traces of dirt and water, and ugly TV dishes as fascinating visual details to
observe and even admire. In one of their interviews, the designers have highlighted this
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goal: “As a graphic design studio, we appreciate the composition of their facades and
perceive them as pieces of art. The repetition of the patterns, touched by the passing of
time, makes them unique, full of amazing textures, colours and movement — like a
hypnotic concrete dance that we see every day, but somehow do not seem to notice.”293
The act of miniaturisation enables them to turn traces of the material degradation of
architecture into an enthralling narration oriented to the process of the “heritageisation”294
of the mass housing culture of the Cold War period. The process becomes attached to the
acceptance of architectural faults and reconciliation with them. Walter Benjamin has
argued that “to live means to leave traces.”295 The dirty surfaces of the architectural
models seem to incorporate this idea. Through their quality of idealisation, Zupagrafika’s
miniatures challenge the assumption that signs of time and exploitation must be
necessarily associated with the notion of decline. The act of assembling directs one’s
attention to indications of the material decay of the buildings but also encourages one to
see them not purely as negative features that can evoke nothing except critique or the
desire to bypass or destroy (fig. 4.10). On the contrary, the miniaturisation provides an
opportunity to see degradation as the confirmation of the everyday use of full-scale
dwellings, as well as the active and diverse ways in which they operate.
Wouter Vanstiphout has argued that the contemporary notion that failure is
inseparable from many post-war residential projects has to do not with architecture itself
but with the assumption that buildings and estates do not function nowadays in
accordance with initial plans and ideas. He wrote, “At some time designers and
government officials (…) may erect a structure, build a symbol or realise a utopia. After
a few generations, their edifice will, by definition, be used and lived quite differently, by
people whose existence they could not possibly predict. In the circles of city authorities
and planners, this is interpreted as the ‘failure’ of the urban project.”296 The miniatures
by Zupagrafika embody this kind of thought suggesting that even though graffiti and
traces of water on concrete surfaces were not part of original plans and visions depicted
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by the small-scale historical models, this does not mean that they are necessarily the proof
of the ultimate fall, and dwellings have to be despised or destroyed because of them.
According to Stewart, whose ideas constitute the theoretical framework of this thesis, the
small size of any miniature requires from its creator a careful selection of represented
information and, consequently, makes it the most suitable container for explicit and
authoritative statements, including “aphoristic and didactic thought.”297 In this regard, the
models by Zupagrafika — by means of a playful assemblage process that draws attention
precisely to the physical decay of the dwellings — become a peculiar statement on the
principle role of this material condition in the heritage process related to post-war
residential architecture.
The miniatures accentuate material vulnerability of dwellings and their age,
pointing out that these features can be perceived as the proof of life that is, in turn, “one
of the fundamental values of urban development.”298 The process of heritageisation, in
this respect, is grounded in the acceptance of the general imperfection of residential
designs and the humanistic approach towards this quality that is promoted by the
miniatures by Zupagrafika. While the historical models from the previous chapters
declared within their public displays the breathtaking novelty of mass housing designs,
the miniatures by Zupagrafika suggest accepting their defects. This approach arises from
the contemporary urban concept, according to which architectural and social problems of
many post-war neighbourhoods cannot be resolved by means of disregard or simple
destruction as there are too many of these buildings and too many inhabitants. As Asseel
Al-Ragam has claimed, this top-down logic is popular in many countries, where whole
districts are sometimes considered as “slums not fit for living,”299 and their amelioration
is presented by those who govern their surrounding cities as unprofitable.
Meanwhile, every city is a diverse and flexible organism.300 The list with more or
less comparable problems that residential architecture of the Cold War period faces on a
daily basis, regardless of the two opposing political contexts within which it was born
and fabricated as the conceptual and ideological construct, can be rather addressed by “re-
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use of the existing material, both in its physical and social sense,”301 rather than simple
demolition. Various articles dedicated to the practices of urban dwellers’ education about
post-war mass housing projects, their careful renovation, and practices of social
revitalisation by local inhabitants have shown their success in increasing the value of this
architecture among people.302
The analysis of such initiatives goes beyond the aims of this thesis. However, the
numerous and available-for-purchase small-scale models made by Zupagrafika,
accompanied by explanatory texts, can potentially be part of them as they call public
attention to dwellings. The majority of them, according to Navarro and Sobecka, are
perceived as “anti-heroes of modern architecture.”303 At the same time, they are charged
with stories and memories demanding heritage-like attitude precisely on the basis of their
dullness and earthiness that is intrinsic to vibrant urban landscapes (fig. 4.11). The
miniatures analysed in the first three chapters were engaged in the formation of mass
housing architecture of the Cold War period as an ideological race between the two
camps, socialist and capitalist, over better residential conditions grounded in both their
confrontation and interdependence. The miniatures by Zupagrafika, in turn, addressing
the contemporary and transboundary unfavourable status of dwellings, mark the end of
this contest. They propose through their own scale and the new playful context of public
circulation another narrative about the post-war projects from different countries as a
fundamental part of the twentieth-century legacy not to be erased but, rather, developed.
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Conclusion

The architectural miniatures are usually physically fragile. They are difficult to create,
but easy to destroy by an accidental movement. However, as this thesis attempted to
show, the other side of this material ephemerality is the powerful position of the smallscale models as performative acts through which the narratives of the mass housing
culture of the second half of the twentieth century were constructed. The idealistic models
and their images, which represented multi-storey apartment blocks and residential
districts, circulated across countries and societies. They inhabited collective spaces and
individual dreams about the modern dwelling and partook in the formation of the
conceptual and ideological meanings of architectural projects, the development of which
reached an unprecedented scale after the Second World War. The overarching theoretical
framework of the thesis was that of the fundamental role of the miniature size of the
models itself. According to Susan Stewart, it does not downplay ideas of full-scale
phenomena. On the contrary, the reduction in size introduces the category of
monumentality.304 This category does not refer to size, but it qualifies largeness, the
grandeur of ideas, and effects made on viewers. As Jacques Derrida has argued,
something small has the capacity to trigger the imagination and generate a significant
emotional and mental impact. According to him, “There is nothing in nature, however
large its phenomenon may be, which cannot be brought down to the infinitely small. The
telescope makes this affirmation very close to us. Conversely, there is nothing that, for
the imagination, cannot be extended to the dimensions of the world.”305 The
monumentality of the post-war miniatures, in turn, was fixed deep in their performative
power, which produced and regulated the meanings of the presented architectural designs.
This issue of providing citizens with affordable single-family apartments in newly
constructed buildings and districts was of great importance to national governments after
the Second World War. In both Western and Eastern European countries, the mass
construction of multi-storey apartment dwellings was a top-down modernisation strategy.
Residential areas were erected on the basis of ideas about the potential of standardised
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designs and strict zoning principles to improve people’s lives and alter patterns of
domestic existence. New living spaces provided inhabitants with autonomy from
neighbours, a division between home and work, and also engendered dreams about “a
clean, warm, and comfortable domicile”306 as a symbol of the post-war rebirth. On the
level of rhetoric, the faith in properly calculated designs and plans elaborated by
competent groups was especially clearly manifested by Le Corbusier. He stated that
“Authority must now step in, patriarchal authority, the authority of a father concerned for
his children… We must build places where mankind will be reborn. When the collective
functions of the urban community have been organised, then there will be individual
liberty for all.”307 Mass housing construction during the post-war period was the product
of the state and architects’ paternalism, and it had a beneficial impact on the quantitative
amount of multi-storey apartment buildings.
However, the mass housing movement played not only a utilitarian role. It was
also a vital part of the Cold War struggle against capitalist/communist expansion within
a consensus about the need for rapid progress in residential architecture. From this
perspective, the architectural miniatures came to the fore as the most convenient way of
visualising these monumental and ideological ambitions of mass housing projects. The
miniatures were precise, brief, and eye-catching. Their performative quality enabled them
to turn the post-war dwelling into the conceptual and political construct that aspired to
demonstrate to citizens the efficiency of their national governments in producing modern
domestic environments and emphasised fundamental ideological differences between the
two political blocs. The miniatures used the view from above, allowing every urban
dweller to have oversight on the projects. They simultaneously hid details that were
considered as unimportant in a particular time and place while emphasising others.
Various modes of their public displays inscribed the models into particular historical and
cultural contexts that endowed them with significations in the eyes of viewers and
simultaneously shaped meanings of what they represented. In this way, the miniatures
fabricated the post-war dwelling as an imaginative space that expressed the values of the
opposing parties, and that was a measure of the countries’ political supremacy and
economic and architectural success. Standardised buildings served as a battlefield “for
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the hearts, minds and, ultimately, allegiance of people”308 and carried a colossal amount
of responsibility based on their pragmatic, architectural, and ideological functions arising
from the miniatures.
While there was a lack of historical documents on models’ construction and their
perception, it was still possible to think about their history and effects by putting them
into environments within which they were made and shown. This theoretical approach
towards the miniatures determined the sub-topics of the chapters. The first chapter
addressed strategies of promotion of new housing estates to national audiences using the
examples of the miniature from the Soviet film Cheryomushki and the model of the grand
ensemble of Sarcelles. The modes of their presentation reflected different systems of
acquiring flats in the countries. In the Soviet Union, a private flat was both a blessing
from the state and something that had to be obtained with difficulty from local authorities.
The miniature of Sarcelles existed within the context of free-market practices and the
growth of citizens’ prosperity. The chapter discussed how the two models participated in
the creation of the narrative of a single-family apartment as an affordable object
symbolising the countries’ well-being. The second chapter referred to the direct EastWest confrontation during the Cold War that was maintained, not least, by mass
residential projects. Ground zero of this confrontation was Berlin, where the construction
of Stalinallee as the socialist showcase clashed with the development of Hansaviertel,
which was based on a Western, modernist, urban design. The chapter examined the role
of the cross-bloc exhibitions in the formation of fictional ideas about the representative
socialist and capitalist dwelling. None of the two full-scale projects was fully
implemented at the time when the two miniatures were on public display, and they got a
power to establish the normative view of the city that could exist only as the black-andwhite division, resulting in the long-term mental separation of Berliners.
The third chapter discussed the unfixability of the miniature’s significations and
analysed the transnational dimension of the mass housing culture of the Cold War period,
characterised not only by the abnegation of the other political bloc but its
acknowledgment. The architectural models depicting the experimental modular building
technology highlighted the mutual interdependence of countries in the field of residential
architecture. The chapter mainly focused on the Soviet miniature that was brought to the
Expo 67 and, preceding this event, practices of architectural knowledge transfer. It
revealed the effect of this model that rested in its ability to create a statement on the
308

Del Pero, “Incompatible Universalisms. The United States, the Soviet Union, and the Beginning of the
Cold War,” 11.

85

overcoming of technological backwardness and architectural isolation by the Soviet
architects. Together, the chapters sought to provide a deeper understanding of
architectural models as acts through which the post-war dwelling was fabricated as a
mental concept intended for both local and global audiences. Bearing in mind the
intentions of the historical miniatures depicting idealistic urban landscapes and promising
better living conditions, the fourth chapter turned to the contemporary paper-cut models
made by the studio Zupagrafika. The chapter brought to the fore the present-day
worldwide hostile attitude towards the majority of post-war projects. It suggested that the
miniatures by Zupagrafika by means of playful assemblage process and graphic design
that focuses on traces of physical degradation of buildings present the potential to endow
the residential architecture of the Cold War period with the heritage status in the eyes of
urban dwellers. The miniatures were seen as a creative and educational practice that
changes the way of interaction with this architecture and creates a new way of perceiving
its imperfections.
This thesis aimed to contribute to the growing field of research on representations
and meanings of small-scale architectural models outside the walls of workshops where
they were made. Puff has concluded that even when equipped with all kinds of contexts,
it is still difficult to pin down exactly what purpose miniatures served due to a variety of
initial intentions and an endless “spectrum of viewers’ responses.”309 This feature opens
architectural miniatures to different levels of interpretation and quests into the invisible
within the visible. The models depicting mass housing designs of the Cold War period
were instruments of utopia enabling viewers to look far into the distance, where the
modern dwelling is a basic amenity and to penetrate the nearest architectural, political,
and ideological discussions. However, the plasticity of architectural miniatures also
provides the possibility for other angles of seeing. One of the further research directions
dedicated to small-scale models of the second half of the twentieth century might take
materiality and materialism as the chief framework. Materiality can be perceived as the
transformative link between visions and three-dimensional forms that endows miniatures
with values. The attention to the material dimension of models, some of which were
made, as Jacobs has mentioned, with the most modern materials and with sophisticated
automatic mechanisms,310 will allow looking closer at how physical matter creates the
miniatures’ effects and provides them with roles within the history of architecture.
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Figure 1.
“Architecture comme problème théoretique,” L’architecture d’Aujourd’hui. 1968.
The satirical image was made to create an impression that the hand shaping the model
belonged to the architect Georges Candilis. In the early 1960s, he created Le Mirail, a
satellite town of Toulouse, which modernist slabs have become a ghetto.

Source: Craig Buckley, Graphic Assembly: Montage, Media, and Experimental Architecture in the
1960s (Minneapolis: University of Minnesota Press, 2019), 234.
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Figure 2.
Model of the Plan Voisin for Paris. 1922–1925.

Source: Agence DocPix Images, https://mondediplo.com/2017/02/17LeCorbusier.
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Figure 1.1.
Model from the film Cheryomushki (Cherry Town) directed by Gerbert Rappaport.
1963. Lenfilm Studio.

Source: https://www.youtube.com/watch?v=b1mjkdjf2rg.
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Figure 1.2.
The ninth district of Novye Cheryomushki in Moscow. 1958.
Photo by Boris Trepetov.

Source: https://pastvu.com/p/686886.
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Figure 1.3.
Cheryomushki (Cherry Town) directed by Gerbert Rappaport. 1963. Lenfilm Studio.

Source: https://www.afisha.ru/movie/186245/.
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Figure 1.4.
The ninth district of Novye Cheryomushki. 1960–1965.

Source: https://pastvu.com/p/342.
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Figure 1.5.
Crossroad. 1965–1970. Example of a typical Soviet city district.
Photo by Vsevolod Tarasevich.

Source: Moscow House of Photography, https://russiainphoto.ru/search/photo/years-19571999/?tag_tree_ids=31437&index=3&paginate_page=23&page=23.
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Figure 1.6.
Plan of the grand ensemble of Sarcelles by Jacques Henri-Labourdette and Roger
Boileau. Around 1964.

Source: Municipal Archives of Sarcelles, in Kenny Cupers, “The Expertise of Participation: Mass
Housing and Uban Planning in Post-War France,” Planning Perspectives 26, no. 1 (2011): 39.
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Figure 1.7.
The grand ensemble of Sarcelles. 1960s.
Photo by Charles Ciccione.

Source: https://www.gettyimages.dk/detail/news-photo/view-of-sarcelles-suburb-in-france-in-thesixties-news-photo/120445996.
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Figure 1.8.
The grand ensemble of Sarcelles. 1961.
Photo by Henri Salesse.

Source: Ministère de la Construction, https://www.flickr.com/photos/reconstruction19451979/29401951685/.
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Figure 1.9.
Transportation of the architectural model of the grand ensemble of Sarcelles. 1964.
Photo by Jacques Windenberger.

Source: Jacques Windenberger and Jean-Marie Guillon, Un même monde, parcours documentaire,
1956–2008 (Marseille: Images en Manœuvres éditions/Archives départementales des Bouches-duRhône, 2011), https://www.darchitectures.com/jacques-windenberger-memoires-de-sarcelles-etdailleurs-a2883.html.
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Figure 1.10.
Exhibition Hall of Sarcelles, located in the central Parc Kennedy. The 1960s.

Source: Caisse des dépôts et consignations, CDC 2-C-019, in Kenny Cupers, The Social Project:
Housing Post-War France (Minneapolis: University of Minnesota Press, 2014).
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Figure 1.11.
Model of the grand ensemble of Sarcelles. The 1960s.

Source: Caisse des dépôts et consignations, CDC 2-C-019, in Kenny Cupers, The Social Project:
Housing Post-War France (Minneapolis: University of Minnesota Press, 2014).
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Figure 1.12.
Poster published during the “Glorious Thirties” saying “This apartment tempts you …
buy it.”

Source: Hubert Bonin, Banque et identité commerciale. La Société générale, 1864–2014 (Paris:
Presses universitaires du Septentrion, 2014), https://books.openedition.org/septentrion/4836.
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Figure 2.1.

Map of Central Berlin. Map by Bill Nelson.

Source: Emily Pugh, Architecture, Politics, and Identity in Divided Berlin (Pittsburgh, Pennsylvania:
University of Pittsburgh Press, 2014).
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Figure 2.2.
Hanns Erich Köhler. East is East and West is West, and ne’er the twain shall meet.
1956.

Source: Simplicissimus. Hrsg. Iversen, Olaf; RHerausgeber Hofner H., Herbert. January 5, 1957 (1),
https://www.cvce.eu/en/obj/cartoon_by_kohler_on_relations_between_the_frg_and_the_gdr_1956-en88550667-6541-438a-bc09-0bcffdb748f6.html.
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Figure 2.3.
Decorative miniature presented by the German youth to the Soviet youth during the
Third World Youth Festival in Berlin. 1951.

Source: The State Central Museum of Contemporary History of Russia,
https://goskatalog.ru/portal/#/collections?id=19145180.
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Figure 2.4.
Architects of Stalinallee (Karl-Marx-Allee).

Source: Mohamed Gamal Abdelmonem, “Introduction: Architectural and Urban Heritage: Why Do We
Care,” Archnet-IJAR 11, no. 3 (November 2017): 7.
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Figure 2.5.
Model of Stalinallee on display in the German Sports Hall. 1954.

Source: Berlin State Archive, http://www.landesarchiv-berlin-bilddatenbank.de/hida4webLAB/view?docId=obj5044472.xml;query=Modell%20der%20Stalinallee;brand=default;doc.style=stan
dardview;blockId=obj%205044472d28831e2;startDoc=1.
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Figure 2.6.
Postcard depicting Stalinallee at night. 1956.

Source: http://vintagepostcards-archive.com/ak-176794.html.
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Figure 2.7.
The International Architectural Exhibition Interbau, Berlin 1957. Plan of the
Hansaviertel. 1957.

Source: https://i.pinimg.com/originals/6c/b3/52/6cb35261bd09a5b69045f58d44e30ea2.jpg.
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Figure 2.8.
Berlin Pavilion at the International Architectural Exhibition Interbau. 1957.

Source: http://architectuul.com/architecture/view_image/berlin-pavillon/22631.
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Figure 2.9.
Group of visitors in front of the model of the Hansaviertel in the Berlin pavilion at the
International Architectural Exhibition Interbau. 1957.

Source: Berlin State Archive, Sandra Wagner-Conzelmann, “The History of Interbau 1957,”
Bürgerverein Hansaviertel e.V., https://hansaviertel.berlin/en/interbau-1957/geschichte-der-interbau1957/.
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Figure 2.10.
Final model of the Hansaviertel. 1956.

Source: Provincial Archives Baden-Württemberg, Sandra Wagner-Conzelmann, “The History of
Interbau 1957,” Bürgerverein Hansaviertel e.V., https://hansaviertel.berlin/en/interbau1957/geschichte-der-interbau-1957/.

112

Figure 2.11.
Postcard with the model of the Hansaviertel. 1957.

Source: https://afterthewarblog.wordpress.com/2016/05/22/berlin-interbau57-revisited/.
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Figure 2.12.
Rudolf Gerhardt. Postage stamp for the International Building Exhibition. 1957.

Source: https://www.baunetz.de/meldungen/MeldungenAusstellung_im_DAZ_Berlin_nbsp__7054984.html?bild=1.
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Figure 3.1.
Walter Gropius and Fred Forbát. Wabenbau (Honeycomb System). 1922

Source: Karl Nierendorf, Staatliches Bauhaus Weimar 1919–1923 (Weimar and Munich:
Bauhausverlag, 1923), in Atli Magnus Seelow, “The Construction Kit and the Assembly Line —
Walter Gropius’ Concepts for Rationalizing Architecture,” Arts 7, no. 4 (2018):
https://doi.org/10.3390/arts7040095.
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Figure 3.2.
Walter Gropius and Adolf Meyer. Baukasten im Großen (Big Construction Kit) for a
Typenserienhaus (Serial House Type). 1923.

Source: Adolf Meyer, Ein Versuchshaus des Bauhauses in Weimar. Bauhausbücher 3, eds. Walter
Gropius und László Moholy-Nagy (Munich: Langen, 1925), in Atli Magnus Seelow, “The
Construction Kit and the Assembly Line — Walter Gropius’ Concepts for Rationalizing Architecture,”
Arts 7, no. 4 (2018): https://doi.org/10.3390/arts7040095.
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Figure 3.3.
Le Corbusier studying the model in his office. 1946.

Source: Time Inc., https://artsandculture.google.com/asset/aAGrwN4ijBd45Q.
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Figure 3.4.
The construction principle of the Unité d’Habitation in Marseille.

Source: Le Corbusier, The Complete Architectural Works of Le Corbusier. 1946–1952 (Zurich: Les
Éditions d’Architecture, 1976), 210.
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Figure 3.5.
The construction principle of the Unité d’Habitation in Marseille.

Source: https://sitelecorbusier.com/wp-content/uploads/2019/07/les-unites-dhabitation.pdf.
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Figure 3.6.
The model of a residential building made of spatial units in the Soviet Pavilion during
the Montréal 1967 Expo.

Source: Dimitry Zadorin and Filipp Moizer, Towards a Typology of Soviet Mass Housing:
Prefabrication in the USSR 1955–1991 (Berlin: DOM, 2015), 134.
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Figure 3.7.
The truck transports a part of a residential building in Moscow. The 1960s.

Source: Maxim Trudolyubov, “Moscow's New Housing Megaproject Confronts Soviet History,” The
Moscow Times, March 2, 2017, https://www.themoscowtimes.com/2017/03/02/moscows-new-housingmegaproject-confronts-soviet-history-a57312.
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Figure 3.8.
Construction of a residential building in Moscow. 1963.
Photo by Stan Wayman.

Source: The LIFE Picture Collection, https://www.gettyimages.ca/detail/news-photo/prefabricatedapartments-in-housing-project-news-photo/50658484.
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Figure 3.9.
Habitat 67, Construction View, Montréal, Canada. 1967.

Source: Image Courtesy of Safdie, https://www.archdaily.com/786896/moshe-safdie-to-receivelifetime-achievement-award-at-the-2016-national-design-awards/572b8a64e58ecef563000003-moshesafdie-to-receive-lifetime-achievement-award-at-the-2016-national-design-awards-image.
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succession, ﬁltering and downgrading), while others emphasised the influence of
human behaviour (with preferences, social cohesion, constraints and possibilities)

Figure 4.1.

Fig. 2.4 High-rise housing in trouble. Source Figure in Plan 7, 1970

High-rise housing in trouble. 1970.

Source: Figure in Plan 7, 1970, in Daniel Baldwin Hess, Tiit Tammaru, and Maarten van Ham, eds.,
Housing Estates in Europe: Poverty, Ethnic Segregation and Policy Challenges (Cham, Switzerland:
Springer Open, 2018), 48.
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Figure 4.2.
Ronan Point, Newham, East London. Partial collapse following a gas explosion on
May 16, 1968.

Source: The Downfall of British Modernist Architecture, Failed Architecture, April 15, 2011,
https://failedarchitecture.tumblr.com/post/4632894296/the-downfall-of-british-modernist-architecture.
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Figure 4.3.
Destruction of Pruitt-Igoe in 1972.

Source: Gary Davies, “Is Failure Central to the Architectural Profession?” Failed Architecture, June
25, 2013, https://failedarchitecture.com/pruitt-igoe-is-failed-architecture-central-to-the-architecturalprofession/.
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Figure 4.4.
Zupagrafika. Modern East. 2017.

Source: https://www.zupagrafika.com/shop/modern-east.
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Figure 4.5.
Zupagrafika. Brutal East. 2017.

Source: https://www.zupagrafika.com/portfolio/brutal-east.
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Figure 4.6.
Zupagrafika. Paris Brut. 2016.

Source: https://www.zupagrafika.com/portfolio/paris-brut.
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Figure 4.7.
Zupagrafika. Panelki. 2019.

Source: https://www.zupagrafika.com/shop/panelki.
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Figure 4.8.
Zupagrafika. Brutal East (detail). 2017.

Source: https://www.zupagrafika.com/portfolio/brutal-east.
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Figure 4.9.
Zupagrafika. Brutal London (detail). 2015.

Source: https://www.zupagrafika.com/portfolio/brutal-london-kits.
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Figure 4.10.
Zupagrafika. Brutal London. 2015.

Source: https://archinect.com/news/gallery/119980904/4/brutal-london-cutout-replicas-commemorateiconic-brutalist-structure.
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Figure 4.11.
The page from L’architecture d’aujourd’hui dedicated to the World Congress of
Architects organised by the International Union of Architects.

Source: Gaia Caramellino and Cristina Renzoni, “Negotiating the Middle-Class City
Housing and Equipping Post-War Turin, 1950–1980,” Cidades, no. 33 (2016):
https://journals.openedition.org/cidades/284.
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