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che, per quanti piu si dice li nostro,
tanto possiede pii di ben ciascuno
Dante, Purgatorio, XV, 55-56

Books of copies contain pictures that can be copied to produce architecture.

Books of copies are comprised of a packet of black-and-white A4 photocopies.

Books of copies are stored in a web archive and are downloadable for free.

Each book has a title naming a class of buildings that could be produced by copying
the figures contained in the book. For example, a book of copies entitled Book of
Houses would contain various images that could be employed to produce houses; a
book of copies entitled Book of Prisons would contain images that could be employed
to produce prisons; and a book of copies entitled Palaces for the Tyrant would contain
images that could be employed to produce palaces for tyrants.

Books of copies do not have a fixed number of pages.

These books of copies do not follow a strict typological order. A book entitled Book of
Houses is not necessarily comprised of pictures of houses, and a book entitled Book of
Prisons is not necessarily comprised of pictures of prisons.

Everything can be included in books of copies except nature (after all, one can copy a
toy, but one cannot copy a mountain).

Copies should not be confused with quotations. Copies do not establish any link to the
lost virtue of ancient civilizations. Copies do not testify to any particular erudition, and
copies do not affiliate the copying architects with the great masters of the past. Copies
are humbler and less refined than direct citations. Copies simply re-employ knowledge
that is already available and public.

The only reason to include a picture in a book of copies is its intimate beauty.

Books of copies define the provisional set of objects that deserve to be copied; they are
a tentative corpus iuris of architectural beauty.

Books of copies do not present an exhaustive taxonomy.

Books of copies simply contain a collection of examples, a tentative index of a collective
architectural knowledge.

The number of books of copies to be produced is not fixed.

The action that produces books of copies is that of selection: the recognition of beauty
(not just actual beauty, but potential beauty as well - the fragile, incomplete beauty of
so many clumsy buildings of the past that are begging for completion and plenitude in
the architecture of the future).

The production of books of copies relies on the existence of a collective knowledge
(provisionally named Architecture). Books of copies depend on and, at the same time,
redefine this collective knowledge.

NOTICE The authors of the Books of Copies pro-
duced their images by making photocopies of books
available in their own libraries. San Rocco did not try
to contact all of the copyright holders of the illus-
trations that appear in the Books of Copies. Such an
enterprise would have been beyond our capabilities,
for the Books of Copies produced thus far include
around 4,000 illustrations, which means we would
potentially have had to contact as many as 4,000
architects, 4,000 photographers, 4,000 writers and

4,000 publishers to request permission to repro-
duce these images. San Rocco believes the Books of
Copies project constitutes a fair use of these imag-
es. Indeed, the Books of Copies are the product of
a collective intelligence, something that should be
accessible to everyone. If you claim ownership of any
of the illustrations appearing in the Books of Copies
and have not been properly credited, please inform
us and we will be happy to indicate this in any future
publication of the project.

SAN ROCCO
BOOK OF COPIES
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Shops in the Passage Véro-Dodat. Courtesy of the Musée Carnavalet,
© Photothéque des Musées de 1a Ville de Paris. See Ala4.
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Years of reckless financial speculation under :
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signage of the magasins de nouveautés, art enters
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f— herent in French architecture. The urge to hollow out interior
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\ 3 spaces to the greatest extent possible appears in French build-

a ~ ings from Romanesque times onward. It is visible in those

4 daring Gothic choirs which seem to have been left almost too

’; —fragile to stand, and in the latest works of our own day. The

r audacity of French engineering is only a modified expression

E of this same trend.
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142. First Industrial Exposition, Champ-de-Mars, Paris, 1798.

: THE GREAT EXHIBITIONS
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a In the second half of the nineteenth century, with industry The exhibitions |
ot 5 undergoing its greatest expansion, industrial exhibitions |
* - afforded truly creative architecture its best opportunities. ' |
5 = Toward the end of the century, when industry had come to be 8
_ ! taken as a matter of course and was no longer looked upon
. as new and marvelcus, they lost their creative force. New i

;; problems had emerged in the meantime which demanded new

solutions.

The exhibitions were born almost simultaneously with modern Facilitated com-
s industry; they appeared at the time when the shift from hand- Pparison of products
work to machine production made itself obvious. Throughout
that period people in many countries were working feverishly
to invent new machines and new processes. The chief purpose
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148. Crystal Palace, Interior. “We see a delicale nelwork of lines withoul any clue by
means of which we might judge their distance from the eye, or the real size” (Lothar Bucher,
1851).

he tions. At first people were anxious not to commit themselves;

finally new applications for exhibition space were made in such

\\,«J .numbers that the area originally fixed upon proved too small.

w\] s .\'\\m'-] The exhibition consequently ended by showing numerous
additions.

w°

NWip

Scheme for the Ground plan (fig. 151): The Palais de I'Industrie was a rec-
exhibition of ‘gss tangular structure with a high center aisle which was sur-

i rounded by a double row of galleries. The low side aisles were
supported by numerous cast-iron pillars. The center aisle
connected with one of those circular panoramas so popular at
the time and with the twelve-hundred-meter Galerie des
Machines which extended along the Seine. The Galerie des
Machines (fig. 152), in spite of the narrow barrel vault which
seems to link it with Fontaine’s gallery in the Palais d'Orléans,
was the starting point for that succession of halles des machines
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149. J. M. W. TURN ER. Simplon Pass, Waler color, c. 1840. Fogg Museum, Cam-
bridge, Mass. The unsubslantial and hovering effect of the Crystal Palace is achieved here
through a humid almosphere which demalerializes the landscape and dissolves it info in finily.

which produced the most daring solutions to the vaulting
problem.

Span: The Palais de I'Industrie had a span of forty-eight Widest vaulting

meters. This was the widest vaulting attempted in the period. ©f the period

It represents a great advance over what wag achieved in the
Crystal Palace, with its span of about twenty-two meters.”
Wrought-iron lattice girders, partially hand-forged, were used.
It was the first time they had been employed for vaulting.
The enormous areas of glass introduced into the vaulting al-
most blinded contemporary spectators, who were unaccus-
tomed to the amount of light that was admitted. The form of
the vaulting recalls the manner in which great halls and stair-
Cases were covered during the first and second empires. Eyen

" Long before this, Gothic builders had attained a span of twenty-nine meters in the

Wooden vaulting of the Salone at Padyg, .
‘ g und % v PL' /' C““V(
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Harvard students Brad Jacoby and John Brown in 1976 examining specimens
in the Ware Collection of Blaschka Glass Models of Plants.

names in several languages or by long descriptive terms in Latin. There was no
standardization—only chaos.

In the eighteenth century a Swedish scientist named Carolus Linnaeus created a
binomial system of nomenclature; each plant had two words in its name: one for the
genus, the second for the species. Thus, the potato was to be called Solanum tuberosum
because it belonged to the large genus Solanum; and, as it had a tuberous under-
ground stem, the species was called tuberosum. Latin was the language of science at
the time, and Linnaeus published in that language. Because Latin is a dead language
and therefore not subject to change, botany has retained it as its official language.
For this reason, the binomials—even the names given today to newly discovered
species—are Latinized.

Now, by international agreement, all nomenclature of plants takes 1753—the
year in which Linnaeus published his important work Species Plantarum—as its
official starting point. Linnaeus did more than establish the binomial system of
nomenclature: he created a herbarium of dried plant specimens—now preserved in
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Foto der Blossfeldt-Klasse

um 1920-1930, 13,5 x 8,5 cm

Der Schiiler in der Bildmitte zeichnet
von einem schrig aufgestellten
Herbariumskasten ab. Auf dem Tisch
am linken Bildrand sind Vintage-Prints
von Karl Blossfeldt ausgebreitet.
HdK-Archiv, Berlin

Foto der Blossfeldt-Klasse

um 1920-1930, 12,7 X 17,8 cm

Die Schiilerin im weiRen Kittel fertigt
gerade ein stark vergroRertes Gips-
modell von der Spitze eines Ahorn-
zweigs, auf den der rechts neben ihr
stehende Studienkollege deutet.
HdK-Archiv, Berlin

lamu.u/l

AUJA"

—ra R[(/n (At ZV(/VH-«a/f/‘—‘

Karl Blossfeldts Ausbildung und Lehrtitigkeit

T oty wechsel als veraltet angesehen. Die Schiilerzahlen in
%Jm; den Klassen Homolkas sanken 1907 schlagartig auf
e UMES ein Drittel im Vergleich zu den vorangegangenen
Jahren, wobei die Schiilerzahlen Blossfeldts schon
vorher auf niedrigstem Niveau stagnierten.3°
Blossfeldt war schon zu Zeiten von Ernst
Ewald ein Auflenseiter. Seinen Bitten um Ande-
rungen im Lehrplan und eine bessere Positionie-
rung seines Unterrichts wurde nur zdgerlich ent-
sprochen. Ab dem Schuljahr 1901/02 unterrichtete
er dreimal wéchentlich eine Abendklassse im Pflan-
zenmodellieren und zusitzlich von April bis Juni
einen Kompaktkurs mit 18 Wochenstunden. Bis zu
seiner Emeritierung im Oktober 1930 sollte dies so
bleiben.
Aufschlussreich ist ein Schreiben Bruno
Pauls von 1912 an das Kultusministerium: ,Der Un-
terricht des Bildhauers Blossfeldt im Pflanzenmo-
dellieren 1aft sich nur noch gezwungen in den
Lehrplan der U. A. (Unterrichtsanstalt, Anm. d.
Verf)) einfiigen. Das kiinstlerische System des
Herrn Blossfeldt beruht im Wesentlichen darin,
nach einem eigenen Verfahren stilisierte Pflan-
zenpridparate herzustellen, die er dann kunstge-
werblichen Arbeiten als Motiv zugrunde zu legen sich bestrebt.
Diese fast wissenschaftlich zu nennende Methode, in den neunzi-
ger Jahren des vorigen Jahrhunderts aufgekommen, gilt nach un-
seren heutigen Anschauungen als véllig iiberwunden. [...] Jene
Technik wiirde vielmehr fiir ein botanisches Institut von héchstem
Werte sein. Die unternommenen Versuche Herrn Blossfeldt zu ei-
ner fiir die U.A. ersprieRlichen Art der Titigkeit zu gewinnen, miis-
sen als miRgliickt bezeichnet werden.“3!

Zwei wohl in den zwanziger Jahren entstandene Fotografien
aus der Klasse fiir Pflanzenmodellieren geben einen Eindruck von
Blossfeldts statischen Lehrprinzipien.3? So zeichnet ein in seine
Arbeit vertiefter Schiiler getrocknete Pflanzen ab, und zwar von ei-
nem Herbariumskasten, wie ihn schon Moritz Meurer in Rom ver-
wendet hatte und wie sie auch in der Sammlung der HdK erhalten
sind.33 Bemerkenswert sind vor allem die auf beiden Bildern er-
kennbaren Blossfeldt-Fotos, von denen sowohl abgezeichnet als

,(/ot»/fl»/‘l\ouu v. Vabu,
2o




scholar’s study, probably because they were consid-
ered “outdoor materials.” Those examples selected
for display indoors were relatively small (compared
to garden rocks) and included only a limited num-
ber of perforations; in addition, they were typically
cleaned and polished to differentiate them from

o /et bf v (,/((Cl-a‘

their garden cousins, and perhaps to make them
resemble marble. With their love of double enten-
dres, the literati of the Ming and Qing no doubt
took occasional delight in presenting studio rocks
that mirrored the color, shape, and foraminous (or
perforated) structure of Taihu garden rocks, but that

The Richard Rosenblum Collection of Chinese Scholars’ Rocks 253
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erschiedene deutsche Filrsten eigene hofische Werk-
e dienten nicht nur zur Deckung des eigenen

& an Steinarbeiten, sondern auch dazu, dem Vorkom-
';« wertvollen Steinen im eigenen Land reprasentativen
Bick zu verleien. Als fiirstliche Kunstkammerstiicke
been die geschnitienen Steine ganz unmittelbar auf die
ung des Makrokosmos mit dem Mikrokosmos, weil
R in ihrer duBeren Erscheinung sowohl als Schopfun-

0

i Natur als auch des Menschen zu erkennen gaben.

B \(oriiebe der frilhen Neuzeit fiir bunte, gemusterte Stei-
blegelt sich die bereits angesprochene Vorstellung von

Hon Mineralien innewohnenden Lebenskraft, die nach
Baliger Auffassung in einer Wechselwirkung mit den Kréf-
Wes Makrokosmos stand. Alle in der Natur vorkommen-
eirukturen durften demnach als Abbilder, Spuren oder

of en anderer Einheiten als derjenigen gedeutet werden,
Beie selbst angehorten. So erkannte man in den meist
Secchnittenen Oberflachen von Steinen unter anderem
Bischatten, Wolken, Gewasser, Ruinen, Feuer und Rauch,
melskorper und gine zahllose Vielfalt von figiirlichen
cheinungen. Die durch den glatten Schnitt mehr oder
Briger zufdllig ent-deckten Bilder wurden haufig zu einer
Sometrisch regelmaBigen Platte zugeschnitten, gerahmt und
Bif diese Weise als Tafelbilder definiert. Manche der in den
Sammiungen aufbewahrten Steine mit naturgeschaffenen
Blidern erschienen als graphische Abbildungen in Biichern,
&9 7. B. in Athanasius Kirchers _Die unterirdische Weit". Die
Darstellungen zeigen hiufig so erstaunlich Kiare Zufallsfigu-
iten, daB das _Nachhelfen® des Zeichners sowie des Stechers
fzu offensichtiich ist. Eine weitere Stufe der menschlichen
nterpretationsfahigkeit war erreicht, wenn die Steinstrukturen

!
) L als Landschaftskulisse gedeutet wurden, denen die Hand

3
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SWhen hinzufiigte. Noch wirkungsvoller als bei den geschnitte-
& nen Steinen verkorper diese Arbeiten gine sinnféllige Syn-
W these zwischen Makrokosmos und Mikrokosmos: Die Natur

E tines Malers — sozusagen als Ergdnzungen - figiirliche Sze-

= des Steins bildet den Makrokosmos ab und ist zugleich

Abb. 18: Zufallsbilder, aus Athanasius Kircher, Mundus subterraneus,

1664/65, (Herzog Anton Ulrich-Museum, Kupferstichkabinett)
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Matrix fiir die vom Maler einzufiigende Darstellung, die allein
schon aufgrund ihres menschlichen Ursprungs nur mikrokos-
mischer Natur sein kann. Aus dieser Denkweise ergibt sich
die SchiuBfolgerung, daB bei der Entstehung der Steinstruk-
tur die gemalte Szene bereits mitbedacht gewesen sein muB-
te. Sie wurde gleichsam freigehalten, um dem Menschen die
Mdglichkeit zu geben, sich mit der Natur auf schopferische

Weise zu verbinden.

Bevor sich die Erkenntnis durchzusetzen begann, daB es sich
bei den Fossilien um versteinerte Lebewesen handelt, wur-
den diese den Steinen mit Zufalisbildern und den sogenann-
ten Figurensteinen, Steinen mit einer zufallig entstandenen,
abbildenden Gestalt, zugeordnet. Denn laut den Erkidrungen
der Naturmagie zeugten alle diese Mineralien gleichermaBen
yon den geheimnisvollen, bildnerischen Kréften, die in den
Steinen wirksam werden. Von Interesse waren zunachst all
jene Versteinerungen, die man auch als lebende Pflanzen
oder Tiere kannte. Nach den Sammiungsinventaren zu urtei-
len, scheinen jedoch die botanisch oder zoologisch nicht
bestimmbaren Formen eine groBere Attraktivitat gehabt zu
haben als jene, da sie in vielen Kunstkammerinventaren -
sozusagen als Leitfossilien” der Steinsammiungen - nach-
weisbar sind. Unter diesen verbreiteten diejenigen eine
besondere Faszination, deren Gestalt einfachen geometri-
schen Korpern glich, so daB man sie teilweise fiir Gegen-
stinde technischer Art hielt und auch dementsprechend
benannte. Hingewiesen werden kann beispielsweise auf die
Belemniten (Pfeilsteine). Andere Fossilien wurden fiir steiner-
ne Ausformungen bzw. Versteinerungen von bestimmten
Lebewesen oder Teilen von Lebewesen gehalten, denen sie
ufdlligerweise ihrer Form nach hnelten, wie z. B. die Fungi-

109
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- “OSts about $50-875 more “m.'a'n other makes but Build it all winter. Put it in the stream when the ice breaks
SAARSE ) Vagle . Paddle to the sea.
workmanship is far superior. It’s well worth the price if Up. Faddle to the sea
you intend to use the boat heavily. Very durable- | got
mine at a discount after it had been blown down 3 wooded o
hill during a tornado and jt was fine after.l pounded or ?1“5“:“’;50'3"” Canoes
¢ » - Yyt avock Pike
the dents. Can be equipped with a sajl which you can buy

Nashville, Tenn. 37214

[Reviewed b v-Phil Schrodt]

Grumman Boats

Grumman Allied Industries, Inc.
General Sales Office

Marathon, N.Y, 13803

™ GRUMMAN'CARBYING YOKE —

| Clamps to gunwales over center

' thwart. Two cushioned pads, sci-
entifically spaced and positione

I torest easily.on shoulders, mak

| Portaging light-and comfortable,

| Catalog #2905

KAYEL-OTTZR KIT $70
Absolutely Comolete

'RAY RAIL Al Grumman Square-stern canoe
ddels and the Sportcanoe™ are equipped with
lentifically designed spray rails for driest oper-
on with outboards or sailing. All Grumman
‘ay rails are full-length!

z _ = 2

CANOE KEEL Heavy extrusion, heat-treated,
full-length kee| and keelson sandwich type con-
struction, Neoprene seal with close-spaced rivets
on"%" centers. Built-in clips for mast step and
floorboards, Easy installation of accessories ancd
positive watertight seal.

-~

KAYEL-OTTER SPORTS SINGLE
A 33 pound bsauty.
e e
I
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cial Model Canoe: Wood-canyas
ith reinforced Pldstic in ploce of
bout same weight. ‘Stock color:

Packed
depth Wit. W Price
2" 70ibs. 100165 — $495.00 _ - Price
2 85 Ibs. 110 Ibs. $525.00 $195.00
WA" 100 Ibs. 135 |, $565.00 :
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Avrtis magine Liber X. Matia Pars L1

Icon;xmw 2001

lelepipedi, aut columna quadrate , fmata; fi quingue, pentedon, id eft quinque
quatuor tantun: diverfarum xcnunij-(tc-llarcmms fc?x‘: hgcx:é’dron s fifeptem, ;
»

Fig. 90. Theatrum catoptricum

1671, engraving, 27.6 x 20 cm (1078 x 775 in.)

From Athanasius Kircher, Ars Magna Lucis et Umbrae...,
2d ed. (Amsterdam: Apud Joannem Janssonium a
Waesberge & haeredes Elizaei Weyerstraet, 1671), 776
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Left: Throughout the 84 years of his life, Dr. William
J. Holland was pastor of Bellefield Presbyterian
Church, naturalist for the U.S. Eclipse Expedition to

Japan, Chancellor of the University of Pittsburgh,

Director of Carnegie Museum of Natural History, and
an authority on natural history, world law and entomol-
ogy. Here Holland holds a page from the revised edi-
tion of his publication, The Butterfly Book. Courtesy
of Carnegie Library of Pittsburgh.

Below: Carnegie Museum Vertebrate Fossil Preparation
Lab, 1903. In this early photo, staff members are re-
moving dinosaur bones from matrix rock. John Bell
Hatcher, then curator of Paleontology and Osteology,
is shown seated to the far right. Right: William H.
Reed, credited with discovering the famous dinosaur
quarry at Como Bluff, Wyoming, along with O.C.
Marsh. An 1898 New York Journal headline announc-
ing that Reed had found the “*Most Colossal Animal
Ever on Earth. ..” spurred Andrew Carnegie’s interest
in dinosaurs. Courtesy of American Heritage Center,
University of Wyoming.
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Top: Reed, working with fossils prepared for shipment
from Como Biuff, Wyoming. The dinosaur fossils, af-
ter excavation had been wrapped in burlap and plaster
and numbered for identification when they arrived in
Pittsburgh. Courtesy of American Heritage Center,
University of Wyoming. Bottom: Removing fossil bone.
An early Section of Vertebrate Fossils staff member
painstakingly removes fossil bone from a block of rock.

Page 15: Digging up Diplodocus. During his visit to
““Camp Carnegie’’ in August, 1899, Dr. Holland ex-
amined the Diplodocus bones exposed over the past
month’s work. Holland (foreground) and Dr. Wortman
are pictured here uncovering new portions of the
Diplodocus skeleton.

{, - 2 | LN A a 6(7 Z Jau

- B V' Il ] ‘ : H% J.;L&

v Joull Dalefp )

7

HoMe fandy [,.,NJ,-J/ ) tesoer, 17851







Concz Welcz, Handstein mit Darstellun

g der Caritas,
Mitte 16. Jahrhundert (Kat. VIII. 75)
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When a ship returned to New Bedford
after whaling; hundreds of barrels of
whale oil would be unloaded and stored
on the pier until brought to warehouse.

These men were coopers who created :
a wood barrel out of staves and metal 8
bands. Coopering is now almost 2 lost e
art, but a century ago it was a well-known

industry in New Bedford.
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Alphonse M.A. de Neuville
French, 1835—1885

© Captain Nemo's Bedchamber
on the “Nautilus”

(from Jules Verne's Voyages
Extraordinaires:

Vingt Mille Lieues sous les Mers)
Paris, 1870

Woodcut, 5% 3'/2”

Private collection, Stockholm

Jules Verne represents an optimism based on un-
limited confidence in science and the scientist, during
the peak of the nineteenth century’s belief in progress
and industry. He did not see the despair that mechani-
zation and industrialization were bringing to a large part
of Europe's population in his day; and he dismissed the
Commune as “a trifle.” His many books attracted an
enormous public that gladly mingled fact with fiction.

Captain Nemo's “Nautilus” ran on electricity. “There
is a powerful agent,” he said, “which is the soul of my
mechanical devices. That agent is electricity.” Nemo be-
lieved in electricity with the same conviction that Lenin
was later to hold; his concern, however, was not with
society, but exclusively with himself and his ship. He is
the incarnation of the lone technician whose genius

42
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dominates nature and enables him to force his way
through the world.

Verne's books are filled with these mastermen, the epit-
ome of the century's engineers. His romantic science-
fiction was based on a conception of science that be-
lieved the universe could be mapped out in mechanical
terms, and that its structure was built upon “laws” that
would last forever. His supermen heroes make use of
these laws to attain mastery, just as the ruling classes
in his day laid down supposedly natural laws to govern
society. It never seems to have occurred to them that
their laws were empirical and inevitably reflect the
imperfections of the minds that formulated them. In
any event, the instrument room of the “Nautilus” as
depicted by Neuville does not inspire great confidence!
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pots, soil and grow lights
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Portable Orchard, 1972
Orange trees, wooden

Dimensions variable
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the Spiral Jetty about restoring a sense of scale to our

tions?
RS: Well, that might be an aspect of it but | can't really say that's part of the intention. | mean in a sense
language got me to that point but | don't know whether that will formulate any kind of new language situa-
tion. There's no way to control that. Language to me is just out of control, and there’s no way of really
stabilizing it. Hopefully the Jetty will excite all these different reservoirs within each individual. | can't
really present anything that will convince anybody, | mean, there's no program that | have to offer, there's
no thing that I'm searching for. There's no point in me saying that I'm trying to get at reality.

uld you comment on the use of the Great Salt Lake as a

, which comes across in the film?

RS: There is a reflective aspect of the lake which involves actual light reflection and that light tends to be
rather fugitive. The film uses the sun as it burns through the Jetty. Since the sun is what keeps the Earth
going, it attracts our attention. | used a stock shot of the sun at the beginning of my film as what | would
call entropic footage. Valéry once wrote, “Sun, sun! . . . Brilliant error! You sun, who masks death.”

yatment: Hall of Late
5, 1970
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VISUAL AND STATISTICAL THINKING 47

this particular display should not be taken quite at face value—you had
to be there:

INFORMATION ON THIS PAGE WAS PREPARED TO SUPPORT AN ORAL PRESENTATION
AND CANNOT BE CONSIDERED COMPLETE WITHOUT THE ORAL DISCUSSION

Such defensive formalisms should provoke rambunctious skepticism:
they suggest a corporate distrust both of the chartmaker and of any
viewers of the chart.*® In this case, the graph is documented in reports,
hearing transcripts, and archives of the shuttle commission.

The second chart in the sequence is most significant. Shown below
are the O-ring experiences of all 24 previous shuttle launches, with 48
little rockets representing the 24 flight-pairs:

History of O-Ring Damage in Field Joints (Cont)

O-Ring

Temp

(°F)

SRM 1272 44 65 66 77
B AB AB AB AB AB

7 3 3
A AB
@ E'
SAM : 71818 19 1

No. ABABABABABAGBAEB

§§‘§
°

Rockets marked with the damage code show the seven flights with
O-ring problems. Launch temperature is given for each pair of rockets.
Like the data matrix we saw earlier, this display contains all the infor-
mation necessary to diagnose the relationship between temperature and
damage, if we could only see it.#! The poor design makes it impossible
to learn what was going on. In particular:

The Disappearing Legend At the hearings, these charts were presented
by means of the dreaded overhead projector, which shows one image
after another like a slide projector, making it difficult to compare and
link images. When the first chart (the nine little rockets) goes away,
the visual code calibrating O-ring damage also vanishes. Thus viewers
need to memorize the code in order to assess the severity and type of
damage sustained by each rocket in the 48-rocket chart.

40 This caveat, which also appeared on
Thiokol’s final approval of the Chal-
lenger launch (reproduced here with
the epigraphs on page 26), was discussed
in hearings on Challenger by the House
Committee on Science and Technology:
“U. Edwin Garrison, President of the
Aecrospace Group at Thiokol, testified
that the caveat at the bottom of the
paper in no way ‘insinuates . . . that the
document doesn’t mean what it says."”
Investigation of the Challenger Accident,
pp- 228-229, note 80.

PCSSCA, volume v, p. 896.

41 This chart shows the rocket pair SRM
4A, SRM 4B at 80°F, as having undamaged
O-rings. In fact, those rocket casings
were lost at sea and their O-ring history
is unknown.



Dinosauriergebeine im Knochenkeller
Dinosaur remains in the bone cellar

(..
Arbeitsplatz in der alten Wurmsammlung

Workspace (n the former worm collection
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Floating Island to Travel Around Manhattan Island, 1970
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Entropic Landscape, 1970
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Forderturm

Zeche Helene

Schacht Helene

Essen-Altenessen

8 Ruhrgebiet
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Stahlgerist 1901
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136. La Galerie de I'Argue, page de titre du Journal du Commerce 1.1.1928
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Katalog Teil 2

b) Kreuzung aus Pferd und Zebra oder Pferd
und Quagga, [Equus X E. zebra or E. quagga)
stehend, linke Seitenansicht

c) Quagga (1878 ausgestorben), T (Equus quag-
ga) stehend, rechte Seitenansicht

d) Pferde-Kopf (Equus), linke Seitenansicht

A7t

G. u. P Edwards

1858; Bleistift, aquarelliert; 74,9 X 44,7 cm (ganzy
Blatt) -
London, The Natural History Museum, General A;.
chives (229.134 Folio 318)

2/109  Pfeilkalamare (Ommastrephes ensifer)
Gesamtansicht von der Riickenseite (dorsal)}
und Details der Tentakeln

Richard Owen

Bleistift, Tusche, aquarelliert; 74,9 X 44,7 cm i
London, The Natural History Museum, General Ar-
chives (229.134 Folio 66) :

2/110  Entwurfszeichnungen fir das Natura] ’
History Museum in London: >
a) Einganghalle

b) Skelett-Galerie, 1870/71

¢) Sogenannter , Affenbogen®, 1870/71

d) Detail einer Siule mit Fischmotiven, 1874

e) Detail einer Wandverkleidung mit Schlangen- ¥ '

ornament, 1874

Alfred Waterhouse (1830-1905)

Feder, aquarelliert; 2) 46,5 X 74 cm, b) 275 X 32,5 cm,
) 26,5 % 40cmd)5 X 46,5 cm, 68 X 101,5 cm
London, The British Architectural Library, Royal In-
stitute of British Architects -
Auf Betreiben von Richard Owen, dem Superinten-
denten der naturkundlichen Sammlungen im British .

Richard Owen (Foto: Royal Society)
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