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Ghost Architecture
(About Virtuality)

1t is widely known that architecture is a
very specific kind of art, science or ethi-
cal act, because buildings, cities and
territories are physical and social arti-
facts, not «virtualy representations as
happens in cinema, literature, etc.

Mikhail Bakhtin was aware of this spe-
cificity when he argued that architectu-
re, «all architecture», has only «poten-
tial aesthetic subjects», not «actual aes-
thetic heroes»'. However, these specific
qualities of architecture do not mean
that «virtual architectural designy, that
is, a project not yet built, not yet used, is
real. For instance, when children learn
how to «reverse» objects they discover
that an object after a complete turn is
the same. That basic fact is a fundamen-
tal feature of all the mathematic kno-
wledge developed by men. (In a world
where this is not the case, mathematics
and computers will be totally different,
as we know happens in the «magic vir-
tual worldsy). What happens then with
children of 8 to 12 months of age is that
they begin to «reverse» everything and
they hurt themselves or they can hurt
other children too. Because not all «real
objectsy can easily be reversed: For
example a glass of water is a difficult
real object to be turned upside down.

La arquitectura fantasma
(sobre la virtualidad)

JOseEP MUNTARIOLA THORNBERG

jose.muntanola@upc.edu

s bien sabido que la arquitectura es un tipo muy

especifico de arte, de ciencia o de acto ético,
porque los edificios, las ciudades y los territorios son
artefactos fisicos y sociales, no representaciones «vir-
tuales», como sucede en el cine, en la literatura, etc.

Mijail Bajtin era consciente de esta especificidad cuando
afirmaba que la arquitectura, «toda la arquitectura», sola-
mente tiene «sujetos estéticos potenciales», no «héroes
estéticos reales»." Sin embargo, estas cualidades
especificas de la arquitectura no significan que «el
proyecto arquitecténico virtual», es decir, un proyecto aun
no construido, aun no usado, sea real. Por ejemplo,
cuando los nifios aprenden a «invertir» los objetos, des-
cubren que un objeto, después de un giro completo, es
el mismo. Este hecho basico es un elemento fundamen-
tal de toda la sabiduria matematica desarrollada por el
hombre (en un mundo donde esto no fuera asi, las
matematicas y los ordenadores serian totalmente difer-
entes, como ocurre en «los mundos magicos virtuales»).
Lo que sucede, pues, con los nifios de 8 a 12 meses de
edad es que empiezan a «invertirlo» todo y se hacen
dafo, y también pueden hacer dafio a otros nifos.
Porque no todos «los objetos reales» se pueden invertir
con facilidad: por ejemplo, un vaso de agua es un obje-
to real dificil de poner al revés.
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Scientific dimensions of these basic
facts were analyzed in 1898 by the bri-
lliant French mathematician Henry
Poincare, one of the fathers of modern
topological and mathematical theories
that we use in our computers to design.’
He insisted upon the idea, first rejected
by A. Einstein and after accepted also
by him, that there exist «infinite virtual
geometric worldsy, all scientifically
true, in relation to each «virtual worldy»
we can imagine, but in the «real exis-
tential worldy, the living physic or
social space and time, we should use the
best of them for our purposes, that is,
the most «practicaly. That is the reason
1 have developed the concept of «speci-
fic modernity» from what each place
demands a specific project and a speci-
fic «virtual worldy, in order to be trans-
formed into a «virtual and realy modern
architectural object. Nevertheless, this
«practicaly aspect of the «virtual and
realy interaction in architecture
demands a lot of clarifications, as the
review Arquitectonics: Mind, Land and
Society is aiming to develop, with the
enthusiastic help from the members of
the Scientific Committee.’

What «happensy then in this «practi-
caly use of «virtual worldsy? Paul
Ricoeur spent his last years of life to
explain in detail the «crossing» between
real and fictional worlds in each «prac-
ticaly instant of life.* He gave permis-
sion to me, to publish his writings about
architecture, in Spanish and French, in
the review Architectonics. Philosophi-
cally, the position of Paul Ricoeur is
close to a very different approach that is
the Russian pragmatism by L. Vigotsky,
Y. Lotmann and, finally, Mikhail
Bakhtin, all of them very famous today
thanks to the last developments in cog-
nitive sciences, as the «distributive kno-
wledge» paradigm.” The output of this
huge scientific development has had
very little impact on architectural
design and urban planning (until now),
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Las dimensiones cientificas de estos hechos basicos
fueron analizadas en 1898 por el matematico frances
Henry Poincaré, uno de los padres de las teorias
topologicas y matematicas modernas que utilizamos en
nuestros ordenadores para proyectar.? Insistio en la
idea, inicialmente rechazada por A. Einstein pero que
acabd aceptando, de que existen «mundos virtuales
geomeétricos infinitos», todos verdaderos cientifica-
mente, en relacion con cada «mundo virtual» que
podemos imaginar, pero en «el mundo existencial real»,
el del espacio y el tiempo fisicos o sociales vivos,
deberiamos usar lo mejor de ellos para nuestros fines,
es decir, lo mas «practico». Esta es la razéon por la que
he desarrollado el concepto de «modernidad especifi-
ca», a partir del cual cada lugar requiere un proyecto
especifico y «un mundo virtual» especifico, para poder-
lo transformar en un objeto arquitecténico «virtual y reals»
moderno. No obstante, este aspecto «practico» de la
interaccion «virtual y real» requiere muchas clarifica-
ciones, como intenta desarrollar la revista Arquitec-
tonics: Mind, Land & Society, con la ayuda entusiasta de
los miembros del Comité Cientifico.®

$JQué «sucede», pues, con este uso «practico» de «los
mundos virtuales»? Paul Ricoeur dedico los ultimos afios
de su vida a explicar con detalle el «entrecruzamiento»
de los mundos reales y los mundos de ficcion en cada
momento practico de la vida.* Me autorizé a publicar sus
escritos sobre la arquitectura en espafol y en francés, en
la revista Arquitectonics. Filosoficamente, la postura de
Paul Ricoeur se aproxima a un enfoque muy diferente
que es el pragmatismo ruso de L. Vigotsky, Y. Lotmann
y, finalmente, Mijail Bajtin, todos ellos muy conocidos hoy
en dia gracias a los uUltimos avances de las ciencias cog-
nitivas, como el paradigma del «conocimiento distributi-
vo».® El resultado de este enorme desarrollo cientifico ha
tenido poco impacto sobre el proyecto arquitectonico y
sobre la planificacion urbana (hasta ahora), pero creo
que tendra un gran impacto en el proximo futuro.



but I think it will have a big impact in
the near future.

This «real and virtualy interactive
world of architecture, in order to escape
either from arbitrary childish decisions
or from easy technological reductio-
nisms, demands a permanent evaluation
of the quality of each design, that is, of
each «specific modernityy. And, we go
back to the beginning of this short wri-
ting® where we advised about the special
aesthetic dimensions of architecture.
They demand a simultaneous evaluation
of the prefigurative design, the configu-
rative building and the refigurative
dwelling.” There is no way to solve this
evaluation with the «virtual worldy
alone, only the chronotopic® crossing
between virtuality and reality can do
that task properly. To solve this evalua-
tion from a «virtual worldy» alone,
would be the same as a child intending
to solve the problem of reversing a glass
of water taking into account «only» the
mathematic concept of «reversion» or
«rotationy that, it is clear, has nothing
to do with a real glass of water.

In conclusion, contemporary architectu-
re is confronted with an accelerated
production of machines to design,
machines to build and machines to use.’
This is an exciting challenge for archi-
tects. However, they need to take res-
ponsibility for the aesthetic, scientific
and ethical impacts of the works they
imagine. They cannot react as children,
because they have no fathers and
mothers to take care of them. They are
the fathers and mothers, they must keep
the living force of children, but they
should take into consideration the sur-
vival of these children and not, simply,
pass the machines to them. In my opi-
nion, this is the way Lewis Mumford
argued unsuccessfully fifty years ago.
Finally, it is not fortuitous that the
words virtuality, virtuosity and virtue
are semantically related to each other

Este mundo «real y virtual» interactivo de la arquitectura,
para escapar tanto de las decisiones infantiles arbitrarias
cuanto de los reduccionismos tecnoldgicos faciles, re-
quiere una evaluacion permanente de la calidad de cada
proyecto, es decir, de cada «modernidad especifica».

Y volvemos al principio de este breve escrito,® donde
destacamos las especiales dimensiones estéticas de la
arquitectura. Requieren una evaluacion simultanea del
proyecto prefigurativo, el edificio configurativo y la vivien-
da refigurativa.” No es posible resolver esta evaluacion
Unicamente con el «mundo virtual»; solamente mediante
el entrecruzamiento cronotopico® entre la virtualidad y la
realidad puede realizarse este trabajo adecuadamente.
Resolver esta evaluacion exclusivamente desde un
«mundo virtual» seria lo mismo que si un nifio intentara
resolver el problema de invertir un vaso de agua tenien-
do en cuenta «solo» el concepto matematico de la
«inversion» o la «rotacion», que, claro esta, no tiene nada
que ver con un vaso de agua real.

En conclusién, la arquitectura contemporanea se enfren-
ta a una produccion acelerada de maquinas para pro-
yectar, maquinas para construir y maquinas para usar.®
Es un desafio fascinante para los arquitectos. Sin embar-
go, deberian asumir la responsabilidad de los impactos
estéticos, cientificos y éticos de los trabajos que imagi-
nan. No pueden reaccionar como nifios, porque no
tienen padres y madres que los cuiden. Ellos son los
padres y las madres; han de mantener la fuerza viva de
los nifios, pero han de tener en cuenta la supervivencia
de estos nifios y no simplemente pasarles las maqguinas.
En mi opinion, estos son los mismos argumentos que
esgrimia sin éxito Lewis Mumford hace cincuenta afos.
Finalmente, no es fortuito que las palabras virtualidad, vir-
tuosidad y virtud estén relacionadas semanticamente
entre ellas y también relacionadas en la «practica».
Como ya he sefialado en otra parte, la «sabiduria practi-
ca», basica en la arquitectura, en la educaciéon y en la
legislacion, es tan antigua como nuestra cultura, desde
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and related also for «practicaly reason.
As I have argued elsewhere the «practi-
cal wisdomy, basic in architecture, in
education and in legislation, is as old as
our culture, from their Greek-Roman
origins and beyond." And this «practi-
cal wisdom» demands scientific, aes-
thetic and ethical qualities, that is: it
demands «architectonic wisdom»." *

Notes

1. This is included in the final pages of
the book Art and Answerability
(Texas University Press 1990) in the
chapter «Dialogue between the
Author and the Hero in Aesthetic
Creationy.

2. I have a copy of the French edition
published at the beginning of the
twentieth century after a first publi-
cation in English in the scientific
American review The Monist in
1898. The French title is: Des
Fondements de la Géometrie.

. See the web www.arquitectonics.com

4. See Temps et Recit, Memoire,
Histoire et Oublie and Les Parcours
de la Reconnaissance. Al of them
translated into a lot of languages.
See basic writings and « interview »
with Ricoeur in Barcelona, in the
No. 4 of the review Arquitectonics.

5. I refer to the works by D. KirsH, S.
GALLAGHER and E. HUTCHINS in the
USA. See the PhD thesis by the
sociologist  Dafne  MUNTANYOLA
S4Ur4: Un nou model intergrat del
process cognitiu expert: el cas d’una
unitat hospitalaria, Autonomous
University of Barcelona, 2008.

6. This «going back to the beginning»

is the way Plato said should be

analyzed in space and place

(Timaeus).

These three kind of «figurations»

are developed by Paul Ricoeur in

the article published in the review

Arquitectonics No. 4, with the title

«Architecture et narrativitéy.

o

N
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Sus origines grecorromanos y mas atras. Y esta
«sabiduria practica» requiere cualidades cientificas,
estéticas y éticas, es decir, requiere «sabiduria arquitec-
tonica»." 12

Notas

1.Esta cita se incluye en las Uultimas paginas del libro Art and
Answerability (Texas University Press, 1990), en el capitulo
«Dialogue between the Author and the Hero in Aesthetic Creation».
2.Tengo una copia de la edicion francesa publicada a principios del
siglo xx, después de una primera publicacion en inglés en la revista
cientifica The Monist en 1898. El titulo francés es: Des fondements
de la géometrie.
3.Véase www.arquitectonics.com
4.Véase Temps et récit; La mémoire, I'histoire et I'oublié y Les par-
cours de la reconnaissance, traducidos a muchas lenguas. Véase
escritos basicos y entrevista con Ricoeur en Barcelona, en el n. 4
de la revista Arquitectonics.
5.Me refiero a los trabajos de D. KIRsH, S. GALLAGHER Y E. HUTCHINS en
los Estados Unidos. Véase la tesis doctoral de la socidloga Dafne
MUNTANYOLA SAURA: Un nou model integrat del procés cognitiu
expert: el cas d’una unitat hospitalaria, Universitat Autbnoma de
Barcelona, 2008.
6.Este «volver al principio» es el camino que Platdn dijo que se
deberia analizar en el espacio y en el lugar (Timaeus).
7.Estos tres tipos de «figuraciones» estan desarrolladas por Paul
Ricoeur en el articulo publicado en la revista Arquitectonics n. 4,
con el titulo «Architecture et narrativité».
8.El «cronotopo» es un concepto inventado por Bajtin. Véase el
articulo mencionado en la nota 7, y todo el tema sobre «arquitec-
tura y dialogia» en Arquitectonics n. 6.
9.Véase articulos sobre este tema en J. MUNTAROLA.
10.Sobre la «sabiduria arquitectonica», véase J. Muntafiola: Topogé-
nesis (22 edicion espanola), n. 18 de la revista Arquitectonics (edi-
cion francesa en Anthropos, Paris).
11.Véase J. MuNTAROLA: Las formas del tiempo. Editorial Abecedario.
Badajoz, 2007.
12.Véase la nota 10.

“Con el soporte de los proyectos de investigacion
numeros EDU 2010-16299 y SEJ2007-62970”



10.

11.

12.

. The «chronotope» is a concept

invented by Bakhtin. See the article
note 7, and the whole issue on
«architecture  and  dialogy»,
Arquitectonics No. 6.

. See articles on this subject in

MUNTANOLA, J.

About «architectonic wisdomy see
MunNT14aNoL4, J. Topogenesis. (2nd
Spanish edition) No. 18 of the
review Arquitectonics (French edi-
tion in Anthropos. Paris).

See Muntariola, J. Las formas del
tiempo. Editorial ~Abecedario.
Badajoz, 2007.

See note 10.
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What is Happening
to Modern Architecture?

GAIL FENSKE
gfenske@rwu.edu

ewis Mumford and Henry-Russell Hitchcock’s impassioned confrontation at the

Museum of Modern Art's 1948 symposium, «What is Happening to Modern
Architecture?» culminated a 20-year-long debate between the two historian-critics (Figure 1).
At stake were no less than two strongly competing points of view, based on two competing
historiographies for modern architecture: Mumford was indebted to «organic» principles, and
guided by ecological and cultural concerns, whereas Hitchcock favored the machine
metaphor, its criteria formal, style-oriented, and symbolic. Inciting the confrontation was
Mumford’s article, «Status Quo,» published in the widely read journal, The New Yorker in
October 1947." There, Mumford proposed the «Bay Region style» as an alternative to the
«international style,»—the latter representing for him far too narrow, even sterile modernism
still being promoted by the Museum of Modern Art fifteen years after its «international style»
exhibition. Mumford argued that Hitchcock had overlooked modernism’s complexity, sense
of social purpose, and «personalism» by continuing to identify it with modernist paintings and
by investing it with a false and narrow symbolism of the machine. Such a pointed question-
ing of the «international style» as modernism’s principle mode of explanation looked like an
act of heresy to Hitchcock as well as to his associates at the Museum of Modern Art, Alfred
Barr and Philip Johnson—so they organized the symposium, «What is Happening to Modern
Architecture?» for February 1948 as the Museum'’s official response.?

The symposium opened with Henry-Russell Hitchcock and Alfred Barr calling into question
Mumford’s proposal of the «Bay Region style»—at the time strongly identified with the hous-
es of the California architect, William Wurster—as a significant alternative development in
modern architecture (Figure 2). Barr argued that the Bay Region style, rather than being what
Mumford considered an important and distinctive type of modernism, represented instead
merely a local manifestation of the much broader and more significant «international style»—
that is, in formal terms, the new conception of architecture as volume rather than mass, the
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use of a regularity of structure rather than symmetry as the means of ordering a design, and
the absence of applied decoration. Besides, with its emphasis on houses, the Bay Region
style, a mere «cottage style,» lacked the serious-mindedness of the «international style»—
and so at best, it stood at the periphery of the museum’s earlier, more rigorous modernism.®
Consequently, it was hardly necessary to shift off axis to the Bay Region.

Mumford, as the symposium’s moderator, had little opportunity to speak, but at the sympo-
sium’s end and later, in a letter published with the symposium’s proceedings, he criticized
what he considered Hitchcock and the Museum’s exclusively academic, narrow, and
Europe-oriented perception of modernism. First, Mumford argued, the «Bay Region style»
should not be considered the provincial manifestation that Hitchcock and Barr made it out to
be, but instead a native form of modernism, which had matured in concert with America’s
cultural development. Second, the style’s variety accommodated many building types and
situations, and its complexity, humanism, and range transcended the mere localism sug-
gested by the term «cottage style.» And finally, «cottage style» could not account for the
depth and range of the Bay Region tradition, «so wide that it includes Maybeck at one and
Gardner Dailey at the other.» The tradition’s continued vitality over time, along with the exam-
ple it provided other regions throughout the world, invested it with a much greater relevance
for contemporary architecture, in Mumford’s view, than the by now old and too restrictive
canon of early avant-garde forms constituting Hitchcock’s «international style.»* William
Waurster did, in fact, design low-cost, prefabricated housing and his non-residential building
projects such as the Schuckl Canning Company’s office building in Sunnyvale confirmed the
expressive possibilities of his California idiom in other building types (Figure 3).

Mumford and Hitchcock, then, stood at cross-purposes over what it meant to be modern,
with Mumford’s regionalist argument favoring an architecture that meshed with the society,
culture, and environment of a place—in this case, the California Bay Region—and
Hitchcock’s visual argument—as shown by his definition and advocacy of the «international
style»—seeking touchstone monuments with formal qualities so powerful that they resonat-
ed as acontextual objects. Hitchcock, along with Philip Johnson, had developed the visual
principles on which he grounded his judgments in his first book, Modern Architecture:
Romanticism and Reintegration of 1928 and then refined them in the catalog, Modern
Architecture: International Style Exhibition, published with the Museum of Modern Art’s exhi-
bition of 1932.° He was determined to have those visual principles characterize modern
architecture in a fashion comparable to the corresponding principles that he maintained
archaeologists had identified in the great styles of previous eras.

For Hitchcock, the works of Le Corbusier and J. J. P Oud, especially, embodied his ideal of

high modernism, which he circumscribed with the category «the New Pioneers» (Figure 4). In
the 1932 exhibition, Hitchcock and Philip Johnson exalted the work of the New Pioneers,
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assigning it a concise set of identifying formal criteria, which served the end of delimiting a vir-
tually closed canon of high modern forms. Their line of reasoning, which guided their selection
of works and formal analysis of them, derived from Hitchcock’s conviction that modern archi-
tecture declared in its precise lines, unornamented surfaces, and weightless volumes «a new
feeling for form and the search for certain specific effects, or the lyrical visual equivalent for the
audacious technical contrivances of the machine age.»® The airplanes, automobiles and
ocean liners exposed by Le Corbusier in his Towards a New Architecture of 1923 proclaimed
the inevitable: a new standard of beauty should replace those of the past. The machine had
become the visual metaphor for a modern, twentieth-century industrial reality.

Lewis Mumford, by contrast, grounded his architectural criticism in the organic metaphor. He
had voiced the scope of his commitment to organicism in architecture as well as urban plan-
ning in his first work of architectural history and criticism, Sticks and Stones, of 1924.7 The
sources of Mumford’'s organic metaphor were the 18" and 19"-century counter-
Enlightenment, or the «romantic reaction,» the 19"-century writers that Mumford admired,
among them Ralph Waldo Emerson, Horatio Greenough, and John Ruskin, and more
recently, the thought of the Scottish biologist-turned-regional planner, Patrick Geddes.®
Geddes’s sense of ecological wholeness held paradigmatic sway in Mumford’s thought—
design was above all else an organic matter, and universally so—from the intimacy of an indi-
vidual dwelling to the vastness of a global landscape.

In his Sticks and Stones, Mumford invoked the organic metaphor as a critical standard for
assessing works of architecture that dated from the 17" century to World War |—their aes-
thetic virtues, the processes governing their making, and the integrity of purpose identified
with their creators. Organic architecture in its purest state Mumford found exemplified by
simple vernacular buildings such as the 17"-century John Ward House in Salem,
Massachusetts, composed of «weathered oaken masses» piled up «with a cumulative rich-
ness of effect»—their rustic forms dynamic, suited to their purposes, and built in harmony
with their natural surroundings. Mumford was disappointed by what he considered the com-
promise of his ideal of organic architecture in the early 19" century, when the classical revival
styles supplanted the vernacular and especially in the mid-19" century, when architecture
reached a state of near disintegration under the weakening forces of industrialism: Mills and
factories marred the landscape, along with the pioneer’s «false work and scantling.» Not until
the 1880s did architects with the imagination necessary to reinvigorate the impoverished
legacy emerge on the scene—with the «great succession that began with Richardson and
culminated with Frank Lloyd Wright.» Wright, especially, exemplified for Mumford what it
meant to be modern as well as organic in an overwhelmingly industrial age. His houses, «the
very products of the prairie,» signaled the optimism of organicism’s continuing influence in
the dark and spiritless morass of «mechanical architecture»—from factories to any «stan-
dardized conception of style» (Figure 5).°
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Writing in his Brown Decades of 1931, Mumford noted that he found his ideal of organic
beauty—grounded in the principles of simplicity, the truthful expression of function, and solid
craftsmanship—forcefully demonstrated in the Brooklyn Bridge, which he called an «organ-
ism of nature.» He also found it demonstrated in the quiet, forceful, and integrated exterior
of John Wellborn Root’s Monadnock Building in Chicago, 1889, where he observed «a final
clarification of structure going on from within» along with evidence in the brickwork of the
craftsman’s hand.™ For Mumford, «craftsmanship, to put the distinction roughly, emphasizes
the worker’s delight in production.»' It revealed the intricate human imprint on any art, a
source of universal respect, and so was essential to a beautiful as well as an ethical archi-
tecture.

Mumford developed his convictions about cities and about the ideal urban environment in
his Sticks and Stones. His story began with the coherent medieval order of the early 19"-cen-
tury American seaboard towns, whose hierarchical theocracies he found strangely unprob-
lematic (Figure 6). Instead, he lauded their «tradition of culture applied to the land itself» and
their sense of community purpose, evident in their emblematic landscapes with tree-lined
streets converging on a central common flanked by a school and meetinghouse. Mumford’s
story assumed a critical tone as the mid-19" century’s pioneers of «mechanical progress»
and «manifest destiny» recklessly mined forests and soils as well as human resources, and
so in the process suffered from a loss of community, as illustrated in the careless shanty
architecture of their squatter settlements.

Mumford’s story reached an abrupt end with the final shattering of the organic pattern at the
20" century’s turn in the mushrooming of a centralized, over-concentrated, and mechanis-
tic metropolitan civilization. Monopolists in the monstrous cities, guided by a reckless policy
of imperialism, drained for their acquisitive purposes the resources of the surrounding
regions, and built colossal congestion-abetting systems of rapid transit, sewers, and water
conduits, along with imposing architectural marvels to symbolize their power, «the simulacra
of a living architecture.»™ In Mumford’s rendition of human civilization, such antagonistic
counterforces of industrialism repeatedly disrupted the organic evolution of regional cultures
and their artistic creations—that is why Mumford could not appreciate, much less compre-
hend, Hitchcock’s emphasis on the machine as a symbol.

The intellectual backgrounds of Hitchcock and Mumford in part explain their contrasting
viewpoints. Hitchcock studied art history at the Fogg Museum, Harvard, under the medieva-
list, Arthur Kingsley Porter. Porter was known for his scholarship on Romanesque architec-
ture and for his emphasis on the aesthetic consequences of available building methods and
materials; this, in turn, inspired Hitchcock’s emphasis on the visual. Even more important,
the Fogg Museum and its students were committed to connoisseurship, or to basing all art
historical inquiry and criticism on a sharp scrutiny of the artifacts themselves, a tradition of
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study inspired by art historian Bernard Berenson. From the outset of his studies, Hitchcock
considered himself an art historian who specialized in the field of architecture.™

Outside of his education at the Fogg Museum, one of the most important influences on
Hitchcock was Oswald Spengler’s now classic work, The Decline of the West (1918, 1922)."®
Hitchcock was intrigued by Spengler’s construction of a society’s life cycle (from its creative
phase of culture to its cold and rigidified phase of civilization and finally to its downfall) and
by Spengler’s precept that a civilization’s great constructions served as majestic «prime
symbols» clarifying its pattern of life and thought. In constructing his modern style, Hitchcock
freely extended the Fogg’s methods of connoisseurship into seeing, describing, and evalu-
ating works of modern architecture. These, he believed, were not unlike works of fine art;
their settings, whether social, political, urban, or regional, were simply not germane to their
understanding. Once he made his selections, he described and ordered the key artifacts in
a logical, comparative array under a Spenglerian schema that outlined with absolute clarity
the cyclical chronology of a modern style.

Mumford, by contrast, educated himself as an American cultural historian and critic through
academic coursework at the City College of New York and firsthand walking surveys of
Manhattan, finding profound inspiration in the writings of Patrick Geddes. Mumford read
Geddes'’s City Development (1904) and Cities in Evolution (1915) during his student days and
later voiced repeatedly the centrality of Geddes’s thought to his understanding of the built
environment.’® «<From the moment | gathered the import of Geddes’s words, | began walk-
ing through the streets of New York and planning excursions into its hinterland with a new
purpose: looking into its past, understanding its present, replanning its future became indis-
soluble parts of a single process...»"” Geddes taught Mumford how to see and evaluate
pbuildings, through travel and direct observation, in the context of their cities, cultures, and
regions. Geddes’s fundamental proposition that organisms, including human beings and
their artistic creations, thrived in communities interdependent with their natural surroundings
nourished Mumford’s conviction that societies and their architecture could not be studied,
much less understood, in isolation from a broader cultural, urban, and geographical context.
Architecture’s analysis involved more variables—most of them contextual—than did the
search for a single crystalline aesthetic of style.

In his Golden Day of 1926, Mumford examined the literature of 19"-century New England as
a vital regional culture of the American past.’ In what he called «the climax of the American
experience,» Emerson, Thoreau, Whitman, Melville, and Hawthorne absorbed essential les-
sons from their European heritage, breaking away from it just as its decaying cultural order
fractured, to develop a fresh and characteristically indigenous American literary expression:
«an imaginative New World came to birth... a new hemisphere in the geography of the
mind.»'® Such a genesis of imaginative literary works in the soil of a region did not preclude
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their universal significance: They could be at once native to their place as well as pivotal artis-
tic contributions to civilization at large. Mumford’s analysis of New England’s regional culture
in The Golden Day was rooted in Geddes’s ideology of the organism and its environment:
«cultivation is man’s proper condition; without it, life is raw and empty.»% In focusing on New
England literature, he became convinced that vigorous regional cultures flourished in places
with strong indigenous characters at singular moments in time. They were always cultures
in totality: Just as the work of New England writers bore the imprint of their time and place,
so did their villages, as he portrayed them in Sticks and Stones.

In the early 1920s, with Geddes’s example in mind, Mumford undertook realistic demon-
stration projects, aiming to put into practice the lessons of his historian’s understanding of
regional cultures and regional communities. His vehicle for implementing such a contempo-
rary vision was the Regional Planning Association of America, or RPAA, which he founded in
1923. The RPAA’s core membership comprised himself, along with Henry Wright, Clarence
Stein, and Benton Mackaye. Mumford and the RPAA, with the financial support of Alexander
Bing and his City Housing Corporation, built Radburn, New Jersey of 1928-33, among other
social housing projects—a garden community with a low-density arrangement of dwellings
situated in park-like natural surroundings (Figure 7).*'

Ebenezar Howard's Garden Cities of Tomorrow of 1898 served as the RPAA’s intellectual
stimulus from the outset, but Mumford aspired to tailor its program to American conditions,
and so directed it towards Geddes’s method of civic survey—or what he considered a
detailed diagnosis based on direct observation—and towards Geddes'’s «valley section,» the
paradigmatic geographical model that outlined in falling topography the characterizing fea-
tures of a region: its pattern of human settlement, geography, natural features, and eco-
nomic life. Together, Mumford and the RPAA employed the «valley section» in addition to
Geddes'’s civic survey, or what they called the «regional survey,» to create for New York a
statewide regional plan.2 Given Mumford’s Geddes-inspired breadth of vision, then, it is not
surprising that he should see architecture as a highly contingent discipline, never
autonomous and so never purely a visual art. Rather, it drew its force instead from the char-
acterizing particulars that he invested with accountability—the personal needs of the individ-
ual, the expressive qualities of building materials, the distinctiveness of a building site, and
the cultural and geographical character of a specific region.

Mumford’s integrated and balanced approach to the particular in architecture’s critical inter-
pretation could not have eluded Hitchcock more. For Hitchcock, such matters intrinsic, indi-
vidual, and characteristic militated against the crystallization of style. So, too, did an exces-
sive emphasis on nature and the environment, which threatened at every turn to dismantle
architecture under the name «picturesque.» These Hitchcock grouped under the name
«romanticism,» which he invested with amazing explanatory power in his Modern

22



Architecture: Romanticism and Reintegration as the reason for architecture’s 19"-century
decline. Romanticism’s action on architecture, Hitchcock called «primarily disintegrant,» the
very antithesis of style.?®* Mumford, alternatively, considered romanticism a positive force in
modern architecture’s development—if only because it emphasized the built environment’s
effectiveness in mediating the subtle, sympathetic, and mutually enhancing relationships
between a person and the natural surroundings. Mumford thought that it took humility on the
part of historians and critics to interpret the actual complexity of architecture in its natural sur-
roundings, along with a hands-on knowledge of countless human, craft-related, cultural, and
environmental influences. And while Mumford acknowledged that Hitchcock had charted a
new territory to establish a fundamental knowledge about modernism as a visual phenom-
enon, calling his Rormanticism and Reintegration «remarkably sound and even prescient,» he
refused to accept Hitchcock’s determination in defining with an uncompromising visual clar-
ity a singular modern style.*

The explosive confrontation between Mumford and Hitchcock at the Museum of Modern Art
in 1948, then, was rooted in two very different ways of seeing the world of built artifacts—with
Hitchcock’s grounded in the methods of art historical connoisseurship and Mumford'’s in the
ecological and social orientation of Geddes. Yet long before the 1948 debate, Mumford and
Hitchcock had articulated their diverging perspectives about the modern in their contentious
dialog over Frank Lloyd Wright—a dialog that began in 1929. Mumford found a kinship in
Wright's organicist viewpoint—and especially in his deep and intuitive feeling as an architect
for the natural environment. Hitchcock—by contrast—in his book, Frank Lloyd Wright of 1928,
compared the architecture of Wright's early 20th-century Oak Park years with that of the
European avant-garde, and argued that he could not possibly include Wright in his exalted
category, New Pioneers.?® He blamed Wright's persistent attachment to nature, orientalism,
and to Whitman—in essence, the signs of his persisting 19"-century «romanticism.»
Mumford vehemently disagreed with Hitchcock, arguing in a review of Hitchcock’s book the
following year that the historian should regard Wright instead as the New Pioneers’ more
advanced successor. Wright's commitment to organicism, Mumford argued, prophecied a
future, ecologically aware society: He «kept the way open for a type of architecture which can
come into existence only in a much more humanized and socially adept generation than our
own.»?* Mumford went on to explain in his Brown Decades of 1931 that «romanticism,» hard-
ly Hitchcock’s countervailing force in the history of modern architecture, represented to the
contrary a necessary phase of its evolution: What had germinated in the romanticism of
Richardson’s work had matured into the organic discipline of Wright.

Hitchcock and Mumford’s competing interpretations of Wright brought to light the polarizing
tensions in their historiographies, and virtually predicted their decisive intellectual split at the
Museum of Modern Art's 1948 symposium. That the debate should have as its subject the
architecture of the California Bay Region only further exacerbated their differences. Earlier, at
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least, they were able to find some common ground in Wright’s organic approach. But when
confronted with assessing the work of Wurster and his California contemporaries, they met
insurmountable obstacles. Central to Mumford’s favorable assessment of Wurster and
California Bay Region architecture, not surprisingly, was its fulfilment of the many criteria he
had long since established for determining a regional architecture’s vitality. For Hitchcock,
such regional vitality had little consequence; even the most cursory formal analysis of Bay
Region architecture showed that it did not conform to the formal criteria by which he defined
the «international style,» so by deduction, it had to be of minor historical significance.

Hitchcock had, in fact, made his first acquaintance with Bay Region architecture on a visit to
California in the 1930s—there, he judged Wurster’s work «perhaps duller than one expects.»
For an «international phenomenon,» one had to go see Richard Neutra’s houses—notably
the Lovell Health House—in Los Angeles.?” Mumford’s encounter with Wurster and Bay
Region architecture on a visit of a few years later, in 1941, served as a wholly contrasting
affair of discovery, and set the tone for his advocacy of the Bay Region style in his 1947 essay
in The New Yorker. He later recalled having explored the Bay Region with Wurster by car,
while listening to his «autobiographic observations.» Wurster’'s consciousness of his own
relationship to the Bay Region suggested for Mumford that the region had matured cultural-
ly, and so made timely the «delineation of the origins and continuities of this vital modern tra-
dition.»?® Mumford believed he had discovered around San Francisco Bay yet another
instance of a fully developed regional culture—not unlike the literary culture of mid-19th cen-
tury New England, which he had described earlier in his Golden Day.

Wourster observed in 1949, «when in the West, Lewis Mumford sensed that something vital
had always been happening around San Francisco Bay. | am sure he felt this stemmed from
a number of conditions and evidenced itself in the bulk of the work of many architects.»* For
Mumford, the buildings to which Wurster was referring epitomized the spirit of the Bay
Region—an environment whose unique geography, climate, and vegetation combined to
stamp it with a powerful physical identity. In Wurster’s view, it supported the complex pattern
of human life, but also opened outward in deference to the landscape with extended spaces
and views—as «the picture frame and not the picture» (Figure 8). Mumford, furthermore,
found in Wurster’s architecture the simple, unostentatious, and highly contextual buildings
that he had praised earlier in Sticks and Stones. It had a studied tension between the ver-
nacular and the formal, and so seemed to capture the proper balance of the native with the
universal, and to render in clear visual terms the 50-year-old California tradition behind such
a balance. In essence, Wurster’'s work appealed to Mumford for exactly the same reasons
that it did not appeal to Hitchcock. After his discovery of Wurster’s architecture, Mumford
made it an objective in the 1940s to heighten the public’'s awareness—broadly and interna-
tionally—of Bay Region architecture as a paradigmatic modern regional idiom and a signifi-
cant parallel modern tradition.
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Mumford was joined by the Museum of Modern Art’s Elizabeth Bauer Mock, who pointed
out in her catalog accompanying the Museum'’s 1944 exhibition, «Built in USA Since 1932»
that Wurster «was producing straightforward, essentially modern houses well before 1932.»%
Mock further noted that another modernist in Europe, the Finnish architect Alvar Aalto, had
set the standard for a comparable «humanization» of modern architecture by «creating fresh
and sympathetic forms» that emphasized the centrality of the person in design, as shown in
his Villa Mairea, Noormarku of 1936-38. Aalto’s «humanizing influence,» she maintained,
«could scarcely have found a more receptive public» than in the United States. The recent
impulse towards humanization, Mock further noted, could be ascribed to Frank Lloyd
Wright's «renewed creative activity in the middle and later thirties.»®' Both approaches found
parallels in the California modernism represented by Wurster.

Aalto’s Baker House rose to completion at MIT in 1948, the year of Mumford and Hitchcock’s
confrontation at the Museum of Modern Art. Wurster had been appointed as Dean at the
School of Architecture, MIT, in 1944. The school had resolved to identify a dean at once con-
vincingly «modern» as well as «regional» and «American»—with the objective of creating a
clear institutional alternative to Walter Gropius’s recently established «Bauhaus» at Harvard.
Later, Wurster recalled having written his first letter to Aalto, to inquire whether he would be
interested in teaching at MIT.*? Aalto arrived as a visiting professor in 1945 and in 1946, he
designed MIT’s new «senior dormitory,» Baker House, one of the most important works of
his architectural career. The commission provided Aalto with the opportunity to demonstrate
his «humanizing» philosophy of modern design.

Hitchcock happened to be teaching as a visiting professor at MIT during the years Baker
House was constructed, between 1947 and 1949. He in all likelihood conversed with Aalto
and he could not have possibly avoided the sight of Aalto’s completed design. Still, in an
essay of 1951, «The International Style Twenty Years After» Hitchcock continued to argue for
the merits of his visual criteria to the interpretation of modern architecture. History was a «set
of monuments» and «the idea of style» still had validity. Hitchcock admitted to having difficulty
explaining the recent work of both Alvar Aalto and Frank Lloyd Wright with the «international
style,» and he further argued that the Bay Region architects had followed the style’s princi-
ples to the point of parody, although he confessed, «not in the best and most characteristic
of their country house work.»* What mattered most to Hitchcock was whether indeed 20"
century modernism was still following the course that he and Johnson had in 1932 initially
prescribed for it.

As for Mumford, his passionate defense of California Bay Region architecture at the Museum
of Modern Art’'s «What is Happening to Modern Architecture?» of 1948 had only strengthened
his growing convictions about the centrality of the region to the history of modern architecture.
In his «Monumentalism, Symbolism, and Style» of 1949, Mumford continued to argue force-
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fully for his position as a modernist historian and critic, while also attacking Hitchcock’s «nar-
row canon of modernity,» with its stark forms emanating from the newest centers of fashion
in Paris or Berlin. Part of the problem, Mumford noted, was that the historiography of modern
architecture should not be conceived in terms of terms of Hitchcock’s hegemonic map of style
centers and diffusion, but rather in an open-ended, non-hierarchical fashion, which account-
ed for the actuality of its ongoing dynamic of change in distinctive locations around the world.
Regional forms and adaptations would take shape independently, and then would be gath-
ered into the mainstream; different centers—Chicago, Brussels, Paris, San Francisco, Rio de
Janiero—would serve as dynamic foci of activity at different times.*

Given the far-reaching disparities in Mumford and Hitchcock’s conceptions of modern archi-
tecture, their impassioned confrontation at the Museum of Modern Art was perhaps to be
expected. The Bay Region style, unfortunately, happened to be the casualty. In retrospect,
however, even the purely visual evidence—the sequence of creative work proceeding from
Maybeck to Wurster and most recently, to Moore, Lyndon, Turnbull & Whitaker’'s Sea Ranch
of the mid-1960s—shows that there did indeed exist a vital, modern, regional architecture in
the California Bay Region, with a lasting intergenerational identity (Figure 9). With its vernac-
ular forms crafted in wood, variety in interdependent indoor and outdoor spaces, and pow-
erful connection to a rugged coastal site, Sea Ranch functioned as a late 20th-century
regionalist icon that substantiated Mumford’s argument for Bay Region architecture as a
continuous, vital, and important parallel development in modern architecture.

By the 1960s, Hitchcock and Mumford had abandoned the argument over the Bay Region
as their intellectual trajectories diverged even more markedly in their later careers. That they
should have so little to say to each other after 1948 only underscored how differently each
viewed his self-appointed role as a historian who influenced the present and also planned
the future. Hitchcock had viewed himself as the arbiter of a high style; having tailored a con-
ventional art-historical notion of style to suit the modern era, he promoted the newest aes-
thetic standard within the western world’s expanding domain of influence. For Mumford,
architecture continued to be enmeshed in the continuity of an evolving culture, and more
than the impeccable evidence of a 20"-century academic ideal, it was to serve as a sup-
portive framework for human community, and a carrier of meanings, principally ethical and
social, in the civilization that produced it.

This essay is a shortened version of the talk that | presented at the symposium, «Architecture
and Virtuality,» held at the School of Architecture of Barcelona on June 4-5, 2009. Both are
based on my chapter, «Lewis Mumford, Henry-Russell Hitchcock, and the Bay Region Style» in
The Education of the Architect: Historiography, Urbanism, and the Growth of Architectural
Knowledge, edited by Martha Pollak (Cambridge, Mass.: The MIT Press, 1997), pp. 37-85.
Please see the chapter for the full text and full set of bibliographic references.
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Figure 1. Museum of Modern Art
Bulletin, 75 (spring 1948).

Figure 2. William Wurster, Gregory
farmhouse, Scotts Valley, California,
1926-27 (Arts & Architecture, 871
[July 1964].)
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Figure 3. William Wurster, Schuck!/
Canning Company, Sunnyvale,
California, 1943 (Elizabeth Mock,
ed., Builtin U.S.A.: A Survey of
Contemporary American
Architecture Since 1932, 1945). Figure 5. Frank Lloyd Wright. Taliesen Ill, Spring Green,
Wisconsin, begun 1925 (Frank Lloyd Wright, A Testament, 7957).

Figure 4. Le Corbusier. Les Figure 6. Fitz Hugh Lane, View of Norwich from the West Side of
Terrasses, Stein house, Garches, the River, 1839. Lithograph, 11 % x 16 1/2» (Boston Athenaeum,
near Paris, 1927-28 (Modern Massachusetts).

Architecture: International
Exhibition, 7932).
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Figure 7. Clarence S. Stein and
Henry Wright. Radburn, New
Jersey, 1928-29 (C. S. Stein,
Towards New Towns for America,
1957).

Figure 9. Moore, Lyndon, Turnbull
& Whitaker. Sea Ranch condomini-
um, Sea Ranch, California, 1964-66
(Charles Moore, The Place of
Houses, 71974, photograph by
Morley Baer).

Figure 8. Clarence Mayhew. Manor house, Contra Costa
County, California, 1939 (William Wurster, «San Francisco Bay
Region Portfolio,» Magazine of Art, 37 [December 1944]).
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Image 1. Archigram #1, 1961.

he title for my talk today is «Always Archigram,» because in it | want to think about the
legacies of the Archigram group, the famous British neo-avant-garde of the 1960s. | will
suggest that advanced architecture never quite leaves Archigram behind.’

In 2003, for instance, the spine of the popular, Barcelona-published Metapolis Dictionary of
Advanced Architecture announced that
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Advanced architecture is to the information age what modern architecture was to the
industrial age. Digital technologies, the knowledge economy, environmental awareness
and interest in the individual are giving rise to a new kind of architectural action.?

But we can hear the Archigram group’s David Greene, in period hipster style, saying much
the same of architecture back in 1968:

In the '20’s it was all happening on the assembly line. They all got high on industry, liners
and Socialism. That’s all dead, the action’s moved on into the delicately tuned transistor
... and the magic minds of white-shirted identity-carded men with checkout clip-boards
plugged into plasticised cybercircuits.?

Though welcome, the mood of newness within the seven hundred pages of The Metapolis
Dictionary conceals the fact that the neo-avant-garde is really a spreading, middle-age fig-
ure with a biography reaching back as far as Archigram, and beyond, to the 1950s, to the
1910s and, ultimately, to the 19th century. For the purposes of this talk, the term «neo-avant-
garde» refers to those architects since World War Il who have combined anti-historicism,
radical formal innovation, technological determinism, and the rhetoric of socio-economic
change to revive older modernist agendas.

In fairness, the rapid recent evolution of genetic and computation technology so powerfully
suggests paradigmatic shifts that we might well be excused today for believing that the con-
ditions of advanced architecture are unprecedented. Really, though, the central interest to
architecture of those technologies are their capacity to drive processes of «emergence,» or
«becoming,» and this only revives the dreams of early twentieth-century Futurism. The so-
called «post-critical» stance of today’s neo-avant-garde, meanwhile, serves only to strength-
en its connection to the 1950s and 1960s. This is because the neo-avant-garde’s founding
ruse, fifty years ago, was something similarly post-critical, a scripting of the «yet-to-come»
based on the «already-here».*

So it is that the neo-avant-garde is somehow always Archigram, to a greater or lesser
degree. It is always trying to formulate a response to the moments in its modernist lineage
that came before it—to Team 10, to Mumford, and to CIAM. Further back again, it is ever try-
ing to reconnect with modernism’s most deviant ancestries in Futurism, Expressionism,
Surrealism and Art Nouveau. And that is because it is still formulating a response to the
explosive modernization of the 19" century. The neo-avant-garde believes civilization will
advance by engaging with the «second nature» of information and technology, in much the
same way that the Enlightenment wanted to engage with the natural world. This engage-
ment is always staged as a search for mediated intensities in which to dwell within the post-
industrial flow of communications and capital.
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Image 2. Asymptote, Virtual
Trading Floor for the New York
Stock Exchange, 1999.

With some exceptions, the neo-avant-garde after Archigram conducts its business by sup-
pressing history (even its own) and suppressing the tough questions of political economy that
make the neo-avant-garde mission so problematical. Archigram lodged within contemporary
architecture an idealism about the relationship between architecture and political economy.
This idealism is belied by its apparently unflinching recognition of the liquidation of space by late
capitalism. It is also belied by the way that the neo-avant-garde works to shore up architecture.
The question then becomes whether, and when, this liberal arrangement will be threatened.

2. Always Art: the pleasures of a «postmodern humanism»

Image 3. David Greene, Living Pod, 1966. Future Systems, Selfridges, Birmingham, 2003.
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There are several ways to trace paternity between Archigram and today’s blobs, warps, non-
standard architectures, folds, and networks. One is institutional, through publishing, employment
and architectural education. Another is formalist, which bridges, for instance, Archigram’s amor-
phous mounds and inflatables from the 1960s to landscape urbanism and blobitecture today.
Why, though, are those forms considered still valuable? And in tracing their lineage, why pause
at Archigram rather than straight-line back to Archigram’s own sources in Richard Buckminster
Fuller, Jean Prouvé, and Frederick Kiesler, and so to their sources in engineering and biology?

One answer is that Archigram broke with the engineer’s rationalism of Fuller and Prouveé so
as to retain architecture’s humanist underpinnings. At the same time, Archigram broke with
the surrealist concerns of Kiesler so as to prepare architecture for post-modernity and its «liv-
ing dream» of goods, services, movement and information. The result is a hybrid that has
served the neo-avant-garde well: one might call a «postmodern humanism.» That is a con-
tradiction in terms, of course, but | think it is needed to capture the neoc-avant-garde interest
in technologies at the service of people, even as that technology skips a little forward of peo-
ple’s control. Archigram’s attempt to visualize a postmodern-humanist future also reinvigo-
rated the practice of architecture as an art form.

Image 4. Robbie the Robot, 1956.
Warren Chalk, David Greene,
Electronic Tornato, 1969.

Turning back for a moment to the Metapolis Dictionary, we find that the word «humanism»
receives no stand-alone entry. It is knocked aside by the Dictionary’s post-humanist thrust
toward genetics, artificial intelligence and cyborg architecture. Over the last half-century the
neo-avant-garde has borne withess to the cyborg integration of artificial and natural sys-
tems, from the anthropomorphism of This Is Tornorrow’s Robbie the Robot in 1956, to the
machinic servility of Archigram’s 1969 Electronic Tomato. And today it seems that the archi-
tect herself or himself is also a sort cyborg, embedded within a network of flexible building
production.
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Image 5. Image 6. Foreign Office Architects, Yokohama International Port
Terminal, 2000-02.

But the underpinnings of humanist authorship push back. Most obviously, The Metapolis
Dictionary is part of a recent surge in architectural publishing that stands as a testament to a five-
hundred year humanistic legacy. And a close reading reveals the use of the word «humanism»
in one of the Dictionary’s core propositions on Advanced Architecture.v So the neo-avant-garde
ever reserves, in the anonymized, cybernetic age it heralds, a continued place for authorship
and for art. This allows advanced architecture to ride the vicissitudes of political economy long
enough to furnish its age with art, in much the same way that Peter Behrens extrapolated an
Egypto-Greek temple from a turbine factory, and in the same way that Archigram drew its auto-
mated world-to-come using techniques developed by the Renaissance and the Beaux-Arts.

Image 7. Warren Chalk, «Ghosts,» Image 8. Smithsons, Paolozzi, Henderson,
Archigram #7, 1966. Parallel of Life and Art, ICA, London, 1953.

35



To follow the postmodern turn in «postmodern humanism,» meanwhile, we first need to
recall that modernist art depicts a world of ideal, transparent, rational and balanced relations,
whereas post-modern art depicts the world as pragmatic, indeterminate and mediated. We
see this, for example, as the pristine spaces of Mies van der Rohe’s 50x50 ft house merge
into the floating multimedia world of Warren Chalk’s collage «Ghosts» in Archigram #7, 1966.
Archigram proposed that life is lived not through transparent spatial relationships, but «situ-

Image 9. Alison and Peter
Smithson, Economist Building,
London, 1964.

Dennis Crompton for Archigram,
Plug-in City at Blackpool, 1960s.
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ationally» inside the «second nature» of a mixed media
composition of technology, language, and environment.

Architects’ awareness of techno-economic change can-
not be credited uniquely to Archigram, of course; such
shifts were familiar to other readers of Richard
Buckminster Fuller, to readers of Constantin Doxiadis’s
Ekistics magazine, even to readers of Frank Lloyd Wright
and Lewis Mumford. In particular, it was known to the
London circles of the Institute of Contemporary Arts in the
1950s—through the conversations of the Independent
Group and their shows Parallel of Life and Art (1953) and
This Is Tomorrow (1956). It was apparent as well in the
Brutalism of Alison and Peter Smithson, laying the ground
for Archigram and subsequent neo-avant-garde thought.

:
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Image 10. Ron Herron for Archigram, Walking City, 1964.



But Brutalism retained traces of a monumental classical sensibility, whereas Archigram «took
off.» It rushed into the postmodern condition as a way in which architecture’s users could rene-
gotiate their identities and their relationships to and through the second nature of media, con-
sumption, urbanism, leisure. For each attempt to place people within a determinate environ-
ment, postmodern humanism counterattacks with scenographies of an indeterminate moder-
nity no matter how chaotic or extreme. In 1964 for example—the same year that the Smithsons
completed their classically-mannered Economist Building—Archigram’s Ron Herron drew the
lovably monstrous Walking City. Synchronously, this instability finds its increasingly confident
and coordinated rejoinder in discourses of the stable, situated or predictable (in the revivals of
Heideggerian phenomenology, say, or in Christopher Alexander’s identification of pattern lan-
guages, or in architectural neo-rationalism, classicism and historicism).
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Image 11. Rem Koolhaas, Coney Image 12. Architecture Principe (Paul Virilio and
Island project, 1978. Claude Parent), 1966.
Jean Nouvel, Paris Philharmonia project, 2007.

37



Typical of the postmodern renegotiation of architectural space is the steady stream of big,
«funhouse» visions, proceeding from Archigram’s initial mid-60s love for the working-class
seaside resort of Blackpool, to Rem Koolhaas’s embrace of Coney Island (1978), and from
Virilio and Parent’s oblique architectures of the mid-60s to the recent ramped milieus of UN
Studio and Jean Nouvel. The neo-avant-garde pursues the pleasures of spatial, material,
cultural and epistemological instability as the key experience of the age.

Image 13. Ron Herron and Peter
Cook for Archigram, Instant City
Los Angeles, 1969.

In its miniature worlds of floating images, Archigram predicted that urban, suburban and «nat-
ural» landscapes would merge into a supernatural and wired continuum amenable to an
increasing socio-economic freedom beyond the ultimate control of architects. It was a vision that
should have been dismissed as a dystopian, were it not for the way in which the super-con-
sumers depicted in Archigram’s montages reacted to their circumstances much like architects
would: artistic form bloomed. In other words, Archigram approached the market as a source of
architectural form, much as socialism had served as a source of modern form in the 1920s.

The neo-avant-garde insisted, then, on seeing late capital-
ism for what it might be rather than for what it is. This desire
somehow endures decades after Manfredo Tafuri criticized
this and all attempts to place superstructure before struc-
ture,vi and despite the way in which neoliberalism’s «space
of flows» (as it was identified by Peter Hall and Manuel
Castells) emerged in the late twentieth-century as a space
of numbness and absence rather than of intensity or form—
a space of technoburbs, outsourced production, disloca-
tion, impeded ever-less by regulation, locale, or design.

Image 14. Freeway, Los Angeles.
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Image 15. Antonio Sant’Elia, La Citta Nuova, 1914.
Metapolis Dictionary, 2003

So, to recognize that an Archigram drawing is as distinctive today as it was in its time, in the
1960s, is to accept that it is unlike the near future that Archigram correctly predicted. It is
simultaneously as inaccurate as it is accurate; the late-twentieth and early twenty-first cen-
turies realized the infrastructural, economic and political conditions for Archigram’s wired
and mobile continuum, yet those conditions mostly failed to produce the architecture that
Archigram offered as its accompaniment. Likewise, the designs in The Metapolis Dictionary
are affecting in their difference to space at large. Today, as in Archigram’s day, and as in the
Futurists’ day, architecture has a potential to shape the currents of technological and eco-
nomic acceleration, but rarely can. It mostly services those currents.

Image 16. Michael Webb for Archigrarm, Rent a Image 17. MVRDV, Pig City project, 2001.
Wall project, 1966.

39



To play any part at all, it is as though the neo-avant-garde
learned to keep its core humanism covert, in case it
appeared behind the times of an accelerated global
market economy. In fact the neo-avant-garde often cap-
tures the reproductive grind of late capitalism so cleverly
as to constitute an independent conceptual art practice.
Archigram’s fake multinational architecture, later OMA'’s
trademarking of its own ideas, and then MVRDV'’s scan-
dalous interventions confirm architecture’s supremacy,
among all the arts, in investigating the political economy
of space without much hope of changing it. So
Archigram ultimately anticipates the fate of the neo-avant-garde in a tragic sense, seeking
a coincidence between its interests and those of the post-industrial political economy to
which it wishes to connect.

-

Image 18. £/ Lissitzky, Cloud
Hangar project, 1924-1925.

e

Decade upon decade, economics inched further to the right, leaving behind the neoliberal
landscape from which the state has not only retreated but left the market as its proxy. Neo-
avant-garde architecture was therefore forced to project imaginary reconfigurations of post-
industrial society, because of the unlikelihood of the political alliances necessary to execute
that reconfiguration outside of the everyday market. This is markedly different from the hey-
day of modernism in the 1920s when modernist visions, however virtual, were nonetheless
harnessed with real political movements, and it is markedly different to the post-War recon-
structions of western European and postcolonial states when architecture enjoyed so much
political clout that it was virtually a branch of government.

Image 19. Cedric Price, Fun
Palace project, 1959 — 1961.

That this observation isn't made solely with the help of hindsight is indicated by the way in
which the neo-avant-garde has quietly monitored the efforts made by its old ally, the Left, to
regroup. Cedric Price, a fellow-traveler of Archigram and the neo-avant-garde’s most incisive
early thinker about post-industrial transformation, understood, as a member of the British
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Labour Party in its socialist phase, the necessity for politics. But cut off from firmer political
support, spreading its favors in all directions, the neo-avant-garde instead remained ever
marginal. Little surprise perhaps that the neo-avant-garde tended to offer virtual architecture,
each time replaying a central humanistic assumption of modernism: that art will cleave open
group consciousness to a better world, even if that world has become wholly mediated.

Image 20. Peter Frankfurt, Greg
Lynn, and Alex McDowell, New City
Concept, MoMA, 2008.

Architectural thought therefore remains stalled in the century-old dialectic formed between
the teleology of Hegel and Marx on the one hand, and the heurism of Darwin, Freud,
Nietzsche and Bergson on the other—that is to say, between the forward movement of his-
tory to its end, and the irresolvable swell of a modernity in becoming. Conceptually, then, the
neo-avant-garde is rooted in the 19" century. For all its love of robots, biology, computers,
and informational flows, it is fundamentally inspired by 19"-century metropolitan culture, from
which its dialectic between teleology and heurism originates. And it is at its best when
reworking 19"-century urban architectural typologies such as concert halls and transport
exchanges.

Image 21. Frank Gehry, Walt Disney Concert Hall, Los Angeles,
71999-2003.
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3. Always Nostalgia: for the 19th-century metropolis

Image 22. Ron Herron and Peter
Cook for Archigram, Instant City,
7969.

Image 23. Renzo Piano and Richard Image 24. West 8, Schouwburgplein, Rotterdam, 1991.
Rogers, Pompidou Centre project, 1971.

In the 19"-century, bourgeois modernization perfected the Deleuzian plateaux, we might
say, of parks, lobbies, cafés, galleries, railway stations and other cultural institutions
deemed necessary for society to regroup and observe the new world in becoming. It is
these same abstracted institutions that underpin neo-avant-garde designs, built and
unbuilt. They dam up the «space of flows» into occasional «spaces of place.» In an age of
shopping malls—that is, in an age of the impersonal serial reproduction of consumption
itself—Archigram was at heart looking back to something more like piazzas of excited con-
sumption and civic life. It looked for a cosmopolitanism, and we can likewise note the revival
of piazza designs ranging from those by Renzo Piano and Richard Rogers for the Pompidou
Centre (1971) to West 8's Schouwburgplein in Rotterdam (1991) to Koolhaas’s 2002 critique
of «Junkspace».’
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Image 25. Peter Cook for
Archigram, Instant City, 1969.

In his much-read analyses from the 1980s, Manuel Castells suggested inserting into the
space of flows the sort of «space of place» anticipated two decades earlier (though Castells
doesn’t cite them) by Archigram'’s Instant City project (1968-70).2 Castells and Archigram
alike tended to imagine such spaces as popular, local and communal databanks, and what
we might see in the Instant City project in retrospect is a manifesto for the redistribution of
the information economy. Admittedly, Instant City potentially prefigured the neoliberal deter-
ritorialization which Castells warned us about—the «variable geometry,» as he put it, «... that
denies the specific productive meaning of any place outside its position in a network whose
shape changes relentlessly.»® But Instant City made a concerted effort to make visible the
signals and codes of the processed world—so visible, indeed, as to become an aesthetic
(which presents problems of its own, of course).

Image 26. Renzo Piano and
Richard Rogers, Pompidou Centre
project, 1971.

Such architectures of information, connecting local community to state and globe, were
regarded as legitimate across a range of political positions in the late twentieth-century. This
was notably the case in the generally left-leaning French state in the 1970s, where govern-
ment-sponsored youth clubs'™ and the Centre Pompidou project bore a clear debt to Instant
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City and its reworkings of Cedric Price’s Fun Palace. It appeared utopian. Yet Castells con-
ceded that «<sometimes a utopian vision is heeded to shake the institutions from shortsight-
edness and stasis and to enable people to think the unthinkable, thus enhancing their aware-
ness and their control of the inevitable social transformation.»'

Image 27. Ron Herron and Peter
Cook for Archigram, Instant City,
7969.

Perhaps this is a mandate we can transfer to the neo-avant-garde generally, as a political test:
would a design like Instant City present the future «as a natural phenomenon that cannot be
controlled or predicted, only accepted and managed,»'? or did it offer the user the opportuni-
ty to act politically? Like so many neo-avant-garde projects of the last thirty years, Archigram’s
designs sidestepped politics, providing a vessel without an assigned political content. Indeed
Archigram seemed increasingly exhausted by the politico-cultural suspense its designs rep-
resented, and became melancholic in its later projects for a one-nation, rustic England.

ilil

Image 28. Archigram members for Taylor Woodrow, Image 29. OMA, Euralille, Lille, 1994.
Euston project, 1962.
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Image 30. Foreign Office Architects, Yokohama Image 31. Claude Monet, Gare Saint Lazare,
International Port Terminal, 2000 — 2002 1877.

Perhaps Archigram’s hopes for post-industrial architecture were as doomed as Siegried
Giedion’s visions earlier in the century for industrial architecture, when it was hoped that
the highlights of skyscrapers and great spanning bridges and train sheds would provide
recompense for factories, substandard housing and pollution. It is this continued gap
between socio-economics and virtuality that the neo-avant-garde struggles to fill with
new metaphors—the fold, the network, the viral, bigness—for old worries. We might even
suggest that the futurism of the neo-avant-garde is at heart nostalgic. Consider for
instance the favorite neo-avant-garde typology of transport interchanges—from
Archigram’s 1962 Euston station project (for Taylor Woodrow), to OMA'’s Euralille (1994),
to FOA’s Yokohama Terminal (2002), all epitomizing a civic typology invented in the nine-
teenth century.

The neo-avant-garde came to honor 19th-century me-
tropolitan culture at the moment that that culture lay
dying. When Archigram launched the 1963 «Living City»
show at the ICA, London’s 1960s «modernization» was
effecting something of a homogenization of the urban
landscape, through large office and retail structures and
widened streets—that is, precisely through late capital-
ism’s enlarged spaces of economic flows. And today,
neo-avant-garde architecture celebrates the «informa-
tional» at the exact time that urban newspapers close,
and it commemorates density at the exact moment that
some three million acres are being lost to sprawl every
year in the US alone.

Image 32. Archigram, Living City
installation, ICA, London, 1963.
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Image 33. John Nash, Chester Terrace, Image 34. Peter Cook for Archigram, Plug-in City
London, 1825. project, 1963-4.

Archigram’s raw material was of fecund material cultures and rich flows of events of the sort
formerly manipulated by London’s 19th century architects around Picturesque Regency and
Gothic megastructures. Peter Cook’s 1964 Plug-in City project, for instance, wanted to make
urban kinesis and transformation legible again. Plug-in, if we are to look again, contains the
majority, if not all, of the tropes of the neo-avant-garde: it is networked, diagrammatic, mor-
phological and folded, shape-shifting, topologically extensive, heaped up. Recent neo-
avant-garde icons (if that is the right term for structures which avoid facades) like FOA's
Yokohama terminal are revisiting a basic method of the 1950s and 1960s neo-avant-garde:
the compositional «formlessness» that can be derived from circulation and site.

Image 36. Michael
Webb, Sin Center project,
1958.

Image 35. Peter and Alison
Smithson, Sheffield University
Competition, 1953.

Image 37. London County Council, South Bank arts
complex, London, 1960-67.
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This so-called «topology» was handled boldly in the models and graphics of the Smithsons’
1953 Sheffield University competition entry, its walkways tying-together irregularly-massed
superblocks; in Constant’s infinite New Babylon (1958 forward); and in Michael Webb’s Sin
Center project. It had even begun to assume built form, for instance at the London County
Council’s controversial South Bank arts complex (1960-67), whose core design team includ-
ed Archigram’s Warren Chalk, Dennis Crompton and Ron Herron. Despite recent shearings,
this remains one of the most extreme built instances of a topological design. Its «all-over»
(and «all-under»), near-formless, practically inside-out composition of walkways connecting
the nodal points of its site offered Londoners a sort of late-modern stupa.

Image 38. Image 39. Image 40.

By rights it should be a neo-avant-garde icon. But it is not, which is revealing about the dis-
tance between the virtual and the real—more architects and historians talk about the draw-
ings of Archigram than about this early but mostly spurned foray into an actual folded land-
scape of flows. The South Bank Center perhaps represents the crisis of the emergent neo-
avant-garde, trying to find form within the formless, being determinate while embracing the
indeterminate. Despite its big push towards the «disappearance of architecture» Archigram
had reserved a place for the gloriously retrograde art of monuments. So the neo-avant-
garde largely concurs that the practice and production of monumental architecture remains
a way of lending weight to a weightless economy.

Image 41. Dennis Crompton for Image 42. Diller Scofidio + Renfro, Blur
Archigram, Computer City project, 1964. Building, Lake Neuchatel, Swiss Expo, 2002.
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Image 43. Michael Webb (Archigram), Suitaloon, 1967.
Diller Scofidio + Renfro, Braincoats, Blur Building, Swiss Expo, 2002.

In its virtual projections, too, Archigram’s work was not compliant, smooth and invisible, but
doggedly architectural. This has remained, in essence, the role of computing in neo-avant-
garde architecture: postmodern humanism makes modernity visible and strange.
Computers are used not as a path away from form, but as conduits to more complex and
congested forms; software and soft materials combine to create not frictionless association
but a frisson (in this we can compare Michael Webb’s 1967 Suitaloon with the Braincoats
worn by visitors to Diller & Scofidio’s 2002 Blur Building).

Conclusions

Image 44. UN Studio, Bologna
Station project, 2007.

In a way which became typical of postmodernism, Archigram embraced technology and
the market economy as quasi-natural forces. In practice, though, this new «Picturesque»
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depended not upon directionless economic and technological development, but on the con-
tinuation of something very like traditional architecture. Ironically, Archigram’s virtual archi-
tecture reserved a role for a dogged architectural profession for which a neoliberal age sup-
posedly had no need. The neo-avant-garde has ever since been dominated by think tanks
and cadres with bureaucratic titles and acronyms—OMA, MVRVD, FOA, NL, NOX, UN—that
are thin disguises for individual architects of an heroic type traceable to the Renaissance.

Much as it took architecture a long time (most of the 19" century and some of the 20") to figure
out a concerted response to the Industrial and Commerical Revolutions, Archigram'’s designs
have founded evolutionary lines into megastructures, networks, and blobs, as contemporary
architecture figures out how to respond to the postindustrial condition. But postmodern human-
ism is always overwhelmed by the conditions of postmodern political economy: the spaces of
flow, the spaces of brute indifference, constantly envelop the spaces of place.

@8 RECOVERY.Gov
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BUILDING 7#:

Image 45. American Recovery
and Reinvestrment Act website
illustrating General Services
Administration federal building
initiative, June 2009.

Nor is indifference the only threat. The greater concern to the neo-avant-garde should sure-
ly be the long, steady, and sometimes troubling rise in trends favoring the stable, the situat-
ed, the predictable and even the absolute. These include discourses on identity and religion;
they include the obvious inability of the global village to curtail violence and terror; they
include the deeper hues of ecology, or the revived and unapologetic humanism embodied
by Barack Obama; and of course they include the widespread skepticism about economic
growth. Still, there is reason to think that the neo-avant-garde, once it has moved on from
its sixties outlook, will be well placed to register these trends. Alien as they may be, they do
indeed all connect globally and economically, and they are all processes which might be
modeled and diagramized by neo-avant-gardes hoping to discover a monumental, human-
istic architecture appropriate to the age, and the clients willing to pay for it.

Notes

1. I wish to thank Josep Muntafiola very much for inviting me to this conference. This talk is based on a chap-
ter | am writing for a forthcoming book from Yale University Press edited by Mark Crinson and Claire
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Zimmerman, and on a seminar presented in 2005 for the Landscape and Urbanism series, Princeton
University School of Architecture.
2.Manuel Gausa, Vincente GuaLLART, Willy MULLER, Federico SoriaNO, Fernando Porras, José MORALES, The
Metapolis Dictionary of Advanced Architecture: City, Technology and Society in the Information Age
(Barcelona: Actar, 2003).
3.David GRreeNE, «Popular Pak,» distributed with Archigram no. 8 in 1968, no page.
4.See «Advanced Architecture,» The Metapolis Dictionary of Advanced Architecture, 34-37. Perhaps the most
compelling recent account of this stance is to be found in another book published by Actar, Sanford Kwinter’s
Far from Equilibrium: essays on technology and design culture (Barcelona: Actar, 2008).
5.The Metapolis Dictionary of Advanced Architecture, 36.
6.See Manfredo TAFURI, Architecture and Utopia: Design and Capitalist Development (Cambridge, Mass.: MIT
Press, 1979).
7.See Rem Koolhaas, «Junkspace,» October 100 (Spring 2002): 175-90.
8.Manuel CasTELLS, The Informational City (Oxford: Blackwell, 1989), extracted as «The Reconstruction of Social
Meaning in the Space of Flows,» in Richard T. LeGates and Frederic Stout, eds., The City Reader (London and
New York: Routledge, 1996): 494.
9.CAasTELLS, The Informational City, 498.
10.See Tom Avermaete, «A Thousand Clubs or Mile Clubs: Technology and the Rejuvenation of France (1966-
1978),» paper at «The 1970s: Designing Futures,» Faculty of Architecture, Building and Planning, University of
Melbourne, 2004.
11.CASTELLS, The Informational City, 498.
12.CAsTELLS, The Informational City, 495.
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Anthropological Reflections
on the Art of the Possible

Jos DE MuL
jos@demul.nl

1. Constant’s New Babylon

«In 1956, the Dutch artist Constant Nieuwenhuys started working on a visionary architectur-
al proposal for a future society; he didn’t stop for almost twenty years. Having been a co-
founder of the Cobra group of artists in the late forties, he abandoned painting in 1953 to
concentrate on the question of ‘construction’. He became a founding member of the
Situationist International in 1957 and played a central role in their experiments until his resig-
nation in 1960. New Babylon, as his project would eventually be called, is a situationist city
intended as a polemical provocation.

New Babylon was elaborated in an endless series of models, sketches, etchings, lithographs,
collages, architectural drawings, and photocollages, as well as in manifestos, essays, lectures,
and films. New Babylon is a form of propaganda that critiques conventional social structures.

New Babylon envisages a society of total automation in which the need to work is replaced
with a nomadic life of creative play, in which traditional architecture has disintegrated along
with the social institutions that it propped up. A vast network of enormous multilevel interior
spaces propagates to eventually cover the planet. These interconnected ‘sectors’ float above
the ground on tall columns. While vehicular traffic rushes underneath and air traffic lands on
the roof, the inhabitants drift by foot through the huge labyrinthine interiors, endlessly recon-
structing the atmospheres of the spaces. Every aspect of the environment can be controlled
and reconfigured spontaneously. Social life becomes architectural play. Architecture
becomes a flickering display of interacting desires.

Constant always saw New Babylon as a realizable project, which provoked intense debates
at schools of architecture and fine arts about the future role of the architect. Constant insist-
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ed that the traditional arts would be displaced by a collective form of creativity. He positioned
his project at the threshold of the end of art and architecture. Yet it had a major influence on
the work of subsequent generations of architects. It was published widely in the internation-
al press in the 1960s and Constant quickly attained a prominent position in the world of
experimental architecture. But this influence would eventually be forgotten; the project has
not been displayed since Constant stopped working on it in 1974.» (Witte de With. Center for
Contemporary Art 1998).

The above text is quoted from the website of Witte de With, a center for contemporary art in
Rotterdam. It has been published about ten years ago as the introduction to the exposition
Constant’'s New Babylon: the hyper-architecture of desire, that took place at Witte de With
from November 21, 1998 until January 10, 1999. Though the text still offers an adequate
description of Constant’s New Babylon project, looking back the claim that Constant’s influ-
ence was eventually been forgotten cannot be said to be true anymore. Although the big
New Babylon exhibition in The Hague in 1974 was indeed the last complete presentation of
Constant’s New Babylon, in the two and a half decades that followed several smaller pre-
sentations have been organized, for example in the context of the Situationist International
exhibition in Centre Pompidou in Paris in 1989, and (here) in Barcelona, in 1997, at the
Situationists. Art, Politics, Urbanism exhibition in 1997.

Moreover, Constant’s New Babylon has been rediscovered massively by curators, architects
and theoreticians since the 1998 exhibition in Rotterdam. Already in 1999, one year after the
exhibition in Rotterdam, the Drawing Center in New York organized the first American exhi-
bition of Constant’s project, entitled Constant’'s New Babylon: City for Another Life. The con-
ference that accompanied this exhibition resulted in the publication of an impressive collec-
tion of essays by MIT Press:The Activist Drawing Retracing Situationist Architectures from
Constant’'s New Babylon to Beyond in 2001. In that same year Musée Picasso in Antibes
organized a retrospective exhibition, followed, in 2002, by a special ‘tribute exhibition’ at the
Documenta Xl in Kassel. And in 2004 the Neue National Galerie in Berlijn displayed a series
of maqguettes of Constant together with designs, texts, photos and texts of Rem Koolhaas in
order to show the major impact New Babylon had on the present generation of leading
architects. As Mark Wigly wrote in the catalogue of The Hyper-Architecture of Desire exhibi-
tion: «Traces of his thinking are evident in a whole chain of experimental architectural prac-
tices: Archigram, Architecture Principle, Eventspace, Superstudio, Archizoom, Office of
Metropolitan Architecture, and NATO, to name but a few. Its impact can be seen in the spe-
cific design proposals, the theoretical proposals, the organization of the groups, and the
multi-media format they deploy. Indeed, New Babylon still resonates strongly with contem-
porary works» (WIGLEY 1998). This makes Constant, as Bartomeu Mari, director of the Witte
de With Center expresses it in the Preface of the same catalogue, «one of the major vision-
ary architects of this [that is: the twentieth] century» (idem, 5).
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Being a visionary architect, Constant is deeply rooted in the avant-garde tradition that goes
back - via the historical avant-gardes of the twentieth century, such as futurism, cubism,
Dada, surrealism, constructivism, and Bauhaus - to the Romantic revolutionaries of the
beginning of nineteenth century . What these avant-garde movements shared was a
Romantic aversion against the I'art pour I'art ideology that separated art from life and the no
less Romantic ideal to reunite art and life again (cf. De MuL, 1999). Though Constant repeat-
edly refers to Johan Huizinga’s Homo Ludens (1938) in his texts on New Babylon, and with-
out a doubt has been influenced deeply by Huizinga’s idea that play and freedom are close-
ly connected, he opposes Huizinga’s claim that play is distinct from ‘ordinary’ life both in
terms of locality and duration (Huizinga 1970). Constant, on the contrary, strived for a radical
‘ludification’ of life and society as a whole: the Homo Ludens of the future «turns away from
the utilitarian world in which creativeness was only an escape and a protest» (CONSTANT
1970). In this respect the ‘society of infinite play’ Constant envisioned shows more kinship
with the playful world Friedrich Schiller sketched in his On the Aesthetic Education of Man
(1794/1795), in which he argues for the emancipation of the human play-drive. His empha-
sis on human playfulness also connects Constant with the counter-culture of the sixties,
especially with his contemporary Herbert Marcuse who, in Eros and Culture, published one
year before Constant started the New Babylon project, also followed Schiller’'s Romantic
ludology (MAarcuse 1955). Moreover, some of the philosophies favored by the representatives
of the current counter-culture, such as Gilles Deleuze’s desirology, also show remarkable
similarities with the spirit of Constant’s New Babylon. Deleuze’s notion of the productivity of
desire and his plea for a nomadic lifestyle resemble the nomadic life of the New Babylonians,
who live in a «world of plenty» (CONSTANT and SCHIMMELPENNINCK 1998),, in which «under one
roof, with the aid of moveable elements, a shared residence is built; a temporary, constant-
ly remodeled living area; a camp for nomads on a planetary scale» (CONSTANT 1974).

However, the most remarkable rediscovery of Constant took place in the realm of cyber-
space and hybrid space theories. «Perhaps the most striking resonance is the way the proj-
ect prefigures contemporary concerns with electronic space. Its fantasies of an infinite flexi-
ble, ever-shifting, interactive spatiality is echoed in countless computer-based projects of
recent years» (WIGLEY 1998, 63). Within this perspective, New Bablyon appears as an ana-
logue prefiguration of the World Wide Web. In the words of the editors of The Activist
Drawing: Retracing Situationist Architectures from Constant's New Babylon to Beyond:
«Several decades before the current debate about architecture in the supposedly placeless
electronic age, Constant conceived an urban and architectural model that literally envisaged
the World Wide Web. The inhabitants of his New Babylon drift through huge labyrinthine inte-
riors, perpetually reconstructing every aspect of the environment according to their latest
desires. Wallls, floors, lighting, sound, color, texture, and smell keep changing. This network
of vast ‘sectors’ can be seen as a physical embodiment of the Internet, where people con-
figure their individual Web sites and wander from site to site without limits. With its parallels
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to our virtual world, New Babylon seems as radical today as when it was created» (CONSTANT,
ZEGHER et al. 2001, back flap). And it should be stressed that this is not simply a conceptual
parallel. The computer was at the very heart of New Babylon: «In 1957, Constant had writ-
ten in the Liga Bulletin that ‘technique, electronics, construction, and movement’ were
already transcending their utilitarian meanings. At the opening of the Essen exhibition [in
1960] , ‘Electronics, automation, cybernetics, space travel, chemicals is the list of raw mate-
rials of the new way of life’. From the beginning, Constant closely followed the arguments of
Norbert Wiener, the leading theorist of cybernetics, repeatedly citing texts like The Human
use of Human Beings to the effect that the computer will allow all work to be automated.»
(WIGLEY 1998, 63).

However, like the other members of the Situationist International, such as Guy Debord and
Asker Jorn, Constant strongly opposed any form of utilitarian society, be it capitalist or social-
ist, as this type of community asserts «the exploitation of the human being’s capacity for
work» as «a fundamental reality» . The ‘unitary urbanism’ the situationists defended, aimed
at a synthesis of art and technology. For that reason, New Babylon should be both techno-
logical and playful: «Technology is the indispensable tool for realizing an experimental col-
lectivism. To seek to dominate nature without the help of technique is pure fiction. As is col-
lective creation without the appropriate means of communication. A renewed, reinvented
audiovisual media is an indispensable aid. In a fluctuating community, without a fixed base,
contacts can only be maintained by intensive telecommunications. Each sector will be pro-
vided with the latest equipment, accessible to everyone, whose use, we should note, is never
strictly functional. In New Babylon air conditioning does not only serve to recreate, as in util-
itarian society, an ‘ideal’ climate, but to vary ambiance to the greatest possible degree. As
for telecommunications, it does not only, or principally, serve interests of a practical kind. It is
at the service of ludic activity, it is a form of play» (CONSTANT 1974).

However, it is not only because of the use of ‘intense telecommunications’ and computers
that New Babylon prefigures cyberspace. It is also, and more profoundly, the flexible data-
base-like structure of New Babylon. The dynamic, endless recombination of architectonical
elements that characterize New Babylon expresses the database ontology that rules our
present age. New Babylon is a paradigmatic example of what we might call ‘recombinant
urbanism’ or ‘database architecture’.

2. Database Architecture
When we use the term ‘database architecture’ we may refer to two different things. On the
one hand it is a familiar term in information theory. In this case the emphasis is on the word

database (‘database architecture’). The word ‘database’ refers to a structured collection of
records or data that is stored in a computer system. Within information theory the meaning
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of the word ‘database’ is not univocal, however. It has at least three different meanings. First
of all, the word ‘database’ might refer to the collection of data (for example a list containing
all the titles of the books on Constant’s New Babylon in a particular library). Second, it might
refer to the hard- and software used to organize these data. For example, | use EndNote, a
bibliographical database that runs on a Windows PC. A more precise formulation of this sec-
ond meaning of the word ‘database’ is ‘database management system’ or DBMS. Third, the
word ‘database’ might refer to the specific conceptual model or principle according to which
the database management system is designed. In the course of the (short) history of the
computer database, different database models have been developed, such as the hierar-
chical model, the network model and the relational model. It is within this context that the
word ‘database’ is often used in combination with the word ‘architecture’. ‘Database archi-
tecture’, then, refers to the specific conceptual structure and functional behavior of the data-
base management system under consideration.

Although we have seen a remarkable development in database modeling in the past
decades, leading to ever more flexible database models (the relational database currently
being the most flexible and therefore dominant type), on a fundamental level all database
models show the four basic operations of persistent storage, which we might call the ABCD
of computing: Add, Browse, Change, and Destroy. Together these four basic operations of
almost all computer software - which correspond to the structured query language (SLQ)
commands Insert, Select, Update, and Delete - form the dynamic elements of the database
ontology that constitutes the fundament of the worldview in our age of digital recombination.

Nowadays, database applications span virtually the entire range of computer software, rang-
ing from mainframe databases for administrative purposes and multimedia encyclopedias
on cd-roms to search engines, wiki’'s and other Web 2.0 applications on the Internet.
However, the impact of databases is not restricted to the world of computing. Databases
often function as material metaphors. This happens when they evoke acts in the material
world (HavLes 2002). Examples of these are biotechnological databases used for genetic
engineering, or databases implemented in industrial robots, enabling mass customization.
In addition, databases may create a surplus of meaning, on top of their instrumental func-
tion (cf. VAN DEN BOOMEN, in preparation). In that case the database functions as a concep-
tual metaphor which structures our experience of ourselves and of the world.

The psychologist Maslov once remarked that for those who only have a hammer, everything
appears to be a nail. In a world in which the computer has become the dominant technolo-
gy everything is becoming a database. As Lev Manovich states in The Language of New
Media, databases have become the dominant cultural form of the computer age (MANOVICH
2002, 219). This also applies to the world of architecture, and this brings me to the second
cluster of meanings that surround the phrase ‘database architecture’.
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If we put the emphasis on the second word, the phrase, ‘database architecture’ refers to all
types of architecture that are being constituted - ‘in-form-ed’ - by the aforementioned data-
base ontology. Database architecture is a clear example of the material and conceptual
effects of the database metaphor. Following Ole Bouman in Realspace in Quicktimes.
Architecture and Digitalization, we could distinguish between three levels (BouwmaN 1996).
First of all, ‘database architecture’ might refer to the increasing use of computer technolo-
gies for the design and presentation of ‘real architecture’. In a relatively short time Computer
Aided Design (CAD) has changed the everyday practice of almost every architect. This is not
surprising, given the fact that AutoCAD rationalizes the entire building process: «AutoCAD is
capable of taking care of drafting, calculation, presentation and management, in short a fair
slice of the production cycle of a building. The standardized format in which drawings are
stored allows for problem-free data exchange via the modem or an internal network, while
a growing library of building components - compiled to one’s own specifications, of course
- speeds up the process of assembling a design. In the presentation phase there are any
number of application programs that can be invoked to optimize the design’s persuasive-
ness (read: visual realism). Computer renderings can now approximate photorealistic quali-
ty» (BouwmaN 1996, 31).

Because of the efficiency and effectivity of CAD this type of ‘database architecture’ has
become absolutely dominant in the world of architectonical design. Nowadays, the credo is:
render or surrender. Building has become data manipulation, an endless recombination of
building components. However, since we are dealing with a striking example of a material
metaphor here, this data manipulation has profound reality effects: earth is increasingly
being covered by database buildings.

The crucial question to be posed is whether we should be happy with this development,
which predominantly serves utilitarian purposes. Moreover, it might easily lead to uniformity
and mediocrity. As such, the dominant ‘database architecture’ seems to contradict
Constant’s vision of New Babylon as a creative and playful world. Ole Bouman already for-
mulated this objection against ‘database architecture’ in 1996, when he wrote: «However
easy, flexible and efficient most drawing program extensions may in many respects be, they
inhibit creative computer use. For one thing, everything in the standard software is geared to
solving notorious architectural problems. Because most architects see themselves as serv-
ice providers, the makers of design software also think exclusively in terms of service. That
is after all their market. What is lacking is a speculative level where architecture can be
deployed to explore the strengths and paradoxes of a given program. Although the average
architect will view the automatic solution of architectural problems as a happy release from
a bad dream, for a creative mind it is more of an impediment than an improvement. For
innovative architecture the presence of a catalogue of building components is nothing short
of disastrous. The catalogue’s very convenience turns it into a new tyranny. In architecture

56



only the greatest can get away with doing it the hard way if there is an easier way of doing
things. To be perfectly blunt: the software industry is not in the business of inventing things
that don’t pay» (BouwmaN 1996, 32-3).

Probably for the same reason Constant was reluctant to invest too much hope in the creative
potentiality of the computer. In a lecture given to the Student Association at the Royal
Academy of Copenhagen in 1964 he stated: «The only field of activity inaccessible for the
computer is the unforeseeable act of creativity that makes the man change the world and
reshape it after his capricious needs» (quoted in: WiGgLEy 1998, 63).. One could question,
however, if not the human use of computers constantly leads to unforeseen and unforesee-
able side effects. We don’t need randomizers and chance operation in order to find our-
selves surprised by the outcomes of our computations. Used not as a (necessarily impover-
ished) replacement of the human mind but as an extension of the human mind, the com-
puter can even be regarded as an amplifier of human creativity and playfulness. The Dutch
architect Klaas van Berkel, who designed the Dutch pavilion at the Triennale di Milano in
1996, which was entirely devoted to the digitalization of architecture, expressed this impact
as follows: «To me, the computer is a way of radically breaking with the traditional design
processes. The mediation techniques enabled by the computer signify a complete over-
throw of many architectural assumptions, from the typology of organizational structures, to
the hierarchical order of planning a structure, ending with the details. The computer entails
a radical rethinking of the valuations implicit in architectural design. In this sense computa-
tional techniques could represent the first important development in architecture since mod-
ernism» (quoted in: BouwmaN 1996, 7). Here the database acts not only as a material
metaphor, but as a conceptual metaphor as well, disclosing new visions on architectonical
design and dwelling.

Though Computer Aided Design, like any tool, doesn’t offer any guarantee for quality or cre-
ativity, it might offer the creative architect possibilities that were unachievable in traditional
analogue architectonical design. It might not conquer gravity, but at least defy it in ways
unheard of so far. And it enables forms of complexity unimaginable without the aid of the
computer. Constant realizes this when he discusses the possibility of representing the com-
plexity of the ever-changing topography of New Babylon, which could hardly be represent-
ed by traditional analogue models or maquettes. «Consequently», he writes in the text in the
1974 exhibition in The Hague, «any three-dimensional representation would, in itself, only
have the value of a snapshot, since even admitting that the model of each sector may be
reduced to several planes and sections of the different levels, and that one manages there-
by to constitute a sort of detailed atlas of the sectors, it would still be necessary, from one
instant to the next, to record, using symbolic notations as in a ship’s log, all the topographi-
cal modifications that are produced. Recourse to a computer will doubtless be necessary to
resolve such a complex problem» (CONSTANT 1974).
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However, the use of Computer Aided Design covers only one aspect of ‘database architec-
ture’. The second meaning of this phrase refers to the implementation of intelligent database
management systems in buildings. Here we enter the broad domain of domotics or home
automation. We should not only think of already present techniques used in building automa-
tion, such as light and climate control, control of doors and window shutters, security and
surveillance systems, but also of bathroom fittings that monitor your state of health, or pro-
vide you with clothing suggestions; of fridges that keep track of the groceries you might
need, and automated cooking facilities; of the control of multi-media home entertainment
systems, or automatic houseplant watering; of smart sustainable technologies that would
enable self-sufficiency, and domestic robots or systems for pet feeding; of smart materials
that facilitate extensive flexibility and that have the power to enhance experiences, or auto-
matic scenes for dinners and parties, or online connections to a wide range of environments
SO as to banish any sense of monasticism: this would not be limited to graphic information
but would also include olfactory, auditory and tactile data, and last but not least, more user-
friendly and playful control interfaces. The ultimate version of this second type of ‘database
architecture’ would be a «building that is actually one vast database» (BouwmaN 1996, 39).

This second type of ‘database architecture’ is also an integral part of Constant's New
Babylon. | quote once more form Constant’'s 1974 description of New Babylon: «The climat-
ic conditions (the intensity of lighting, temperature, the hygrometric state, ventiliation) are all
under technical control. Inside, a variable range of climates can be created and modified at
will. Climate becomes an important element in the play of ambiance, all the more so since
the technical apparatus is accessible to everybody and the decentralization (of distribution)
encourages a certain autonomy of the sector or group of sectors. Smaller centers are pre-
ferred to a single center, which facilitates reproducing the most diverse climates and, why
not, inventing new ones as a contrast, changing the seasons, transforming them according
to an infinitely varied synchronization accorded to the metamorphosis of space. The audio-
visual media will be used in the same spirit. The fluctuating world of the sectors calls on facil-
ities (a transmitting and receiving network) that are both decentralized and public. Given the
participation of a large number of people in the transmission and reception of images and
sounds, perfected telecommunications become an important factor in ludic social behaviors
(ConsTaNT 1974). All the changing desires of the playful New Babylonians will be accommo-
dated by electronics that both monitors their desires and acts on them.

Though this may have sounded a weird utopia in 1974, at the beginning of the twenty-first
century it has become the official vision and strategy of companies such as Philips under the
titte Ambient Intelligence: «Ambient Intelligence (Aml) is the vision that technology will
become invisible, embedded in our natural surroundings, present whenever we need it,
enabled by simple and effortless interactions, attuned to all our senses, adaptive to users
and context and autonomously acting. High quality information and content must be avail-
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able to any user, anywhere, at any time, and on any device» (LINDWER, MARCULESCU et al.
2003, 1). At the beginning of the new millennium the European Commision embraced this
vision as one of it focal points for policy and strategy with regard to technology development,
in order to arrive at a «a people friendly information society» (DUCATEL, BogbaNowiCcz et al.
2001; DucaTeL, Boapanowicz et al. 2001; cf. VAN DEN BERG 2009, 57ff.).

It's clear that the gap between the Philip Ambilight and the visions formulated by Philips and
the European commission is still enormous, but it is remarkable how much this vision and
strategy resembles New Babylon. And although it might be expected that our technological
future will differ from the visions presented by Constant in many respects, the fact that this
second type of ‘database architecture’ will find some form of realization in the not-so-far
away future seems evident to me. Not only because of the technological developments that
will facilitate its realization, but also because of social and cultural developments, like the
aging of the population, the growth of the number of people that live alone or belong to busy
double income households, and the growing environmental necessity of sustainable
dwelling.

Whereas the first type of ‘database architecture’ - computer aided design - already expands
the possibilities and flexibility of architectectural design and construction, the second type
designates a new step in the development of architecture as the ‘Art of the Possible’. In its
most radical form, as envisioned by Constant, the ambient intelligent buildings of the future
will change permanently and endlessly. Referring to Herakleitos’ famous saying, Ole
Bouman declared that regarding the house of the future we will experience that "you can’t
step twice into the same house’ (BouwmAN 1996, 39).

However, there is another, third meaning of the of the phrase ‘database architecture’ that will
expand the ‘Architectonical Art of the Possible’ even further. | am referring to the design and
construction of entirely virtual buildings, to the moment that we will ‘enter the screen’ and
start to dwell in cyberspace, in buildings that are entirely built of information. Here ‘database
architecture’ seems to find its ultimate destination. It opens a realm characterized by the
endless recombination of its virtual building blocks, a world of endless change and flexibili-
ty, for which Mark Novaks coined the term ‘liquid architecture’. In his contribution to
Benedikt's epochal Cyberspace. First Steps Novak expresses the fascination and euphoria
that accompanied the discovery — or should we rather say: invention - of cyberspace:
«Cyberspace is liquid. Liquid cyberspace, liquid architecture, liquid cities. Liquid architecture
is more than kinetic architecture, robotic architecture, an architecture of fixed parts and vari-
able links. Liquid architecture is an architecture that breathes, pulses, leaps as one form and
lands as another Liquid architecture is an architecture whose form is contingent on the inter-
ests of the beholder; it is an architecture that opens to welcome me and closes to defend
me; it is an architecture without doors and hallways, where the next room is always where |
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need it to be and what | need it to be. Liquid architecture makes liquid cities, cities that
change at the shift of a value, where visitors with different backgrounds see different land-
marks, where neighborhoods vary with ideas held in common, and evolve as the ideas
mature or dissolve» (Novak 1991, 250-1). For Novak cyberspace and architecture are almost
identical: «Cyberspace is architecture; cyberspace has an architecture; and cyberspace
contains architecture» (idem, 226). Liquid Architecture is even characterized by an «excess
of possibility» (idem, 244).

It's not entirely surprising that Novak explicitly refers to Constant’s New Babylon, quoting
Constant designating New Babylon as a «netlike pattern», an «abundant manipulation of
colour, light, sound, climate, by the use of the most varied kinds of technical apparatus»,
characterized by the «shaping of the interior at any given moment», in which «one can wan-
der for prolonged periods through the interconnected sectors, entering into the adventuer
afforded by this unlimited labyrinth» (idem, 247).

When we look at the present state of Virtual Reality again we must acknowledge the gap that
exist between vision and reality. Even the most advanced virtual reality systems today, such
as the CAVE, are only a bleak shadow of the liquid architecture mentioned by Novak.
However, when we take a look at desktop virtual reality, as we find it in online worlds like
Second Life and in nonlinear and nonfinal online games that are designed and modified by
the players, we enter a world that in many respects resemble the way New Babylon is being
constructed in the Constant’s vision, as an Architecture without Architects. For that reason
it's not entirely a surprise that in recent years game designers and game theoreticians often
refer to Constant. For example, in ‘New Babylon Reloaded. Learning from the Ludic City’
Lukas Feireiss writes: «The ‘play architectures’ in the latter [i.e.worlds like Second Life] are
open in principle and develop without a central game designer. Here, in the ludic space of
computer game worlds, something is happening that Constant earlier envisioned in his
design for the ludic city. His description of the New Babylonians very much applies today’s
game designers and players: ‘They wander through the sectors of New Babylon seeking
new experiences, as yet unknown ambiances. Without the passivity of tourists, but fully
aware of the power they have to act upon the world, to transform it, recreate it' (CONSTANT
1974).» . (FEREISS 2007, 220).

3. Between possibility and reality

When we overlook the discussion of the three different though related meanings that | have
given to ‘database architecture’, we might call New Babylon the ultimate dream of ‘database
architecture’, as it seems to encompass and synthesize these three different connotations:
computer aided design, ambient architecture and virtual reality. It's a vision of a hybrid world,
built of real and virtual elements, as much a real virtuality as a virtual reality. It's a world of
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infinite possibilities and play, created by and in a new kind of liquid architecture for which the
title ‘Art of the Possible’ seems to be most apt. In a way New Babylon seems to be a dynam-
ic version of another spectacular architectonical vision that has been formulated in the mid-
dle of the twentieth century: Jorge Luis Borges’ ‘The Library of Babel’, that contains all exist-
ing and possible books.

On the surface, the liquid ‘database architecture’ of New Babylon seems to reflect what
Zygmund Bauman has called the «liquid modernity» of our present world . New Babylon may
be the ultimate expression of this world of ever accelerating change and increasing flexibili-
ty. However, we should realize that the freedom in New Babylon is not unlimited. Much is
possible in the construction of New Babylon, but evidently not everything. Notwithstanding
the «excess of possibility», even as a phantasmatic thought experiment New Babylon is
characterized by constraints of various kinds (cf. DENNETT 1995, 118ff. ). First of all, there are
logical constraints. Though the liquid architecture of New Babylon might be extremely flexi-
ble - and logical possibility is extremely generous ontologically, especially in the virtual
domain - it cannot transgress the basic laws of logic. It is logically possible that in New
Babylon - to quote Novak once more - «the next room is always where | need it to be and
what | need it to be», however, we cannot have the next room and not have it at the same
time, to mention one simple example of logical impossibility. And insofar the domain of New
Babylon overlaps our physical world, it may defy, but not contradict the basic laws of physics.
Not everything which is logically possible, is physically possible. From a logical perspective
there are no obstacles to imagine a building floating on thin air; from a physical perspective
it might be hard to realize. And if liquid architecture also implies included organic architec-
ture - architecture that ‘breathes’ as Novak suggests (Novak 1991, 250) -, it cannot contra-
dict the basic laws of biology concerning development, growth, metabolism and reproduc-
tion. Not everything which is physically possible is biologically possible! And finally, there are
historical constraints, which apply both to nature and culture and which are closely connect-
ed with path dependency. A flying horse might be possible biologically, but from an evolu-
tionary perspective, it is very unlikely that it will emerge from the present species horse.
«Historical impossibility is simply a matter of opportunities passed up» (cf. DENNETT, 1995,
118ff). Also in the history of architecture there are clear historical constraints. Even in New
Babylon this will be the case, at least for finite creatures like human beings.

Perhaps the most important constraints regarding the amount of freedom and possibilities in
New Babylon are anthropological in nature. The question is whether infinite play and possi-
bilities are apt for finite creatures like man. In order to clarify this question, | will refer to the
philosophical anthropologies of Heidegger and Plessner, that both have been presented at
the end of the twenties in the last century and that both have a special relevance for archi-
tecture. Although they differ in many respects (which have led to highly critical remarks to-
and-fro), they both have their starting point in human finitude (cf. De MuL 2004).
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Of course, the finitude of man is not an exclusively modern theme. It already played a
prominent role in the thinking of the Middle Ages. However, as Odo Marquard has shown,
in Mmodern philosophy there has been an important shift in the meaning of the concept.
Where the finite, in contrast to a transcendent God, was first understood as that which is
created - that is to say, that which does not have its ground in itself - in modern secularized
culture it is defined immanently as that which is limited in space and time (MARQUARD 1981,
120). A crucial difference between Plessner and Heidegger lies in the fact that in their reflec-
tion on man they depart from different dimensions of finitude. In Being and Time (SEIN UND
ZEeT, 1927), Heidegger takes finitude in time as his point of departure . In this context fini-
tude is primarily understood as mortality and the human way of being (DASEIN, literary trans-
lated: there-being), characterized by the awareness of this mortality, consequently is
defined as a Being-unto-death (Sein zum Tode). In the Stages of the Organic and Man (Die
Stufes des Organischen und der Mensch, 1928) Plessner’s point of departure, however, is
finitude in space, in which finitude is primarily defined as positionality and human life, in its
specific relation to its positionality, as eccentric (exzentrisch). Let me explain what these
accounts of human finitude imply for architecture in general and for New Babylon in parti-
cular.

For Heidegger an important starting point is that human beings (Heidegger speaks about
human Dasein, there-being) distinguish themselves from non-living nature and other ani-
mals because they don’t have fixed characteristics. As human beings we exist in time, which
means that, while we live are living in the present, we are always oriented towards our future
possibilities. This ontological status enables us to imagine non-existing worlds and states of
being. Without human creativity, New Babylon included, would be unthinkable. However,
Heidegger also emphasizes that at the same time we are always constrained by the possi-
bilities we have realized in the past. In a concise formula Heidegger calls man a thrown pro-
ject (geworfenes Moglichkeit) (HEIDEGGER 1979).

This does not mean, however, that thrownness and projectivity are always in balance. In
Western culture since the age of modernity there seems to be a growing dominance of the
projective dimension of our existence above our thrownness. In the modern era man under-
stands himself predominantly as an autonomous, free acting subject. The modern subject
can be conceived of as a Homo volens, that shapes her life autonomously. Modern tech-
nology has given this autonomous subject powerful means to increase her power to choose
and act. Whereas in the premodern culture most choices — your life partner, occupation, reli-
gion — usually were made for you, as a modern subject you continuously have to choose.
Whether it concerns the simple choice between the left or right door in a computer game or
the choice for a certain life style, every time the emphasis is on the volitional dimension of
our personality. As we already noticed with Zygmund Bauman , this leads to an growing flex-
ibilization and liquidification of our world and ourselves.
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However, because our human existence is not fixed, but always have to be realized in the
future, in Building Dwelling Thinking Heidegger also emphasizes the homelessness of
human Dasein. The more our world and our selves becomes liquid, the more radical our
homelessness becomes. This lead Heidegger in 1951 — Germany was still partly in ruins — to
make the following provocative statement: «We are attempting to trace in thought the nature
of dwelling. The next step on this path would be the question: what is the state of dwelling in
our precarious age? On all sides we hear talk about the housing shortage [Wohnungsnot],
and with good reason. Nor is there just talk; there is action too. We try to fill the need by pro-
viding houses, by promoting the building of houses, planning the whole architectural enter-
prise. However hard and bitter, however hampering and threatening the lack of houses
remains, the real plight of dwelling does not lie merely in a lack of houses. The real plight of
dwelling is indeed older than the world wars with their destruction, older also than the
increase of the earth’s population and the condition of the industrial workers. The real
dwelling plight lies in this, that mortals ever search anew for the nature of dwelling, that they
must ever learn to dwell. What if man’s homelessness consisted in this, that man still does
not even think of the real plight of dwelling as the plight? Yet as soon as man gives thought
to his homelessness, it is a misery no longer. Rightly considered and kept well in mind, it is
the sole summons that calls mortals into their dwelling» (HEIDEGGER 1975, 161).

In developing his New Babylon project, Constant seems to give thought to the radical home-
lessness of human Dasein. The popularity of Constant among architects like Rem Koolhaas,
Alison and Peter Smithson and Peter Eisenman seems to be that in New Babylon they rec-
ognize this expression of the radical homelessness of modern man (VAN O0OSTEN 2004). Their
enthusiasm for his ‘database architecture’ is understandable as far as New Babylon express-
es the radical freedom that is connected with the radical homelessness. However, for mortal
beings that are thrown in their existence this radical freedom is also experienced as a radi-
cal form of alienation and rootlessness. Cyberspace as a realm of pure possibility, that is: as
a non-place in the most radical sense of the word, is inhabitable for human Dasein.

In Stages of the Organic and Man Helmuth Plessner arrives at a comparable conclusion in his
analysis of what he calls the Stages of the Organic and Man «eccentric positionality» (exzen-
trische Positionalitat) of human beings. Like Heidegger, Plessner stresses the finitude of human
being, but in contrast to Heidegger, Plessner puts all emphasis on the spatial dimension.
According to Plessner living creatures distinguish themselves from the lifeless because they not
SO much possess contours but are characterized by a boundary (Grenze), and consequently by
traffic between both sides of this boundary (Grenzverkehr). Moreover, living creatures are char-
acterized by a specific relationship to their boundary, that is, by a specific form of positionality.

The manner in which positionality is organized determines the difference between plant, ani-
mal and human being. In the open organization of the plant, the organism is not yet in a rela-
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tionship to its positionality. Neither the inner nor the outer have a center. In other words, the
plant is characterized by a boundary which has no-one or nothing on either side, neither sub-
ject nor object (PLEsSNER 1975, 282ff.). A relationship with its own positionality first appears in
the closed organization of the animal. In the animal that which traverses the boundary is
mediated by a center, which at a physical level can be localized in the nervous system, and
at the psychic level is characterized by awareness of the environment. As distinct from the
plant, the centered animal is not only a body, it is also in its body. The human life form dis-
tinguishes itself from the animal because man also maintains a relationship with this center.
Although man also (always) takes up a centrist position, he has a specific relationship to this
center too. There is therefore a second mediation: man is aware of his center of experience
and is, as such, eccentric. «Man not only lives (lebt) and experiences his life (erlebt), but he
also experiences his experience of life» (Idem, 364). «A living person is a body, is in his body
(as inner experience or soul) and at the same time outside his body as the perspective, from
which he is both» (idem).

Man is both centric and excentric. As a centric being he is aware of a reality beyond the
boundary that distinguishes him from the world. However, as an eccentric being, he is not
only aware of reality, but also of that which is possible. Man is always beyond reality and in
a sense has always lived in a virtual reality. Thanks to language we can imagine all kinds of
non-existing worlds, from fairy tales to Second Life and New Babylon. Thanks to his eccen-
tricity man is the creative animal. However, this also implies that man, unlike other animals,
never coincides with the reality (s)he’s in. (S)he is characterized by a "constitutive homeless-
ness’ (idem, 309). . «As an eccentric being man is not in an equilibrium, he is without a place,
he stands outside time in nothingness, his constitution lacks a fatherland (konstititiv heimat-
los). He always still has to become ‘something’ and create an equilibrium for himself»
(PLEssNER 1975, 385). Man has a constitutive desire for a place that promises him rest, sta-
bility, shelter and identity. In short: which promises him and her a home. On the basis of this
anthropological analysis of the eccentric positionality Plessner formulates three ‘anthropo-
logical laws’, which are highly relevant to architecture .

The first one is that man is artificial by nature. Man tries to escape the constitutive home-
lessness by creating an artificial home. «Man tries to escape the unbearable eccentricity of
his being, he wants to compensate for the lack that constitutes his life form. Eccentricity and
the need for complements are one and the same. We should not understand ‘need’ in this
context psychologically or as something subjective. It is something that is logically prior to
every need, drive, tendency or will. In this fundamental need or nakedness we find the motive
for everything that is specifically human, the focus on the irrealis and the use of artificial
means, the ultimate foundation of the technical artefact and that which it serves: culture»
(PLESSNER 1975, 385). And from the dawn of mankind within culture architecture has literar-
ally played a crucial role in the satisfaction of this longing for a place to live, a home.
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However, according to the second anthropological law, which Plessner called the law of
mediated immediacy, the artifacts created by man acquire a certain independency. Man
creates culture and technologies, but as soon as cultural artifacts and institutions exist, they
start to determine man as well: «<Equally essential for the technical artifact is its inner weight,
its objectivity that discloses the aspect of technology that only can be found or discovered,
but never made. Everything that enters the sphere of culture shows its dependence on
human creation. But at the same time (and to the same extent) it is independent from man»
(PLESSNER 1975, 397). As a result, culture and technologies themselves become alienating
forces that stimulate man again and again to create new culture that again and again prom-
ises to offer him a home, in the end. Hence a never-lasting historical development of archi-
tecture. However, man is denied ever finding this home. For a creature whose existence is
characterized by a fundamental homelessness, this hope is necessarily a blind hope and
therefore in vain.

This should not be surprising given Plessner’s third anthropological law, that of utopian
standpoint. Again and again, culture promises man to give him a home. However, the prom-
ise to provide that which by definition man must do without - «safety, reconciliation with fate,
understanding reality, a native soil» - (PLESSNER 1975, 420) - can be no other than a religious
illusion. The fact that for many people in a secular societies political and technological ide-
ologies have taken over the Utopian role of religion does not make this law any less valid.

4. New Babylon revisited

How should we evaluate the database architecture of New Babylon, from this anthropologi-
cal standpoint? Is it a utopia that we should distrust because it promises us something we
cannot find? In a sense it is, because as an imaginary project it is literarally a utopia, a non-
place.

However, we should not draw this conclusion too quickly. From the very beginning Constant
has declared that New Babylon is not a utopia, but a realizable project. Moreover, New
Babylon definitely does not promise us a home. At least not in the classical sense of the
word. New Babylon celebrates the human eccentricity and creativity. In its celebration of the
nomadic lifestyle it takes the radical homelessness of human existence seriously. Perhaps a
little bit too seriously.

However, it is remarkable that in the first years of the project the maquettes, drawings etc. of
New Babylon hardly showed any inhabitant. In a lecture on 23 May 1980 at the school of
architecture at Delft University, Constant summarized his retrospective thoughts on New
Babylon as follows: ‘... it is possible to form a fairly clear idea of an as yet uninhabited world.
It is more difficult to populate this world with people who live so very differently from our-
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selves: we can neither dictate nor design their playful or inventive behavior in advance. We
can only invoke our fantasy and switch from science to art. It was this insight that prompted
me to stop work on the models and to attempt in paintings and drawings, however approx-
imately, to create some New Babylonian life. This was as far as | could go. The project exists.
It is safely stored away in a museum, waiting for more favorable times when it will once again
arouse interest among future urban designers» (Witte de With. Center for Contemporary Art
1998).

In Constant’s New Babylon: the hyper-architecture of desire, Wigly interprets the albsence of
human figures in the first presentations as a polemical gesture. However, he also notices that
in the course of the further development of the project, when the drawings started to dema-
terialize shadowy figures began to appear: «Eventually they become the center of attention,
with New Babylon just a few intersecting planes in the background, but they remain vague -
and vulnerable. In one of the early drawings of 1960, a few stick figures appear in the space,
their spindly bodies resembling the ladders in front of them. Two years later, a few blotchy
figures can be seen, suspended above us or running through the space, only to return with
a vengeance in 1965 when they completely fill the spaces that are now no more than a few
quick lines. Hundreds can be seen in restless crowds on the multiple levels, or dispersed
across the ground blow. But they are till ghosts in a space that is itself phantomlike. Discrete
figures finally come into focus against a few diaphanous planes in 1968. But their blotchy
from now looks like blood stains. Any doubt is removed when they become red. There is a
sense of ongoing violence. As we finaly get close to the figures, close enough to make out
facxes, they have been piled up or are splattered across every surface as if there has been
horrific carnage. Human life becomes just a stain of extinction» (WIGLEY 1998, 69).

In his 1974 retrospective, Constant reaffirms that New Babylon is no utopia, in the sense that
it will not necessary be a peaceful place: «<From Homo Faber’s point of view, New Babylon
is an uncertain universe in which the ‘normal’ man is at the mercy of every possible destruc-
tive force, every kind of aggression. But let us note that ‘normality’ is a concept linked to a
certain historical practice; its content is therefore variable. As for ‘aggressivity,” psychoanla-
ysis has granted it considerable importance, going so far as to define an ‘instinct’ of aggres-
sion. The area of study thus found itself reduced to the man who struggles for his existence,
to the human being engaged in that immemorial combat he, like other species, is still
engaged in. The image of a free man who does not have to struggle for his existence is with-
out historical basis. The instinct of self-defense has also been postulated as the primordial
instinct of the human being, and of all that lives. And it is to that instinct that all the others are
related» (CONSTANT 1974).

We can read Constant’s repeated statement that New Babylon is no utopia in yet another
way. It might be a realizable project, but not for man as he presently exist. As enlightened
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mortals, we might be too late for utopian hope. In emphasizing the nomadic homelessness
of the New Babylonians, Constant’s grand vision is an effective antidote for the blind hope
that we will ever find a final home. However, being the finite, eccentric creatures we are, we
cannot live without this blind hope (cf. D MuL 2009).

We might be past a religious or secular metaphysics that promise us a home, but we are
certainly not ready for dwelling in cyberspace yet. Thus the problem is not so much that New
Babylon is far beyond what can be built, but rather far beyond what is livable for finite, ana-
logue creatures like us. In order to be able to live in the pure virtuality of cyberspace - virtu-
ality not in the sense of ‘not real’ but in the sense of ‘sheer possibility’ - we should become
another kind of being. Perhaps the greatest challenge for architecture in the twenty-first cen-
tury is to create the habitat for those who will succeed us in the evolution of life on earth. But
we should not forget that in doing so, we are organizing a party for which, ultimately, we will
not be invited (D MuL 2001).
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The Time of Geometry’

Over the last few years, in an intermit-
tent and continuously way. Carlos
Ferraters architecture Studio has deve-
loped new Systems of formal expres-
sion; a set of designs that configure a
family of autonomous experiments in
design approach with a single logic:
geometry as a way of approaching
landscape and urban form.

Modern architecture was a hedonistic
movement, abstraction, rigor and seve-
rity were no more than kinds of artifice
that led to the creation of the most pro-
vocative description of the experience
of modern life. Today it is possible to
employ this conception by adapting it to
contemporary conditions. In the presen-
ce of globalized economy, the extraordi-
nary zenith of the media and the com-
plexity of computer networking, abs-
traction, rigor and severity will once
again become the things that will lead
us to create the most provocative des-
cription of contemporary experience.

The phenomenon of the late-capitalist
city is set within a model that demands
the profound adjustment of the primary
and secondary sectors of the economy.
Extensive and strategic areas of land
will have to be reconsidered and upda-

El tiempo de la geometria’

CARLOS FERRATER
carlos@ferrater.com

urante estos Ultimos afios, de forma intermitente

pero continuada, el estudio de Carlos Ferrater ha
desarrollado nuevas vias de expresion formal. Un con-
junto de proyectos que configuran una familia de expe-
riencias autbnomas, encadenadas en una misma légica
de aproximacion proyectual: la geometria como medio
de aproximacion al paisaje y a la forma urbana.
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ted, in the city as well as its periphery.
The emergence of peri-urban spaces,
either rural or urban, has introduced
new parameters in landscape architec-
ture, converting it into the setting for
new projects.

The praxis and theory of project
design

Today, the multiplicity of the landscape
(understood in all forms: urban, degra-
ded or virgin) combined with the com-
plexity of new cities, enables us to esta-
blish new areas of experimentation. The
tremendous capacity of computers
(understood as an extension of the land,
an extended arm if you will) helps us
explore their possibilities. Computers
are not only understood as machines
that facilitate the production of design
documents, but as an instrumental
extension of thought and of geometric
and spatial generation.

When designing, in the moment that we
are confronted with a blank sheet of
paper, we must face the contradiction
inherent in any creative act: between
understanding each work as a new
experience, the rejection of reformula-
ting the known, and the ongoing process
of the architect’s own design approach
and technique. By understanding lear-
ned experience as a consideration that
would lead to the reformulation of an
earlier project (one contrary to the
necessity of restarting a new project)
each new experience implies a certain
internal violence as well as an intellec-
tual risk.’

The formulation of a theoretical corpus
selected from the practice of project
design. The initial stages undergo a
revision of intentions, the first intuition
is confronted with a reality via an empi-
rical process, the instrumental and pro-
cedural aspects acquire enormous rele-
vance, helping to from a theory of
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La arquitectura moderna fue un movimiento hedonista; la
abstraccion, el rigor y la severidad no eran mas que arti-
ficios que llevaban a crear el cuadro mas provocativo
sobre la experiencia que constituia la vida moderna. Hoy
es posible interpolar esta concepcion adaptandola a las
condiciones contemporaneas. Ante una economia glo-
balizada, el extraordinario auge de los medios y la com-
plejidad de las redes informaticas, la abstraccion, el rigor
y la severidad volveran a ser los que nos llevaran a crear
la imagen mas provocativa sobre la experiencia contem-
poranea.

El fendmeno de la ciudad tardocapitalista se enmarca en
un modelo econdmico que exige un profundo ajuste de
los sectores primario y secundario de la economia.
Extensas y estratégicas areas de suelo deberan ser
reconsideradas y actualizadas, tanto en la ciudad como
en su periferia. La eclosion de los espacios periurbanos,
ni campo ni ciudad, ha introducido nuevos parametros
en la arquitectura del paisaje y la ha convertido en el
escenario de nuevos proyectos.

Praxis y teoria del proyecto

Hoy la multiplicidad del paisaje, entendido en todas sus
formas: urbano, degradado o virgen, asi como la com-
plejidad de las nuevas ciudades, nos permiten esta-
blecer nuevos lugares de experimentacion. La gran
capacidad de los ordenadores, entendidos como la pro-
longacion de la mano, ese brazo mas largo, nos ayudara
a pulsar sus posibilidades. Entender los ordenadores
como herramientas de generacion geomeétrica y espa-
cial, como una extension instrumental del pensamiento,
mas alla de su condicion elemental que posibilita y facili-
ta el dibujo de los documentos del proyecto.

Al proyectar ante el papel en blanco, nos enfrentamos a
la contradiccion, inherente a todo acto creativo, entre
entender cada obra como una nueva experiencia que no
quiere reformular lo ya sabido y el proceso continuo en el



design. In the face of each new expe-
rience (When the discipline acquired is
insufficient) the set of available instru-
ments will have to be revised and when
appropriate, the search for new tools
will have to commence. Sometimes
there  occur  small  discoveries.
Sometimes these discoveries help to
facilitate design technique; with them,
you begin again the search for other
systems of spatial organization and for-
mal expression.

Transversaliy

Overwhelmed by the multiple inter-
mediation of promoters, developers and
all kinds of agents (wWho appear in the
processes of design and construction)
the architect must rethink the strategies
and mechanisms of control, arming a
project against external incidents. In the
face of such interference, the conference
of a hermetic character to the project

tiempo del hacer proyectual del arquitecto. Entender la
experiencia aprendida como un lastre que conduciria a
reformular el proyecto anterior, frente a la necesidad de
reiniciar cada nuevo proyecto, implica una cierta violen-
cia interna, ademas de un riesgo intelectual (Obra singu-
lar - Proceso contintio).?

La formulacion de un corpus tedrico extraido de la prac-
tica del proyecto. Los planteamientos iniciales se some-
ten a una revision de intenciones; la primera intuicion se
confronta a través de un proceso empirico con la reali-
dad; los aspectos instrumentales y de procedimiento
adquieren gran relevancia y ayudan a conformar una
teoria del proyecto. Ante cada nueva experiencia, y cuan-
do la disciplina adquirida no sea suficiente, debera revi-
sarse el instrumental disponible y, en su caso, proceder a
la busqueda de nuevas herramientas con las que exper-
imentar. A veces, haces pequefios descubrimientos. A
veces esos descubrimientos sirven para facilitar el hacer
proyectual; con ellos, reinicias la busqueda de otras vias
de organizacion espacial y de expresion formal.

Transversalidad

El arquitecto, desbordado por la multiple intermediacion
de gestores, operadores y todo tipo de agentes que
aparecen en los procesos del proyecto y la construccion,
debe replantearse las estrategias y los mecanismos de
control y blindaje del proyecto, ante las incidencias exter-
nas. Conferirle un caracter hermeético frente a esas
injerencias vy, a la vez, dotarlo de flexibilidad para adap-
tarse a las conveniencias reales del emplazamiento, el
programa o la economia. La asuncion de una fuerte
geometria en el origen, capaz de generar un orden
intrinseco del proyecto, dificultara o imposibilitara la
intrusion de factores externos ajenos produciendo una
suerte de blindaje.

La fragilidad de los inicios y las primeras etapas de con-
figuracion de los proyectos obligara a preservarlos de la
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and the simultaneous endowment of fle-
xibility allows the project to adapt to the
real assets of the site, program or eco-
nomy. The initial assumption of a strong
geometry (one capable of generating an
intrinsic order to the project) will render
the intrusion of outside and alien factors
difficult or impossible, thus producing a
sort of armament.

The project’s fragile beginnings, during
the early stages of its configuration,
require that it be protected from the
administration, execution and imple-
mentation that involve noisy apparati
that are often completely at odds with
the architecture.

The transversality and intersection of
disciplines produced in our work today,
may be the motor of collective labor
—the architecture studio or the classro-
om understood as a laboratory of for-
mal experimentation where methodo-
logy becomes procedure. A hybrid,
dynamic and flexible architecture studio
will enable the admissions of specialists
to be seamless, their participation
included in an overall whole, allowing
the subsequent extension of design
teams to continue into the construction
stage. Here, information, agreement
and negotiation are more direct and
viable. Additionally, the utilization of
non-hierarchical geometries will enable
the development of teamwork to be
socialized.

Deformability

1t is in this territory where artifice will
help construct an intrinsic order that
can support the naturalness of a place
or landscape. Contrasting the initial
ideas of a project with a geometrical
premise will help us recognize the place
and pick out its hidden needs, forcing its
authentic condition to surface. The pro-
Ject this begins in the absence of scale
the future of building and construction
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gestion, la ejecucion y la puesta en obra que implican
aparatos ruidosos y, en muchas ocasiones, ajenos total-
mente a la arquitectura.

La transversalidad y el cruce de disciplinas que se pro-
ducen hoy en nuestro trabajo pueden constituir el motor
de la labor colectiva, el estudio de arquitectura o el aula de
proyectos, entendidos como laboratorio de experimen-
tacion formal en los que convertir la metodologia en pro-
cedimiento. Una organizacion cruzada, dinamica y flexible
del estudio de arquitectura, que permitira dar entrada a
los especialistas y concebir con ellos el proyecto como un
todo global, para despuées prolongar los equipos al pro-
ceso de construccion de la obra donde la informacion, el
pacto y la negociacion son mas directos y viables.
También la utilizacion de geometrias ajerarquicas permi-
tira socializar el desarrollo del trabajo en equipo.

Deformabilidad

Sera, pues, en este territorio abstracto donde el artificio
ayudara a construir un orden intrinseco como soporte de
la naturalidad de un lugar o de un paisaje. Contrastar las
primeras ideas de un proyecto con un planteamiento
geomeétrico ayudara a reconocer el lugar, a revelar sus
necesidades ocultas, haciendo aflorar su verdadera




will help the true scale of the interven-
tion to be found. Afterwards, the geo-
metry will gradually demands of the
program, to the point of occasionally
becoming imperceptible.

The initial mathematical and geometri-
cal premises that involve a certain infle-
xibility or rigidity will be adjusted to the
conditions of the project, thus generating
an intimate rapport between geometry
and actually that is more in tune with the
needs of the intervention and the site.
For this reason, the idea of deformability
is complicit or inherent in the geometri-
cal ground plan (from the beginning of
the process) and accordingly, the cons-
tructional mechanisms and their imple-
mentation must be flexible and adapta-
ble to the geometries, which make them
necessary (feedback). Simultaneously,
the experimentation of new forms of
representation, for making these geome-
tries transmissible, is implicit.

This domain is the area to explore the
ability to adapt to landscape: geometri-
cal mechanisms, weaves, nets, plaited
Jforms or folds constitute the «standardy
that structures/disrupts the ground of
the intervention. Occasionally a view-
finder permitting the zooming in and
out of different scales and layers of
information/formation of the ideas
within a single geometrical and cons-
tructional logic. Not the elementary
geometry of pure solids, boxes and
volumes, this is another geometry that
enables us to intervene on the stereo-
metry, to work within the intersections
and articulations, and to imagine how
light interacts with them.

The architect’s work lies, then in the act
of moving from geometry to space.

The strategy of the spiral

The incipient, likely aleatory, decisions
are acknowledged and take on meaning

condicion. Después la geometria se ira adaptando, dul-
cificando o deformando con las operaciones constructi-
vas y las solicitaciones del programa hasta llegar, inclu-
SO, a desaparecer.

Los primeros planteamientos matematicos y geometri-
cos que conllevan una cierta inflexibilidad o rigidez en su
origen se iran ajustando a las condiciones del proyecto,
generando una intima relacion entre geometria y reali-
dad, mas acorde a las necesidades de la intervencion y
del emplazamiento. Es por ello que la idea de deforma-
bilidad esta, implicita o es inherente al parti geomeétrico,
Y, en consecuencia, los mecanismos constructivos y su
puesta en obra deberan ser flexibles y adaptables a las
geometrias que los hacen necesarios (feedback). A la
vez, deberan experimentarse nuevas formas de repre-
sentacion que los hagan transmisibles.

Geometria versus espacio

En ese terreno de juego, en el que se pulsa la capacidad de
adaptabilidad de un paisaje, los mecanismos geometricos,
las mallas, las redes, los trenzados o los pliegues cons-
tituyen la «pauta» que estructura-desestructura el fondo
de la intervencion. Pauta y, en ocasiones, visor, que permi-
tira observar en zoom las diferentes escalas del proyecto
y los niveles de informacion-formacion de las ideas bajo
una misma loégica geometrica y de construccion. No me
refiero a la geometria elemental de soélidos puros, cajas y
volumenes, sino a aquella que permite intervenir sobre la
estereometria, trabajar en las intersecciones y en las arti-
culaciones imaginando como actua en ellas la luz.

El trabajo del arquitecto se halla, pues, en ese transcurrir
de la geometria al espacio.

La estrategia de la espiral
Asi, las primeras decisiones, quizas aleatorias, se recono-

ceny toman sentido al ser sometidas a la geometria o con-
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by being subjected to or confronted by
the geometry. The casual and more arbi-
trary aspects of the procedure will pro-
long some design decisions in time, thus
avoiding the fossilization of earlier ideas.
Moreover, the disorder and chaos that
occur during the first stages of the pro-
Ject (when coherence/contradiction unle-
ash and shut down means of expression)
geometry will help correct the certain-
ties, of the primary enunciation, trans-
cending synergies and contradictions,
impulses and rebuffs, and place real
need face to face with creative ambition.

The process of project development is
subject to constant revision, marked by
the existence of some structuring nodes:
identification of the location; the suita-
bility of the scales of work; and the
structuring of autocriticism. The pro-
Jects are undertaken wholly; we aspire
to elaborate the statement of the project
(that may represent ‘the project of the
project’) by utilizing a spiral strategy so
as to avoid the premature solidification
of the initiatory ideas and proposals. In
this way we proceed from the abstrac-
tion of the first idea towards concretion
and physicality.

Hence, our approach and theories of
design reject more figurative expres-
sions and instead, the demand the pro-
found exploration of the syntactic
aspects of architecture as an increa-
singly abstract expression of language.

Exploring, relating and activating

Since 1989, some of our projects have
been the setting for experimentation
with these geometrical mechanisms. We
have pushed to reach the point of confi-
guring a group or family of autono-
mous, but linked, experiences in the sin-
gle logic of a design approach.

At times the interdisciplinary character
and complexity of the location has made
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frontadas con ella. Lo azaroso del procedimiento alargara
en el tiempo algunas decisiones proyectuales y evitara la
cristalizacion y fosilizacion de las ideas previas. También el
desorden y el caos que se suscitan en las primeras etapas
del proyecto, cuando las situaciones de coherencia-con-
tradiccion abren o cierran vias de expresion, ayudaran a
corregir las certezas del primer enunciado, superando sin-
ergias y contradicciones, apetencias y rechazos, y
enfrentando la necesidad real con la voluntad creativa.

El proceso del proyecto se somete a una revision conti-
nua. Algunos de los nudos estructurantes son: la identifi-
cacion del lugar, la adecuacion de las escalas de trabajo
y la construccion del juicio critico personal. Los proyectos
se abordan de forma global y se trata de elaborar el
enunciado del proyecto y, en ocasiones, «el proyecto del
proyecto», utilizando una estrategia en espiral para evitar
la congelacion prematura de las primeras ideas y pro-
puestas. De esta forma, se avanza desde la abstraccion
de las primeras ideas hacia la concrecion vy la fisicidad.

Pulsar, relacionar y activar

Desde 1989, hemos venido experimentando en algunos
proyectos con estos mecanismos geomeétricos, hasta
llegar a configurar un grupo o familia de experiencias
autbnomas pero encadenadas en una misma légica de
aproximacion proyectual.

En ocasiones, han sido el caracter interdisciplinario y la
complejidad del emplazamiento lo que casi imposibilita-
ba articular un proyecto coherente y enraizado en el
lugar. En otras, la imposibilidad de construir sobre la ras-
ante, la ausencia de instrumental disciplinario para
enfrentarnos a proyectos que tienen que ver con el imag-
inario, o la condicién especulativa de un lugar frontera
entre dos situaciones.

A veces, la enorme dimension de un lugar indefinido o
paisajes rurales de gran fragilidad, hasta llegar a situa-



it nearly impossible to articulate a
coherent project design rooted in the
actual site. On other occasions, the
impossibility of building on a pronoun-
ced gradient, the absence of instrumen-
tal discipline to tackle more illusory
design concepts, or the speculative con-
dition of a border location between two
situations have further complicated the
design process. Morever, the enconter
with projects of enormous size, with
underfinde locations or rural landsca-
pes of great fragility, have demanded
the nearly impossible resolution betwe-
en the design of urban situations and
their cultural context, a undeniable
legacy that cannot be ignored. In these
instances the labor of the architect in
the early stages has proved to be incrus-
table.

It is at the moment when the learned
discipline reveals itself to be insufficient
(the concomitant set of acquired instru-
ments overly limited) that the initial
geometrical proposition offers mecha-
nisms better able to explore the project,
initiating the responses of the site and
the program.

This research project facilitates conclu-
sions already advanced in the pages
above, conclusions that will gradually
become apparent in the course of this
piece of work. But in no instance do we
consider this a finished work —its intrin-
sic experimental condition demands
that our process must accommodate the
continual and ongoing exploration and
investigation of new situations, pro-
grams and locations.

Transmissibility

By framing our design approach in this
way, we produce an intellectual work
somewhere between the studio and the
classroom, between the practical and
the academic, the real and the concep-
tual, a territory in which the decanting

ciones urbanas de gran compromiso, por su herencia
cultural. En estos casos, la labor del arquitecto en las
primeras etapas se ha mostrado hermética. En cualquier
caso, su labor sera proyectar entre las necesidades de
un cliente y las posibilidades de un lugar.

Es entonces cuando la disciplina aprendida se muestra
insuficiente y el instrumental adquirido, escaso; cuando
la proposicion geométrica inicial brinda mecanismos
mas capaces de exploracion del proyecto y ayuda a acti-
var las respuestas del emplazamiento y el programa.

Este proyecto de investigacion permite llegar a algunas
conclusiones, ya avanzadas en las paginas precedentes y
que se iran poniendo de manifiesto a lo largo de este tra-
bajo. Pero, en ningun caso, debe ser considerado como
una labor conclusa, ya que su propia condicion experi-
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of information and bits of knowledge
through experimentation and documen-
tation facilitates learning and enables
the transmission of this bilateral
exchange. On my occasions the design
approach of several students are aug-
mented via discussion and debate in the
workshop, a derivative of the instru-
mentalization of geometries.

With time, these geometrical explora-
tions have been enriched, passing from
plan form to space, acquiring three-
dimensionality and leading not only to
manipulation in open space but to expe-
rimentation with intermediary inte-
rior/exterior spaces, finally attaining a
value of depth and reaching the point of
constructing landscape, outer skins and
interior space as an unifield whole.

And this approximation is produced to
large extent when concrete formulations
or applied methodologies do not exist,
the work evolving in an area of abstract
ideas and concepts and produced via
the exploration of situations and reali-
ties created through geometrical
mechanisms and systems capable of
adaptation and adjustment.

Metamorphosis

Why does the field of art espouse an
irreparable desires to perform a tabula
rasa? The belligerent razing of prece-
dent and the dismissal of its validity as
mistaken is hardly productive. It seems
an impossibility to understand an art
object without a preceding understan-
ding of its contexts, both past and pre-
sent. Perhaps the critical discourse
accompanying art is the only one that
enables its continued evolution.

While the architectural design process
may not include a «discoveryy, we posit
that a compelling architectural project
involves a transformation towards
something hithero unknown. Maybe the
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mental debe permitir, en el futuro, la exploracion y la inves-
tigacion de nuevas situaciones, programas y lugares.

Transmisibilidad

Al concebir la aproximacion al proyecto de esta forma, se
produce un trabajo intelectual cruzado entre el estudio y el
aula de proyectos, en el que la transferencia de informa-
cion y conocimientos a traves de la experimentacion y la
documentacion de los procesos facilita el aprendizaje y
hace transmisible este intercambio en ambas direcciones.

Y ello se produce en mayor medida al no existir formula-
ciones concretas ni metodologias aplicadas, ya que el
trabajo se desarrolla en un territorio de ideas y concep-
tos abstractos y se produce mediante la exploracion de
situaciones y realidades planteadas a través de meca-
nismos y sistemas geomeétricos capaces de adaptarse y
deformarse de acuerdo con cada una de ellas.

Con el tiempo, estas exploraciones geomeétricas han ido
enrigueciéndose y han pasado del plano al espacio, han
adquirido tridimensionalidad y han permitido no soélo la
manipulacion en el espacio abierto, sino la experi-
mentacion de espacios intermedios interior-exterior
hasta alcanzar valor de profundidad y construir, como un
todo, paisaje, envolventes y espacio interior.

Metamorfosis

La proliferacion de arquitecturas neovanguardistas en las
que los procesos de aproximacion formal se reducen a
una manipulacion grafica mediante la modelacion en tres
dimensiones, y que ya no tienen un planteamiento geo-
métrico riguroso ni el soporte de la logica constructiva, nos
aproxima a un universo de formas cada vez mas dispa-
ratadas, de caligrafia hueca y escaso contenido social.

Existe el peligro de que el papel de la intuicion, la imagi-
nacion y la génesis de las formas pueda quedar grave-



architect’s mission would be that of
acting as a medium: mediating between
the needs of the client, the program, the
occupant, the social organization, and
the possibilities of the location, the
landscape, the urban form, the inte-
rior/exterior relation, and so forth.

Each situation calls for a different
transformation in which the initial idea
of project design, at times arbitrary or
aleatory, and he product of the subcons-
cious of intuition, will be the starting
point and the end result of the architec-
tonic process.

Architectures that use complex topolo-
gical and stereometric geometries,
those capable of adaptation and defor-
mation in accordance with the demands
of site, program or economy, remain
self- contained vis-a-vis external inter-
ferences alien to the architectonic pro-
cess and allow the exploration of the
hidden conditions imbedded in the cul-
tural heritage of a natural, urban lands-
cape. In process of transforming geo-
metry to space, by means of construc-
tion, the forms of a new, atemporal
landscape will emerge.

In the presence of the disconcerting and
exciting aspects of architectures current
situation, we need the silent, rigorous
work of professional studios and tea-
ching structures in which, through theo-
rical abstraction and the praxis of pro-
Ject design, we might investigate and
move deeper into the reason of cons-
truction and the social origin of the
work of architecture, where geometry
repeatedly arrives at its synchronicity, in
the splendid and violent side of reality.

Notes

1. Architecture and Virtuality. Second
International Seminar Architecnics
Network.ETSAB, Barcelona (5 june
2009).

mente degradado, hechizando la vanguardia con el tras-
fondo de una metodologia paracientifica.

éPor qué en el terreno del arte existe un deseo irrepara-
ble de hacer tabula rasa®?

Pretender que lo anterior ya no es valido o, incluso, que
es errdoneo, una conducta beligerante como si no existiera
evolucion posible, cuando en realidad un objeto artistico
no podria explicarse sin otro anterior. Parece que el dis-
curso critico que acomparfia al arte es lo Unico que lo
hace continuo.

No existe descubrimiento alguno; simplemente un buen
proyecto arquitecténico, que implica una transformacion
hacia algo inédito. Quizas la mision del arquitecto seria
actuar como medium; intermediar entre las necesidades
de un cliente, el programa, el habitante, la organizacion
social..., y las posibilidades de un lugar, el paisaje, la
forma urbana, la relacion interior-exterior...

Cada situacion pide una transformacion distinta donde la
idea inicial de un proyecto, en ocasiones arbitraria o
aleatoria y fruto del subconsciente o de la intuicidon, sea
el punto de partida y el resultado final del proceso arqui-
tecténico. Ante el desconcierto actual, se requiere el tra-
bajo silencioso y riguroso de algunos estudios y ambitos
de la ensefianza de la arquitectura, en los que, desde la
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2. Carlos Ferrater. Obra singular,
proceso continuo (Phd Thesis).
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abstraccion tedrica y la praxis del proyecto, se investigue
y se profundice en la razén constructiva y la raiz social
del trabajo de la arquitectura.

Notas

1.«Architecture and Virtuality». Second International Seminar
Architectonics Network. ETSAB, Barcelona (5 de junio de 2009).
2.Tesis doctoral de Carlos Ferrater.



Geometry in Time

The instrumentalization of Geometry

This investigation is set within the
second and last decades of the 20" cen-
tury, the background consisting of those
artists, engineers and architects, who
on the basis of their experimentation,
have had a geometrical premise as a
tool of spatial and formal exploration.

Throughout their career and at certain
given moments, this group of innova-
tors were able to explore and incorpo-
rate the use of alternative geometries
in their works and projects. Without
grouping, cataloguing or creating a
taxonomic classification, this proposal
presents an alternative vision of the
canonic interpretations of the 20" cen-
tury, in particular the period unfolding
between the avant-gardes and postmo-
dernity. These originators enable the
establishment of analogies, linked
across disparate moments and move-
ments by a similar approach to their
projects.

Understanding that the architect’s work
lies in the shifting of geometry to space
by means of construction; it involves the
transformation of an idea into a form
and a concept into a build reality

Geometria en el tiempo

BoORJA FERRATER
oiab@ferrater.com

Instrumentalizacion de la geometria

Este trabajo de investigacion se enmarca entre la
segunda y la ultima década del siglo xx, en el contexto
de aquellos artistas, ingenieros y arquitectos que, en la
base de su experimentacion han seguido la premisa
geomeétrica como instrumento de exploracion espacial y
formal.

A lo largo de su trayectoria o en momentos puntuales,
este conjunto de autores recurrieron a la exploracion de
geometrias alternativas en sus obras y proyectos. Sin
agrupar, catalogar o clasificar de forma taxondmica,
esta propuesta presenta una vision alternativa de las
interpretaciones canodnicas del siglo xx, particularmente
del periodo que transcurre entre las vanguardias y la
posmodernidad. Dichos autores permiten establecer
analogias ya que, a pesar de pertenecer a diversos
momentos 0 movimientos, abordaron sus proyectos de
forma similar.

Entender que el trabajo del arquitecto esta en el
desplazamiento desde la geometria hacia el espacio
mediante la construccion. Convertir una idea en una
forma, un concepto en una realidad construida, utilizan-
do la geometria como un instrumento de intermediacion.
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through the utilization of geometry as a
tool of inter-mediation.

The schemes of the various innovators,
who form the subject of the subsequent
anthology, create and interest that goes
beyond a basic examination of their ide-
ological or conceptual propositions,
rather, we investigate how these indivi-
duals instrumentalized geometries of a
certain complexity and how, based on
these, they materialized their theoreti-
cal ideas.

Prioritizing the procedural as opposed
to the methodological: without seeking
to minimize the value of the end results
or to maximize a search for methodolo-
gical criteria (on the basics of the sche-
mes presented) this would imply the
location of an intermediary point from
which to explore specific procedures for
each situation and in which to establish
design strategies based on a initial and,
at times, aleatory idea.

All of these individuals that form a part
of this anthology, reside within a wide
array that ventures in search of new,
alternative geometries to the postulates
of modern architecture: where form is
established by means of elements deli-
mited in space.

Beyond the habitual methods of establis-
hing references in architecture, such as
the strictly theoretical or the concern for
purely formal aspects, there should exist
an additional approach that underscores
an interest in how the design process is
carried out. That the work of these inno-
vating individuals proposed the develop-
ment of these processes (almost always
based on geometrical manipulation) is
in fact illustrated, and subsequently
emphasized by those precisely most
representative documents.

Both the design experiences that appear
in the «research process» and those that
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El interés de las propuestas de los diferentes autores
que componen la antologia que se presenta en las
siguientes paginas subyace -mas alla de sus propo-
siciones ideoldgicas o conceptuales- en como instru-
mentalizaron geometrias de cierta complejidad y como,
a partir de ellas, materializaron sus proposiciones teori-
cas.

Priorizar los aspectos procedimentales frente a los
metodologicos: sin pretender minimizar el valor de los
resultados finales, ni tampoco maximizar la busqueda
de criterios metodoldgicos en la base de las propuestas
presentadas. Se trataria de encontrar un lugar interme-
dio donde explorar formas de proceder especificas para
cada situacion y donde establecer estrategias proyec-
tuales a partir de una primera idea (en ocasiones,
aleatoria).

Todos los autores que se presentan a continuacion se
inscriben dentro de un gran abanico que pretende bus-
car nuevas geometrias alternativas a los postulados de la
arquitectura moderna, donde la forma se establece
mediante elementos delimitados en el espacio.

Entre las formas habituales de establecer referencias en
arquitectura, como podrian ser la estrictamente tedrica
0 aquellas que se ocupan de los aspectos puramente
formales, existe otra via cuyo interés radica en la forma
de realizar el proceso proyectual. En el trabajo de los
autores propuestos, se ilustra precisamente el desarrol-
lo de estos procesos, casi siempre basados en manip-
ulaciones geomeétricas, y se trata de hacer especial hin-
capié precisamente en los documentos mas represen-
tativos.

Tanto las experiencias proyectuales que se muestran en
el «proceso de investigacion» como aquellas que apare-
cen en las «referencias ideograficas» se basan, desde la
abstraccion, en despliegues geometricos tales como
redes, mallas, reticulas superpuestas, superficies regla-



emerge in the «ideographic references»
are based on such geometrical manifes-
tations as networks, waves, folds, stac-
ked grids, ruled surfaces, spiral deve-
lopments, algorithms, parametrization
systems, and so on.

This is the reference material that
genuinely interests the architect, an
invaluable component to his design
work. Not limiting himself to mere
observation, the architect departs from
them and then returns to the abstraction
and synthesis of their concepts, so that
the analysis of practice might therefore
become design theory.

Investiveness and Form

In this revisited history of the 20" cen-
tury the importance becomes clear of
parallel disciplines that often converge,
obliquely so, with the architecture. If we
have seen how such convergence can be
produced from the world of art, philo-
sophy, music and mathematics, this
state of affairs becomes all the more
obvious in the field of engineering.

There have many engineers who in their
search for plasticity, have worked above
and beyond simple structural calcula-
tions, incorporating complex geometries
in their formal approach. Hence engine-
ers from the structural realm, figures such
as Eduardo Torroja, Ricardo Morandi,
and Eladio Dieste, or those hybrid archi-
tect-engineers such as Buckminster
Fuller, Pier Luigi Nervi, Jean Prouvé,
Félix Candela and Frei Otto, or architects
interested in the search for a new mode-
lling in structural development like Antoni
Gaudli, Louis Kahn, and Miguel Fisac
have, in their search for pure definition of
Jform, tested processes of geometrical ins-
trumentalization as an inter-mediation in
the materiality of construction.

Moreover, certain engineers have played
an important, if not preponderant, role

das, desarrollos en espiral,
parametrizacion...

algoritmos, sistemas de

Es este el material referencial que verdaderamente inte-
resa al arquitecto y que le puede servir para su quehacer
proyectual. No limitarse a observar los resultados finales
del trabajo de los autores, sino mas bien retroceder a
partir de ellos a la abstraccion y sintesis de sus concep-
tos, de manera que el analisis de la practica se convier-
ta en teoria proyectual.

Ingenio y forma

En esta historia revisitada del siglo xx, se pone de ma-
nifiesto la importancia de disciplinas paralelas, que, en
muchas ocasiones y de forma transversal, convergen
con la arquitectura. Si hemos visto como desde el
mundo del arte, de la filosofia, de la musica o de las
matematicas se pueden producir estas convergencias,
esta condicion resulta mas patente aun en el caso de la
ingenieria.

Han sido muchos los ingenieros que, mas alla del cal-
culo de estructuras o la busqueda de la plasticidad, en
sus ingenios han recurrido a planteamientos de geo-
metrias complejas en la aproximacion formal. Asi, pode-
mos constatar que, desde el ambito estructural, inge-
nieros (como Eduardo Torroja, Pier Luigi Nervi o Ricardo
Morandi...), arquitectos/ingenieros (como Buckminster
Fuller, Jean Prouve, Félix Candela, Frei Otto) o arquitec-
tos interesados en la busqueda de una nueva plastica
basada en el desarrollo estructural (como Antoni Gaudi,
Louis Kahn, Eladio Dieste, Miguel Fisac...) han ensayado
procesos de instrumentalizacion geomeétrica, en oca-
siones, en la busqueda de la definicidon pura de la forma
y, en otras, como intermediacion en la materialidad de la
construccion.

Ademas, determinados ingenieros han tenido un papel
destacado, si no preponderante, en los procesos de
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in the processes of formal definition.
Their extraordinary impact have made
figures such as August Komendant and
Peter Rice, inextricably complicit in the
work of architects Louis Kahn and Jorn
Utzon, respectively. Rice, captivated by
Utzon work, wrote the primitive compu-
ter programs that were used in the geo-
metrical definition of the postensioning
elements of the Sydney Opera House; a
technique of civil engineering that as a
constructional process left its imprint on
the outcome of the building.

With the construction of the Pompidou
Center, located in the Beaubourg
Quarter of Faris, Rice'’s contributions
transcend instrumental value. They
include the introduction of a method for
the optimization of bridge construction
(a calculation system first devised by
German engineer Heinrich Gerber) that
displaced traditional supports in favor
of sizeable cantilevers as well as the
recommendation to architects Renzo
Piano and Richard Rogers that they use
cast steel in their design of the Pomidou.
The incorporation of the steel, a mate-
rial salvaged from Paris’ historical rela-
tionship with steel and concrete cons-
truction, has helped to humanize the
building and converted it into a gigantic
kit-of-parts, a precursor of high-tech.’

In our investigation we present some
projects that illustrate how the influence
of engineers like Ove Arup, a defender
of the very Anglo-American, collective
idea of ‘total architecture, was all-
important in the development and reso-
lution of several architectural projects.
Moreover, we make reference to the
current work of Cecil Balmond and the
AGU (Advanced Geometry Unit) of Ove
Arup & Partners, engineers who colla-
borated with architect Toyo Ito trans-
form a mathematic algorithm into
architecture: the 2002 Serpentine
Pavilion in Kensington Gardens in
London.
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definicion formal. Bastaria recordar el protagonismo y la
extraordinaria incidencia de ingenieros como August
Komendant en una parte importante de la obra de Louis
Kahn, o el entonces jovencisimo ingeniero Peter Rice,
que ided, cautivado por la figura de Utzon, los primitivos
programas informaticos que sirvieron para la definicion
geomeétrica de los postensados de la 6pera de Sydney;
una técnica de ingenieria civil que, como proceso cons-
tructivo, dejo su impronta en el resultado final de la obra.

En el caso de la construccion del Centro Georges
Pompidou en Beaubourg, Paris, la aportacion de Peter
Rice trasciende el valor instrumental al introducir el sis-
tema ideado por el ingeniero aleman Gerber para opti-
mizar el calculo y la construccion de puentes, mediante
el desplazamiento de los apoyos y la generacion de
grandes voladizos, o al inducir a Piano y a Rogers a
emplear el acero colado, material rescatado de la tradi-
cion parisina, gue ademas de humanizar la construccion
la convierte en un gigantesco mecano, preludio del high-
tech.’

Como se pone de manifiesto en estas paginas, en
alguno de los proyectos seleccionados, la influencia de
ingenierias como la de Ove Arup, que siempre defendio
una idea colectiva muy anglosajona de «arquitectura
total», fue definitoria de como se abordaron o resolvieron
dichos proyectos. Cabria destacar la colaboracion de
Cecil Balmond en proyectos como la transformacion de
un algoritmo en el proyecto para el pabelldn Serpentine,
de Toyo Ito, en Hyde Park.

También desde estudios que interrelacionan la ingenieria
con la arquitectura, como es el caso de Foster &
Associates, se producen conjunciones en las que
proyectos de claro caracter ingenieril, como el viaducto
de Millau, resultan un objeto arquitectonico de gran sen-
sibilidad que construye un nuevo paisaje.



Furthermore, studios that inter-relate
engineering and architecture, such as
the firm of Foster & Partners, produce
composite projects such as the Milau
viaduct, a project that possesses a clear
engineering character, but that also
manages to be an architectural object of
great sensitivity that constructs a new
landscape.

Geometry vs Space

In the field of art, the use of geometries
that explore spatial sensation has resul-
ted in the work of painters, sculptors
and architects who, on the basics of
geometrical manipulation and elabora-
tion of their compositions in two-dimen-
sions, construct three-dimensional spa-
tiality and dynamism: among whom are
Theo Van Doesburg, Rietveld, El
Lisitzky, Kandinsky, Alexander Calder,
Naum Gabo, LaszIlo Moholy-Nagy.

Our discussion would not be complete
without a look at the contributions
made during the proto-modernist
period by the architects Auguste Perret,’
Charles Rennie Mackintosh and Peter
Behrens. Additionally, we discuss
Antonio Gaudi, an architect who instru-
mentalized geometries that subse-
quently triggered the development of
distinct construction processes.

Russian Constructivism was a move-
ment full of the experimentation with
complex geometries that affect space-
making. The work of El Lissitzky® sug-
gests the existence of an imaginary
space around the idea of movement,
which Tatlin and the Constructivists K.
Melnikov and A. Rodchenko implemen-
ted in their Monument to the Third
International. But beyond the symbolic
aspect of Constructivism architecture,
the Melnikov House demonstrates the
development of a geometry that helped
generate flexible construction practi-
ces.

Geometria versus espacio

En el terreno del arte, el uso de geometrias que exploran
la sensacion espacial se ha traducido en el trabajo de
pintores, escultores y arquitectos, que, a partir de mani-
pulaciones geomeétricas y elaborando sus composi-
ciones en dos dimensiones, construyen espacialidad
tridimensional y dinamismo: Theo van Doesburg,
Rietveld, El Lissitzky, Kandinsky, Alexander Calder, Naum
Gabo, Laszldo Moholy-Nagy....

Sin olvidar las aportaciones realizadas durante el periodo
protomodernista de algunos arquitectos como August
Perret, Charles Rennie Mackintosh, Peter Behrens...
Mencion aparte cabria hacer de Antoni Gaudi, quien en
sus proyectos instrumentalizd geometrias desenca-
denantes de procesos constructivos.

La experimentacion de geometrias complejas que
actuan sobre la estereometria del espacio es notoria
durante el constructivismo ruso. El Lissitzky? sugiere un
espacio imaginario en torno a la idea de movimiento que
Vladimir Tatlin y los constructivistas Konstantin Melnikov,
Alexander Rodchenko simbolizaron con el monumento a
la lll Internacional. Pero, mas alla del aspecto simbdlico
de la arquitectura constructivista, la casa Melnikov desar-
rolla una geometria que ayuda a generar un sistema
constructivo flexible.

La busqueda de la racionalizacion del objeto llevd a
autores del entorno de la Bauhaus a plantear formas que
alteraban las geometrias de cuerpos puros.

Los grandes maestros, padres del Movimiento Moderno,
Mies van der Rohe, Le Corbusier, Alvar Aalto y Frank
Lloyd Wright, tuvieron experiencias tangenciales a la
exploracion de geometrias, no solo de cajas y volumenes
puros. Cabria destacar de Mies van der Rohe el concur-
so para el rascacielos de la Friedrichstrasse, en Berlin
(ANO), o de Frank Lloyd Wright el Museo Guggenheim de
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The quest to rationalize the «objecty led
innovators in Bauhaus and thereabouts
to propose forms that altered the geo-
metries of pure bodies.

The great maestros (fathers of the
Modern Movement: Mies Van der Rohe,
Le Corbusier, Alvar Aalto and Frank
Lloyd Wright) lived through experiences
tangential to the exploration of geome-
tries, which are not simply understood
as boxes and pure volumes. Mies Van
der Rohe'’s competition for the
Friedrichstrasse skyscraper in Berlin
(1919-21), Frank Lloyd Wright's spiral
ramp in his Guggenheim Museum (New
York, 1956), his triangular fag¢ade
design of the Rogers Lacy Hotel in
Racine, Wisconsin (1946), or the com-
plex roofs of his Johnson Wax Building
(1936) demonstrate this legacy.

Le Corbusier’s project for a Hospital in
Venice, helps shed light on the concept
of the «mat-building,’ authored and
analized by Alison and Peter Smithson.
The appearance of the concept »mat-
building» is crucial to understanding
many of the later proposals that appear
in this anthology, particularly those of
innovators who participated in the Team
10 debates on post war urbanism and
architecture.

Geometry's important role in the archi-
tecture of pavilion typology must be high-
lighted. In the Breda Pavilion of 1952, in
imitation of Moebius, Luciano Baldessa-
ri moves the endless strips proposed by
Max Bil from the Bauhaus. lannis
Xenakis, in the shadow of Le Corbusier,
designs the Phillips Pavilion in 1958. At
the London Zoo, the Penguin Pool
(1933-4) by Berthold Lubetkin (together
with Ove Arup) recalls Constructivist
stage designs and Naum Gabo's scienti-
fic sculptures of the 1920s.’

Pavilions that emerged geometric deve-
lopments in space have remained fixed in
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Nueva York (1956) y su espiral ascendente, asi como los
esbozos para la fachada triangulada del proyecto del
Rogers Lacy Hotel en Racine, Dallas (1946), o las com-
plejas cubiertas del edificio de la Johnson Wax (ANO).

El proyecto para el hospital en Venecia de Le Corbusier,
a partir del cual se explica el concepto de Mat Building,®
bautizado y estudiado por Allison y Peter Smithson, es
decisivo para entender muchas de las propuestas pos-
teriores que aparecen en esta antologia, en especial las
que desarrollaron autores adscritos al Team X.

Cabe destacar el importante papel de la geometria en
la arquitectura de pabellones para exposiciones univer-
sales o0 para situaciones de circunstancias similares.
Baldessari mueve en el pabelldn de Breda de 1952,
imitando a Moebius, las cintas sin fin propuestas por
Max Bill desde la Bauhaus. lannis Xennakis, bajo la
sombra de Le Corbusier, proyecta el pabellon de la
Phillips en 1958. En el zoo de Londres, el estanque de
los pinguinos (1933), de Berthold Lubetkin (conjunta-
mente con Ove Arup), recuerda los escenarios cons-
tructivistas o las esculturas cientificas de Naum Gabo
de los afios veinte.*

En la memoria del siglo xx, han quedado pabellones que
surgieron a partir de desarrollos geomeétricos en el espa-
cio. Podriamos recordar el Pabellon de Finlandia de la
Exposicion Universal de Nueva York, de Alvar y Aino
Aalto en 1939; «ll Laberinto dei Ragazzi» en la X Trienal
de Milan de BBPR, Alexander Calder y Saul Steinberg en
1954, el Pabellon de Espafia en la Exposicion Universal
de Bruselas de 1958, de José Antonio Corrales y Ramon
Vazquez Molezun, y el aviario del zoo de Londres (1963),
de Cedric Price, donde se consigue la desmaterial-
izacion del objeto arquitectoénico, liore ya de cualquier
interpretacion simbdlica o semantica.

También en la madurez de Louis Kahn hay una necesi-
dad de distincion explicita, expresada en el plano para el



the history of the 20th century. We might
recall the Finnish Pavilion at the New
York Worlds Fair by Alvar and Aino
Aalto in 1939; «il laberinto dei Ragazziy
at the Tenth Milan Triennale by BBPR,
Alexander Calder and Saul Steinberg in
1954; the Spanish Pavilion at the 1958
Brussels World Exhibition by José
Antonio Corrales and Ramon Vizquez
Molezun; and Cerdic Prices 1963
Aviary at the London Zoo, a structure
that demonstrates the dematerialization
of the architectural object, now free of all
symbolic or semantic interpretation.

In Louis Kahn's late work, there is sense
of «explicit distinctiony expressed in the
1956 plan for Philadelphia’s downtown.
In his proposal, Kahn referenced the
Jforms of Piranesi’s 1762 plan of Rome
and injected them into the planning of a
modern city.’ For Philadelphia City
Hall (1952-57) Kahn and Ann Tying
designed a multi-planar, triangular
structure that extols the concept of a
geodesic skyscraper with tetrahedric
floors plates.

Of additional importance is the body of
work completed by Buckmister Fuller
and his disciplines or followers in the
United States. Moreover, we focus on
isolated works of Walter Netsch, a
German-American architect living in
Chicago. In addition to his association
with Brutalism, Netsch developed a
«Field Theory,» where architecture is
based on the rotation of the square to
make complex forms.

In accordance to the writings of J. A.
Cortés in «Nueva Consistenciay, Aldo
Van Eyk's orphanage (1955-60) is but a
short distance from Kahn's Trenton
Jewish Community Center, a construc-
tion that bears a fractal dimension that
helps to explain his concept of «labyrin-
thic clarity.» Alison and Peter Smithson
outlined their «Doorn Manifesto 1954»
that bears a relationship to the Robin

centro de Filadelfia, de 1956, en el que intentd forzar las
formas de aquella Roma de 1762 dibujada por Giovanni
B. Piranesi y ponerlas al servicio de la ciudad moderna.®
Louis Kahn y Ann Tying proyectan para el Ayuntamiento
de Filadelfia (1952-1957) una estructura triangulada y de
multiples planos que ensalza el concepto de un rasca-
cielos geodésico con pisos tetraédricos.

Otro ejemplo, como indica en Nueva Consistencia Juan
A. Cortés, es el del orfanato de Aldo Van Eyck (1955-
1960) a poca distancia del Centro para la Comunidad
Judia de L. Kahn, al que hay que atribuirle una dimension
fractal que explica su concepcion de «claridad laberinti-
ca». Allison y Peter Smithson argumentan su «Manifiesto
de Doorn 1954» y realizan proyectos sugerentes, como
los Robin Hood Gardens y el sistemma de viviendas
Golden Lane, de Coventry.

La busqgueda del significado social, en una cultura cada
vez mas consumista del grupo inglés Archigram, donde
Peter Cook trabajaba en la «plug-in-city»,* condujo a las
utopias de los sesenta, que no trascendieron a la reali-
dad, pero que es interesante estudiar por la innovacion
de sus planteamientos geometricos.

Otras propuestas interesantes, no tanto desde el punto
de vista ideoldgico o monumental, sino por el intento de
simplificar y dar forma al caos de un nuevo pluralismo
industrial, son las propuestas de Kenzo Tange y los
metabolistas,” en las que la geometria es fundamental
para la viabilidad de los proyectos, al facilitar la apli-
cacion de los nuevos sistemas.

Es posible que con relacion a la arquitectura moderna, se
alcance cierta culminacion entre forma y geometria® en las
casas experimentales de John Q. Hejduk (Bye House) y
Peter Eisenman (Ten House y Eleven House). Este ultimo,
entre 1982 y 1989, trabaja con la superposicion de reti-
culas y orienta sus estudios cada vez mas hacia geome-
trias espaciales no delimitadas y de mayor complejidad.
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Hood Gardens and Golden Lane
Housing system in Coventry.

Furthermore, the conceptual and
unbuilt utopias of the 1960's such as
those articulated by the Archigram
Group of architects and theorists, inclu-
ding Peter Cook who promulgated uto-
pian ideas codified in the form of the
«plug-in city,»’ must be examined for
their innovate geometrical premises.

Other interesting proposal such as the
schemes of Kenzo Tange and the
Metabolist’” group of architects, should
be appreciated not for their ideology or
monumentality, but instead for the way
in which geometry, basic to the viability
of these proposals, facilitated the appli-
cation of new systems of organization.

In relation to modern architecture, there
possibly exists the near culmination bet-
ween form and geometry.® This culmina-
tion is realized in the work of J. Hejduk
(bye House). and P Eisenman (Ten
House and Eleven House). Between
1982 and 1989 Eisenman worked with
the stacking of grids and increasingly
directed his studies toward the develop-
ment of evermore complex, non-delimi-
ted spatial geometries.

1t is easy to recognize, almost literally,
the derivision of many of today's archi-
tecture forms from the process of project
approximation, some of which we pre-
sent in this anthology.

This re-appraisal is compendium (or
synthesis) of a much more vast and com-
plex investigation in which different
20th-century architects have undertaken
geometric explorations in the search for.

— A new urban landscape or a territory.
— Construction mechanisms or structu-

ral approaches capable of reprodu-
cing complex forms
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— Abstract experimentation and the
genesis of new programmatic orga-
nisms.

— Symbolism and the simple truth.

— Form as an intermediary stage in an
unfinished process, or the demateria-
lization of the architectural object.
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la espera de poder dedicar un numero de homenaje al profesor Alan Renier, gran inspi-

rador de los trabajos sobre semiologia y cultura en la Escuela de Arquitectura de Tunez
-entre los cuales destacan los que aqui he seleccionado, junto con otros trabajos de tesis
doctorales de temas afines-, ARQUITECTONICS publica estos textos, fruto de investigaciones de
profesoras jovenes comprometidas con el mundo universitario en momentos socialmente
dificiles y, ademas, con su cultura, no de forma «virtual», sino histérica y real.
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poétique de I'architecture:
Application a I’habitat
individuel a Tunis
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Architecture, poétique de I'architecture, rhétorique de I'architecture, construire/habiter,
approche phénomeénologique, herméneutique de Paul Ricceur.

Resume

Le présent article est tiré d’'un travail de doctorat, qui explore I'ceuvre architecturale en tant
gue structure poétique et structure rhétorique, afin de repenser une modernité spécifique de
I'habitat. Linstrumentation théorique élaborée a tenu compte d'une approche
phénomeénologique, pour interroger une vision esthétique des lieux de I'architecture. Le
questionnement a été formulé de maniere a placer au centre de la réflexion, une approche
poétique des lieux, prenant en compte une visée diachronique et synchronique de la rela-
tion entre la construction et I'nabiter. A cette réflexion poétique, touchant a la créativité de
I'architecture, a été subordonnée une réflexion rhétorique, ayant trait a I'aspect de la con-
naissance architectonique des lieux, commengant par un point de vue de style et de com-
position pour aboutir aux mécanismes culturels.

Une analogie a ainsi été élaborée entre les structures poétiques de la création littéraire et celles
de la creéativité architecturale, telle que préconisée par I'approche herméneutique et phéno-
menologique du philosophe Paul Ricceur. Le modele d’analyse a été structuré en conséquences
en deux temps pour questionner le complexe habiter/construire de I'ceuvre architecturale.
Limportance a été tour a tour donnée a I'habiter ou au construire en fonction des besoins de
'analyse. Les usagers et le concepteur ont été interrogés tout autant que le corpus des maisons
individuelles, en tant qu’ceuvre projetée mais aussi en tant qu’ceuvre construite, pour tenter de
définir quelques éléments d’'une modernité spécifique des lieux de I'architecture....
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Ce travail est parti du constat a propos d’un contexte international qui intellectualise désor-
mais de plus en plus la production architecturale, et d’'un contexte tunisien qui, avec la mon-
dialisation, importe selon la formule d’'Habermas, différents « ismes » allant du rationalisme
au marxisme, du socialisme au capitalisme, mais aussi du brutalisme, au postmodernisme,
pour aboutir au déconstructivisme négation radicale de tout sens. Dans le domaine archi-
tectural, comment sortir de cette impasse post-moderne, et produire un régionalisme pro-
fondément ancreé dans des spécificités locales, prenant en charge une modernité désormais
incontournable ? Si pour les nouvelles exigences de la vie moderne, telles que les fonctions
de banques, de sieges de sociétés ou autres, on pourrait imaginer une architecture
indépendante des spécificités locales, il ne saurait en étre de méme pour I'habitat, reflet de
structures sociales et culturelles incrustées dans un monde vécu transmis depuis toujours.
La question qui se pose est alors la suivante : quel serait le processus qui permettrait a I'e-
space de I'habitat individuel, de produire une modernité spécifique et une architecture de
son temps en harmonie avec sa culture locale ?

Pour répondre a cela, notre travail a eté élaboré suivant une approche phénomenologique
portant le questionnement sur I'apparaitre des objets architecturaux, en situant la réflexion
non pas dans le monde abstrait des essences mais dans celui concret des vécus. Cette
approche prend en charge deux niveaux de lecture de I'ceuvre : un niveau rhétorique
d’abord, explorant les structures de surface de I'objet architectural, et un niveau poétique
ensuite esquissant un cadre de réflexion, et explorant les structures profondes de ce méme
objet. Ces deux niveaux nous ont permis de poser les jalons d’'un processus visant une
modernité spécifique de I'architecture a Tunis.

En réalité, la rhétorigue de I'architecture, a été abordée a travers une attitude de mise a con-
tribution, pour aider a construire une poétique de I'architecture, objectif premier du présent
travail d’investigation. Lapproche rhétorique n’a ainsi pas été orientée vers une recherche
constituant un objectif en soi. Indissociable cependant a notre sens de I'aspect poétique, ils
constituent ensemble une approche esthétique de I'architecture. La relation entre les deux
domaines se manifestant en effet a deux niveaux :

1°) le premier niveau, qualifié de rhétorique de surface, a trait aux figures de composition
architecturales, et constitue un élément de liaison expressif entre la rhétorique et la poétique,
la rhétorigue étant un art de I'expression avant d’étre un art de la persuasion.

2°) le second niveau, considérant les protagonistes du projet, concerne la rhétorique de pro-
fondeur, laquelle interroge les modeles mythiques de référence de l'usager, et rejoint en
poétique la refiguration, définie en tant que relecture de I’'habiter, maniere dont I'ceuvre archi-
tecturale est vécue et pratiqguée par l'usager.
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Ainsi, I'approche rhétorique, établissant un parallele entre le discours verbal et I'espace
architectural a été baseée sur le travail du lecteur moderne d’Aristote, Paul Ricceur et de son
application a 'architecture par Jose Muntafola, et a consisté essentiellement a dégager les
regles propres de la représentation du style, en définissant certains traits et certaines artic-
ulations renvoyant a I'idée de modernité ou de tradition d’'une part, et a dégager la maniéere
dont ces styles sont utilisés par rapport a 'identité sociale de I'utilisateur, d’autre part.

Rhétorique et architecture

Le travail rhétorique pose la double question du pourquoi et du comment des ceuvres archi-
tecturales. C’est un travail stratifie, possédant trois niveaux de lecture. Le premier niveau de
surface, permettant de mettre en relation rhétorique et poétique, identifie le niveau des fig-
ures ; le second niveau intermeédiaire, correspond aux stratégies d’organisation du discours
travaillant sur son éloquence, tandis que le troisieme niveau profond correspond a celui
phénomeénologique de la rhétorique. |l représente la structure passionnelle, la base culturelle
de la rhétorique.

Le parallele avec I'architecture met egalement en relief trois niveaux pertinents de lecture de
I’'ceuvre architecturale :

1° le niveau de surface des figures du discours verbal, correspondra en architecture aux fig-
ures de composition et s’attellera a déegager la valeur figurative de la forme a travers les
typologies : ce qui est important a dégager est non pas seulement la présence de tel ou tel
élément architectural, mais bien ce a quoi renvoie cet élément.

2° le niveau intermédiaire des stratégies de persuasion trouvera un répondant dans les strate-
gies de composition architecturales, pour identifier les manieres avec lesquelles les archi-
tectes transforment les batiments ;

3° le niveau profond de la rhétorique de contenu dont I'objet est d’orienter la persuasion vers
des champs dans lesquels le fait de persuader est possible, aussi bien dans le champ du
discours verbal que celui de la discipline architecturale. On s’intéressera au monde de goUGt
du client, aux significations des compositions et aux modeles mythiques de références
ideologiques et esthétiques auxquels a recours I'architecte pour convaincre son vis-a-vis.

Ainsi, concernée par le style et la composition avant tout, la rhétorigue commence avec un
point de vue technique, pour arriver a toucher les mécanismes culturels de la sociéte.

Lanalyse de quelgues maisons a Tunis, choisies sur la base d’un triple critere, poétique, rhé-
torique et d’acteur social, permettra de montrer les potentialités que peut avoir une telle
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approche de I'architecture. Nous dégagerons son articulation avec le champ poétique, et la
complémentarité de ces deux modes de lecture de I'espace quant a la création architec-
turale.

a-Les figures de composition architecturales

Penser en termes de figures et de stratégies de composition par rapport a une commande
d’'usager, est effectivement source de créativite. Lapplicabilité a I'architecture de figures
comme le rythme, I'antithese, les figures de répétition ou encore les figures de mise en
valeur techniques comme I'nyperbole, peuvent paraitre évidentes car communément util-
isées par les architectes sans pour autant étre nommeées en tant que telles. Nous pouvons
citer comme exemple de figures de construction rencontrées dans notre corpus d’étude :

*[ ‘antithése au niveau de la maison Ben Abdelkader (fig1,2,3). Cette contradiction est vécue
au niveau de l'entrée, rappelant la contradiction juxtaposée dans le langage poeétique, du
soleil de la nuit et de la lune du jour. Lintérieur et I'extérieur s’échangent leurs caracteéristiques
propres : le hall d’entrée est completement ouvert aussi bien sur I'intérieur de la maison que
sur I'extérieur puisgu’'une immense baie vitrée forme une limite transparente avec le jardin.
Lacte d’entrer a l'intérieur de la maison donne l'impression de rentrer dans un dehors
apprivoise (fig2). Parallelement I'acte de sortir de la maison donne I'impression de sortir dans
un intérieur apprivoisé (fig1) : aucune perspective sur I’'norizon, un espace extérieur com-
pletement delimité par des écrans de verdure luxuriante. La rhétorique est ici au service de
la poétique, pour conjuguer un effet de surprise, voulu par 'architecte et par le client et don-
ner ainsi un espace insolite.

Fig1. Entrée maison Ben
Abdelkader vue de I'extérieur.

Fig3. Entrée maison Ben
Abdelkader vue de I'extérieur.

Fig2. Entrée maison Ben
Abdelkader vue de I'in-
térieur.
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Nous citerons comme exemple de figures de mise en valeur :

* I'hyperbole : La porte de la maison Ben Abdelkader est une hyperbole, (fig3) figure d’ex-
ageération de type technigue. Lentrée est mise en valeur commme il est d’'usage dans 'archi-
tecture traditionnelle. Elle constitue le seul traitement de la facade et rappelle les portes
patriciennes de la meédina’ de Tunis en particulier, et des meédinas en général.

*La dissonance : La porte d’entrée du jardin de la mai-
son Ben Miled (fig4), est une dissonance engendrée par
la juxtaposition d’éléments a échelles différentes : elle est
disproportionnée par rapport au mur bas de la clbéture, et
engendre un sentiment d’ambiguite.

Ce procedé maniériste a souvent été pratique par des
architectes aussi illustres que Michel Ange et Le
Corbusier, notamment au niveau des entrées.

D’autres figures comme l'ellipse, par exemple, ou la
communication se fait par I'absence, ('absence d’un
élément particulier que 'on s’attend a voir, produit du
sens) peut paraitre plus complexe. Certains pourraient
méme se demander de I'opportunité de nommer telle ou
telle figure en architecture. Nous répondrons, que dans
un exercice de projétation aussi bien que d’enseigne-
ment, elles peuvent servir comme outil de conception
appreciable.

Fig4. Entrée maison Ben Miled.

b-Les stratégies de composition architecturales

De méme, penser en termes de stratégies de composition peut aider a revisiter une tradi-
tion. Cela peut constituer une alternative possible a une architecture a la recherche de sa
propre modernité. Létude, ci-apres, de la maison Ben Abdelkader montre que si la poétique
traditionnelle a pu étre revisitée, c’est bien gréace a l'utilisation de certaines stratégies rhe-
toriques ayant aidé a transformer les typologies et permis de maintenir le lien avec la
meémoire en tant qu’absence rendue présente.?

Nous citerons comme stratégies traditionnelles des maisons de la médina, ré-utilisées dans notre
corpus de maisons :
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°)La stratégie de 'addition : la composition
géomeétrigue de la maison procede d’une
logique d’addition de formes typologiques
autour d’un vide central.

Fig5. Maison Belhouane dans la
médina de Tunis, Plan de J.Revault,
Palais et demeures de Tunis (XVI et
XVIP™e siécle), Paris, CNRS, 1967.
P286.

°)La stratégie de l'itinéraire : 'entrée de la
maison s’étale sur une épaisseur spatiale.

Fig7. Croquis dans la médine de Tunis.
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°)La stratégie de I'introversion : la maison tra-
ditionnelle est completement fermée sur
l'extérieur.

Fig6. Croquis dans la médine de
Tunis.

°)La stratégie du plan centré : la maison s’or-
ganise topologiquement autour d’un vide
central, pouvant indifféremment coincider ou
non avec le centre de gravité formel de la
maison. Il en constituera cependant le coeur.

Fig8. Maison Chaouch, dans la médina de Tunis,
Plan de J.Revault, Palais et demeures de Tunis (XVI
et XVIF™ siécle), Paris, CNRS, 1967. P286.



Dans la maison Zarrouk, la stratégie principale utilisée a été celle de la promenade archi-
tecturale. Elle est inspirée de la modernité et combinée a la stratégie traditionnelle du rituel
et de l'itinéraire entre différentes parties de I'édifice (fig9). Nous pouvons facilement recon-
naitre I'articulation des différentes parties de I'édifice, commmencant depuis la rue avec I'e-
paisseur spatiale de I'entrée en chicane, se poursuivant a I'intérieur de la maison avec la
sqgifa,® la oustyya,* pour s’étaler verticalement dans une double rangée d’escaliers constitu-
ant une figure de mise en valeur, I'nypotypose, et se terminant sur un toit-terrasse, imaginé
en tant que patio privatif (fig10). Un subtil passage du public vers le privé est ainsi obtenu.
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Fig9. Schéma maison Zarrouk. Fig10. Maison Zarrouk.

Fig11. Schéma maison Patout.
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Fig12. Schéma maison Ben Miled.

°)Stratégie de la typologie historique a déformer : pour le
cas de la maison Patout (fig11) construite par I'architecte
Marmey en 1945. Tout en reconstituant de maniere
analogique la maison traditionnelle, l'architecte Iui a
impose des transformations, en ré-inventant chacune de
ses composantes.

Cette méme stratégie continue a étre convoitée aujour-
d’hui par de nombreux architectes tunisiens. Nous
citerons I'exemple de la maison Ben Miled, clairement
inspiree de la maison traditionnelle. On reconnait aise-
ment la figure du patio qui réalise la relation fondamen-
tale en architecture entre la partie et le tout, celle de I'e-
paisseur isolant la rue de la maison et formant chicane
d’entrée, rappelant la forme figurative de la sqgifa et celle
de la driba.

*Le vide central de la maison (fig12) fait référence a la fois
au mythique patio traditionnel et au vide a double hauteur
moderne. Espace couvert faisant partie intégrante de la
maison, s’ouvrant sur I'extérieur a I'étage, il est identifiable
en tant que vide moderne. Espace de distribution central,
dont 'acces se fait par une chicane, il est ouvert sur deux
niveaux comportant une galerie a I'étage (fig 13,14,15). |l
est aisément reconnaissable commme patio, dont le réle tra-
ditionnel de distribution et de lieu de vie est respecté.

Fig13, fig14, fig15. Maison Ben Miled.
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c-La rhétorique de contenu

Enfin, en interrogeant le sujet une approche rhétorique a le mérite d’établir le lien entre le
contexte immediat de I'ceuvre et celui plus général de la culture ; c’est-a-dire en maintenant
le lien entre le projet architectonique et son contexte historico-geographique, lien indispen-
sable pour que « I'habiter en poéte » Heideggerien, se réalise pleinement.

La maison Patout (fig11) est un tres bon exemple de rhétorique de contenu, tout comme
nombre des maisons des architectes frangais du début du siécle en Tunisie. Nous citerons
en particulier la premiere génération du mouvement orientaliste des années 20, représen-
tée par Victor Valensi, et la deuxieme représentée par Jacques Marmey. Ces architectes
s’inscrivent dans la longue tradition des voyageurs en Méditerranée et en Orient des intel-
lectuels, a la recherche d’un retour aux sources. Si 'approche de Valensi était construite sur
des recherches baudelairiennes, liees a I'accumulation des sens, des parfums, des
couleurs, de I'ornement, et consistait a partir de la tradition architecturale tunisienne afin d’en
assurer l'assimilation dans I'architecture moderne, celle de Marmey procedait d'une
démarche contraire qui consistait a adapter les données de la tradition a sa conception de
la modernité. Tous deux avaient pour but de prendre en compte la culture autochtone. Mais
c’est le cas de Marmey qui serait le plus proche de la rhétorique de contenu a laquelle nous
faisons allusion : pour convaincre ses clients, il a eu recours a la mythique de fond, a étudié
le monde golt de la societé a un moment historique donné pour convaincre de la moder-
nité qu’il voulait introduire dans la production architecturale tunisienne. C’est bien parce gu'il
a use d'une rhétorique traditionnelle, encore solidement ancrée dans la sociéte, a ce
moment de I'histoire coloniale de la Tunisie, gu’il a pu toucher les structures profondes de la
maison et inventer une poeétique nouvelle, prenant racine, justement, dans les structures cul-
turelles locales. C’est bien pour cette raison gu’il continue aujourd’hui a étre cité, apprécie
de tous, considéré comme partie intégrante de la mémoire architecturale collective du pays.

Poétique et architecture

I-ELEMENTS DE REFLEXION

Le parallele établi par Paul Ricoeur entre I'architecture et la narrativité,® appliquant les
meécanismes de la création de I'ceuvre littéraire a celle architecturale m’a intéressee, car
se plagant dans la logique de définition des processus et actes de conception. Il se base
sur l'idée de l'invention aristotélique mimeétique, au sens d’invention creéatrice prenant
racine dans une intertextualité et une tradition existantes. Cela est tres vrai pour le champ
architectural, qui s’appuie par essence sur des vecus et des traditions. Il serait, en effet,
dangereux de créer du nouveau sans s’appuyer sur un existant, I’'échec du style interna-
tional en est une illustration.
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Notre approche poétique de I'architecture, visant a établir un processus de création d’'une
modernité spécifique, a ainsi été construite a partir de quatre domaines de réflexion :

I’nerméneutique de Paul Ricoeur basée sur la poétique aristotélicienne de la mise-en-
intrigue.

la compréhension heideggerienne du construire-habiter, qui lie les dimensions spatiale
et temporelle de 'architecture.

la topo-analyse de Gaston Bachelard qui interroge la notion de I'habiter a travers une
phénomeénologie de I'image poétique.

la richesse de la signification, et l'interférence des divers niveaux de perception et de
compréhension définis par Robert Venturi.

Ainsi, a la suite de Paul Ricceur, la réflexion est partie du présupposé que |'espace constru-
it et le temps raconté présentent des similitudes se lisant essentiellement dans le caractere
de positionnement par rapport a une tradition et une intertextualité, ainsi que dans les pro-
priéetés doubles de I'espace et du temps. Lespace est en effet lu en tant qu’abstraction s’ex-
primant avec les coordonnées cartésiennes de I'espace des geometres ou les points sont
tous équivalents, en méme temps gu’il est porteur de significations et lieu de vie pour les
corps vivants comme I'a montré Merleau-Ponty ; De méme, le temps se présente-il par rap-
port au temps cosmique des horloges et par rapport au temps phénomeénologique des
veécus.

Ce parallele entre I'espace construit et le temps raconté nous a permis de construire du
cbté de l'architecture, les trois étapes de la création littéraire pour définir trois étapes de
la spatialisation, matérialisées par I'étude du couple heiddgérien habiter-construire, ou un
jeu d’intime imbrication diachronique et synchronique entre la construction et I'habiter se
dessine, 1°Lhabiter prenant le pas sur la construction au stade de projet de la mimesis /
ou préfiguration stade ou l'objet architectural est lu a travers le sujet ; 2°le construire
reprenant le dessus au stade mimesis Il ou configuration, stade d’intime imbrication
sujet/objet ; 3° I’habiter revenant de nouveau au centre de l'intérét au stade de la mimeésis
Il ou refiguration, stade ou le sujet se reconnait a travers I’'objet architectural.

Les trois temps €elaborés ont servi de base pour tisser la trame suivante d’analyse et de lec-

ture des maisons individuelles du corpus d’étude, trame elle-méme organisée en trois
moments :
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1-LA PRE-FIGURATION : A PROPOS DE LHABITER

Le niveau de préfiguration concerne I'objet architectural avant d’avoir été dessiné. Il consiste
a mettre au premier plan de la réflexion la notion d’habiter et concerne le projet d’architec-
turer I'espace. Nous avons procedée en deux eétapes correspondant a deux niveaux de
réflexion, se référant d’'une part a Bachelard de l'autre a Heidegger. La référence a
Bachelard a interrogé l'image poeétique de I'habiter a travers I'imaginaire, tandis que la
référence a Heidegger s’est manifestée a travers la composition de ces différentes images,
appelées a la matérialisation de la relation entre la construction et I'habiter en un objet réel.
Deux themes d’étude ont ainsi été dégageés :

a- La maison reléve d’opérations du lebenswelt’ : ce sont les opérations donnant lieu a une
architecture considérée comme faisant partie du monde de /a vie, et répondant a I'idée hei-
deggerienne de demeurer en paix a I'abri des regards d’autrui.

Aménager des lieux de bien-étre : |l s’agira de répertorier les lieux de bien-étre.

Penser la limite : |l s’agira d’étudier le rapport entre I'intérieur et I'extérieur en tant qu’e-
paisseur spatiale se déployant dans la maison.

S’abriter sous un toit : Il s’agira d’étudier la toiture.

Circuler horizontalement et verticalement : |l s’agira d’étudier les escaliers et la liaison hor-
izontale entre les différents espaces.

b- La maison est un corps d’images. Elle est a la fois un étre vertical et un étre concentre,
qui établit une dynamique dialectique entre la maison et 'univers :

En tant qu’étre vertical, la maison traduit une polarité se différenciant dans le sens de la
verticalité. |l s’agit d’étudier la stratification verticale, c’est-a-dire la nature des espaces,
ainsi que les pdles matérialisant la verticalité. On accordera une attention particuliere a
I’élément de liaison entre ces différents niveaux, a savoir les escaliers.

En tant qu’étre concentré, la maison pose la question de la centralite. Comment est-ce
gu’on touche a la primitivité de la hutte ? Quels sont les lieux du bien-étre en relation avec
le passeé, et avec des situations révees : le réve de palais et celui de la hutte de I'ermite.

En tant que dialectique entre un dedans et un dehors : Quelles images sont-elles convo-

queées par l'architecte et par I'utilisateur ? quelle est la capacité d’inversion de I'intérieur
et de I'extérieur ?
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2-LA CONFIGURATION : PENSER LE CONSTRUIRE

Ce niveau constitue le pivot du travail d’analyse poétique : étudier la structure poetique d’une
ceuvre architecturale, a travers la relation entre la construction et I’habiter, revient en réalité
a étudier sa structure esthétique, sa structure de distribution et la relation qui les lie, dans
une rétroactivité historigue et personnelle. En termes phénomeénologiques, les niveaux de
distribution fonctionnels correspondraient aux niveaux de ftraces et la qualité de ces
dernieres dépendra de la complexité fonctionnelle ; tandis que les niveaux de formes cor-
respondraient aux niveaux de masque, et la valeur de ce dernier dépendra de l'interaction
sociale avec ce que I'objet spatial symbolise. La dimension poétique des maisons, est alors
représentée par la relation entre le masque et la trace. Plus la relation est riche et complexe
plus la dimension poétique sera grande. Lacte de construire et celui d’habiter représentent
les deux faces d’'une méme medaille, ou passe present et futur s’interpénétrent.

Ainsi, la maison étudiée a-t-elle été considérée par rapport a ses deux aspects, la distribu-
tion et la structure esthétique. Pour cela nous avons procédé a un repérage systématique
des éléments architectoniques essentiels, a savoir les éléments les plus complexes du point
de vue fonctionnel, (traces) pouvant étre lus par rapport a différentes échelles formelles
(masques). Autrement dit, nous avons repére les éléments ayant plusieurs fonctions et
plusieurs formes, étant entendu que plus la richesse fonctionnelle et formelle seront
grandes, plus I'espace sera vivant et aura une qualité poéetique plus grande.

Trois parties constituent la configuration

a-La praxis architecturale : Comment réaliser une synthése spatiale de I'hétérogene, a tra-
vers les « catastrophes poétiques » définies par Aristote :

Langage (récit) L’architecture (projet)®
D’apres Aristote) (D’apres Robert Venturi)

La « péripétie » » La « Double fonction »

La « reconnaissance » » La « Double Forme »

« Laccident dramatique » » « LElément conventionnel »

°) la double forme, signifie le phénomeéne du « a la fois » en architecture. DU a un classe-
ment des choses, a différents niveaux de significations et de fonctionnements, ce
phénomene se rapporte aux liens unissant la partie au tout, et se fonde sur la hiérarchie
des éléements en les classant a différents niveaux de significations.
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°) la double fonction : I'élément a double fonction est lié au mouvement, et a l'idée d'’in-
version de la fonction. La notion de trace est convoquée : nous avons deux fonctions.
Limportant dans le processus, est bien de voir la connexion entre des fonctions, et non
le fait gu’il y ait deux fonctions differentes.

°) I'élément conventionnel : Utilisation d’'un élément conventionnel de maniere non con-
ventionnelle, dans un but de créer la surprise, (architecture postmoderne).

b- l'intelligibilité : étudier la cohérence du projet architectural dans une tradition entendue au
sens de transmission vivante :

°) Quelle composition architecturale ?

°) Y-a-t-il un schématisme qui utilise les notions de type, de genre ?

c- L’intertextualité : étudier les batiments dans leur contexte historique, social, dans leur rap-
port aux autres a travers I'histoire de I'architecture.

°) Quel rapport innovation tradition ? Quel rapport a la mémoire ?

3- LA REFIGURATION : RELECTURE DE LHABITER A TRAVERS LHORIZON
DE MONDE DE LUSAGER

Ce troisieme niveau est celui de la ré-évaluation du complexe construire/habiter. Il est I'in-
teraction du monde du projet dessiné et imaginé par I'architecte, avec le monde de I'usager
dans lequel I'habiter se déploie : comment est-ce que I'usager habite-t-il son espace, par
rapport a ce qui a été imaginé dans le projet architectural ?

a-ll s’agit de re-lire 'habiter des protagonistes :

°Jest-ce qu’il y a concordance avec I'imaginaire qui a nourri la construction de la maison
et le vécu par la suite ?

°)guelle concordance avec les opérations du lebenswelt réfléchies dans le projet et quel
degré d’adéquation avec le vécu de la maison.

b-« Horizon de monde » de l'usager et projet architectural : Lusager habite 'ceuvre avec
ses propres capacités, dans son propre horizon de monde. Il ne suffit pas pour I'architecte
de bien penser un édifice architectural, encore faut-il gu’il réponde aux attentes réelles de
I’habitant. Il s’agit de voir le degre d’adéquation de ce qui a été pensé par 'architecte et
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ce qui est recu par I’habitant. Cela peut étre mis en lumiere par la dynamique interne des
configurations de lieux au sein de I'espace architectural, telle que suggérée par la con-
formation de l'espace dessiné par 'architecte, et pratiquées voire inventées par les
usagers.

II-ANALYSE POETIQUE DE LA MAISON BEN ABDELKADER

La présentation des résultats de 'analyse poétique a propos d’'une maison contemporaine,
montrera comment I'architecte a-t-il réussi a faire une transformation de la poétique tradi-
tionnelle en établissant une relation d’enrichissement avec le passé, basée sur le rapport
diachroniqgue et synchronique de I’'habiter et du construire, tout en étant indépendant du style
et de la technique.

Lanalyse visant a dégager les ingrédients de la poétique de cet espace, a donc été organ-
isée selon les trois stades de la mimesis poétique, exposées préceédemment : 1) nous avons
interrogé I'habiter a travers I'idée bachelardienne de la phénomeénologie de I'image et celle
heiddegienne de demeurer en paix a I'abri des regards d’autrui. 2) nous avons analysé com-
ment le construire a-t-il pris forme a travers les renversements poétiques 3) nous avons relu
I’habiter a travers I’horizon de monde de I'usager et son degré d’identification avec ce qui a
été dessiné par le concepteur. Comment vit-il son espace, s’y identifie-t-il ?

1- LA PREFIGURATION

a-A PROPOS DE LIMAGE POETIQUE :

La maison représente la maison du passé et conjugue a la fois le réve de palais et celui de
chaumiere. La générosité des espaces de distribution évogque la maison d’enfance du pro-

priétaire. Elle se double du besoin d’intimité demandé par la maitresse de maison, exprimée
par I'architecte en une logique de séparation, espaces privés et espaces collectifs.

Fig16, fig17, fig18. Maison Ben Aldelkader.
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Fig19. Schéma maison Ben Aldelkader.

Le rapport dedans et dehors

Maison du passé, elle s’or-
ganise autour d’'un vide
central et s’ouvre sur la
montagne du Bou Kornine
qui représente pour le pro-
priétaire un retour aux
sources de son enfance,
puisqu’il 'y passait ses
vacances familiales. Réve
de palais, elle démultiplie
les espaces et les coins,
rallonge les distances et
matérialise les seuils. Réve
de chaumiere, elle affiche
sa simplicité. Les deux
realités extrémes de la
chaumiere, ou les choses
se donnent a voir, et du
palais ou les espaces se
démultiplient, encadrent les
besoins de simplicité et de
magnificence des proprié-
taires. (Fig16,17,18,19).

Cette maison différencie le devant de I'arriere (fig 22, fig23) : a I'arrivée une fermeture totale
avec des fagades presque aveugles (fig21), et une ouverture totale sur I'arriere (fig20) avec une

ré-interprétation du patio traditionnel.

A

Fig20. Facada sur jardin maison Ben Aldelkader.

FETTRR

=

Fig21. Facada entrée maison Ben Aldelkader.
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Fig22. Schéma maison Ben Aldelkader.

A A

T

Fig23. Schéma maison Ben
Aldelkader.

il

La maison est avide de voir et s’ouvre totalement sur son
jardin (fig23). Elle se regarde vivre. Lextérieur est ramené
a 'intérieur et se présente dans une situation de con-
templation : on le regarde de partout en méme temps
gu’il matérialise les espaces de transition, rendant I'ex-
périence spatiale consciente.

2-LA CONFIGURATION

a-A PROPOS DES RENVERSEMENTS POETIQUES
Combinaison reconnaissance/péripétie

*De par ses origines tunisoises et son enfance passée
dans cette banlieue de la capitale, ancien haut-lieu de
villégiature de I'aristocratie notamment proche du pou-

voir, le choix méme d'y habiter aujourd’hui alors que la ville a beaucoup perdu de son pres-
tige passé, traduit quelgue part une reconnaissance du propriétaire a travers ce site. Apres
des années passées a |'étranger, ce choix symbolise pour lui un retour aux sources de son
enfance et illustre bien I'idée de Heidegger, qui lie I'acte d’habiter a celui de I'identification a
un environnement —je cite- : « I’'nomme habite quand il arrive a s’orienter ainsi que s'identi-
fier avec un environnement. » Il se reconnait dans 'autre (la montagne et ce qu’elle sym-
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Fig24. Entrée maison Ben
Abdelkader.

bolise), et 'acte d’habiter traduisant 'idée de demeurer,
prend toute sa signification.

La reconnaissance (se reconnaitre dans la montagne,
fig24) est combinée avec la péripétie (entrer par la porte)
pour produire des effets de sens et des effets esthétiques.
Cette complicité de 'hnomme et du lieu procure les condi-
tions élémentaires pour étre-au-monde. Elle est d’autant
plus appreciable que le dispositif d’entrée est un espace
fondamental de la poeétique traditionnelle, constituant une
épaisseur qui s'étale dans I'espace et I'organise. Une nou-
velle realité prenant appui sur la poétique traditionnelle est
ainsi réalisée : la notion de masque convoquant la forme
fait gu’on se reconnait comme moderne, en méme temps
gu’on se reconnait comme local : des élements d’identifi-
cation ayant trait a la mémoire individuelle et collective sont
mis en jeu.

b-A PROPOS DU RAPPORT INNOVATION ET TRADITION

*Linnovation se situe a
une double échelle :

1) la composition archi-
tecturale Dans le
processus de mise en
forme de l'espace, I'ar-
chitecte integre la nature
comme composante du
cadre bati, ce qui n'est
pas dans les traditions

£, =8
TPt

Fig25. Schéma maison Ben Abdelkader.

locales. La composition
de la maison est mod-

| elée par ces échappées
+ lumineuses et vertes
(fig25, 27), et le par-

cours rythmeé par ces
seqguences accentue

I’effet de découverte et dramatise I'expérience spatiale, accentuée par la création d’am-
biances chromatiques de couleurs chatoyantes des tableaux et du verre peints par la
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malitresse de maison. La maison traduit une recherche
d’harmonie poétigue entre ’homme et la nature, util-
isant la verdure comme élément conceptuel de I'e-
space au méme titre que le béton. (fig 26,27,28).

2) le rapport entre le dedans et le dehors, qui éclate la
boite traditionnelle tout en respectant les exigences d’in-
timité gu’impose I'habiter, et qui sont ici particulieres au
site : la proximité des espaces a engendré en méme
temps un espacement, matérialisé par les bandes de
verdures, et la transparence est travaillée de deux
manieres, que 'on pourrait comparer au travail pictural
du cubisme introduisant la dimension temporelle dans
'appréehension de l'espace. Tout se donne a voir en
méme temps qu’il se soustrait aux regards. Ensemble, la
lumiére et la verdure contribuent a structurer I'espace et
a le ponctuer, pour lui donner une valeur émotionnelle.

De méme, une réflexion sur le theme du mythique patio
est réalisée, le transformant aussi bien formellement que
fonctionnellement (fig31) tout en gardant sa structure poe-
tique de base, celle d’élément générateur de lumiere de
centralité (fig29), d’organiser 'ensemble de I'espace de la

Fig 26, fig27, fig28. Maison Ben
Abdelkader. Fig29. Plan maison Ben Abdelkader.



Fig30. fig31, fig32. Maison Ben
Abdelkader.

Fig 33. Maison Gilardl, In D.Pauly,
Barragan : I'espace et I'ombre, le
mur et la couleur, Ed Birkhduser,
Basel, Boston, Berlin, 2002.,...
P174.

maison (fig30) et d’'étre en méme temps lieu de réunion et
coeur de la maison a part entiere, réalisant de ce fait un
dialogue entre sources traditionnelles et modernité.

Le mur en tant que limite (fig32), exalte le rapport entre le
dedans et le dehors et rappelle le travail de 'architecte
mexicain Baragan (fig33), dans I'utilisation différenciée
des matériaux, des épaisseurs des murs et des perce-
ments rythmant I'espace et le qualifiant.

3-LA REFIGURATION

A PROPOS DE LA RE-EVALUATION DE LHABITER

Linterview réalisée avec le propriétaire et avec I'archi-
tecte, a permis de déduire que sans le propriétaire, la
maison ne serait pas ce gu’elle est. Alvaro Siza, parlant
de Barragan écrit « Larchitecture de cette maison
dépend de I'Autre.®»> Nous ferons notre cette citation,
puisgue nous pouvons facilement affirmer que la maison
porte en elle 'empreinte de son propriétaire. Il a beau-
coup participé aux esquisses en y matérialisant son réve
de re-créer la maison du passé qui correspond a un réve
de hutte et de palais, a un réve de lumiere. De ce fait |l
s’y reconnait totalement. Plus, il reconnait sa maison
comme traditionnelle s’organisant autour d’un vide qui
pour lui représente le patio traditionnel, symbole de
lumiére et coeur de vie. Il la reconnait également comme
moderne en s’ouvrant totalement sur son site, dialoguant
avec la nature luxuriante, captant le paysage de partout,
orchestrant un scénario spatial imaginé selon une suite
différenciée de zones d’ombre et de zones de lumiere,
de zones vertes extérieures profondes, et de zones
intérieures ou le regard est a chague fois guidé par des
effets émotionnels.

Conclusion

En définitive on peut dire gu’il y a réflexion au niveau des
structures profondes de la maison analysée. Lappré-



hension des espaces est liée a une approche sensorielle et au mouvement. Larchitecte a
travaillé sur le theme fondamental du patio et de la centralité, en combinant la « reconnais-
sance » et la « péripétie » pour produire une poétique de litinéraire. Il a transformé non
seulement la forme mais aussi la fonction, pour I'adapter aux exigences du xx™ siecle. La
tradition de I'espace intérieur clos a ainsi été rompue au profit d’'un dialogue moderne pro-
fond avec I'extérieur. Lintimité requise par la maitresse de maison n’a pour autant pas été
laissée pour compte. Larchitecte aura reussi le double pari d’ancrer la maison en son site,
tout en protégeant chaque activité des regards d’autrui. La transformation de I'espace de
I’'nabitat a usé d’'une rhétorique abstraite, et I'architecte a tenté d’atteindre cette phase uni-
verselle de la créativiteé, caractérisée par I'abstraction. Son but partait de I'abstraction, de 'u-
niversalité pour lui adapter d’'une part quelques traits caractéristiques de I'architecture ver-
naculaire liés au climat, et d’autre part un habiter du propriétaire lieé a 'usage. Ces trois éle-
ments sont congus comme des matériaux de qualification et de transformation de I'espace.
De ce fait, la maison ne vise pas une universalité mais une certaine a-temporalité qui défini-
rait sa propre modernite..

Or parler de modernité spécifigue convogue nécessairement la question de l'identité spa-
tiale, de l'identité tout cours. Loeuvre de Ricoeur, depuis la Métaphore Vive jusqu’au Parcours
de la Reconnaissance, nous enseigne que la comprehension de soi est une interprétation,
et que l'identité mise en jeu dans le récit est celle de la dialectique qui se construit entre I'ip-
séité et la mémeté. Si la dynamique entre mimésis |, Il et lll est spatio-temporelle comme
nous I'avons démontré, alors nous sommes en mesure de nous demander si les com-
posantes spatiales et temporelles sont un élément constitutif de 'identité. Larchitecture con-
tribuerait dans ce cas a la formation de I'identité, a travers le jeu de I'ipséité et de la mémeté,
comme le souligne philosophiguement Rita Messori: « étre dans le monde selon le constru-
ire-habiter dans sa composante spatiale n'est possible qu’a travers la succession des trois
moments de preé, con et refiguration. Et ce n'est qu’a travers ce travail que 'homme peut
trouver sa propre identité. »'"°

Les différents exemples de maisons étudiées, ont permis de dégager quelques éléments
d’un processus visant a produire une modernité specifigue de 'architecture émanent d’un
contexte local, usant de stratégies rhétoriques combinant des stratégies tirées de la
modernité et de la tradition, réalisant ce lien historico-géographigue. Les maisons présen-
tent différentes manieres d’opérer des transformations de la poétique traditionnelle, tra-
vaillant difféeremment sur les références meéditerranéennes, sur les ombres, les patios, I'in-
troversion, le rapport a la nature. Elles auront cependant toutes en commun cette néces-
sité de l'interaction sociale, du rapport a autrui, de la reconnaissance.



Notes

1.La Médina est la ville traditionnelle

2.Cf travaux Paul RIcEUR.

3.Sqifa : entrée en chicane se trouvant dans toutes les maisons de la Médina et jouant un rdle de filtre entre I'in-
térieur et I'extérieur.

4. Qustyya : espace central prenant originine dans le patio traditionnel. Il est apparu a Tunis a la fin du xix°™° sie-
cle dans les nouvelles villas. Compromis entre le hall occidental et le patio traditionnel, elle se présente en tant
qu’espace couvert, qui articule et distribue les différents espaces de la maison.

5.M.BREITMAN, Rationalisme et tradition, Tunisie 1943-1947, Le cas Jacques Marmey, Editions Mardaga, Liege,
1986., P61.

6.PRICCEUR, « Architecture et narrativité », Catalogue de la Mostra, « Identitata e Differenze », Triennale de Milan,
1994, repris dans Architectonics :@ Arquitectura y Hermetnéutica, Dir J.MUNTANOLA THORBERG, Ed UPC,
Barcelone, 2003, PP 9-29,

7.Le lebenswelt ou monde de vie, est entendu au sens de Husserl.

8.Diagramme élaboré par J.Muntafola. La topogenése, : Fondements d’une architecture vivante, Editions
Anthropos, Paris, 1996. P19.

9.A.Siza, Préface a The life and work of Luis Baragan, New-York, Rizzol, 1996, Cité par A.Farel, Op Cit, P 134.

10.R. MEessoRrI, P59. In Architectonics : Mind, Land and Society, Dir MUNTANOLA THORNBERG (Joseph), Edition U.R.C.
Barcelone, N°4, 2003 «Architectura y Hermetéunica».
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Lespace domestique :
Objet physique et culturel

IMEN REGAYA'
imenregaya@yahoo.fr

Résumé

Lobjet de cet article est de mettre en exergue l'interaction permanente établie entre I'espace
béati et I'espace social constitué par les lieux de vie. Cette étude se situe dans le champ de
’ethnosociologie architecturale. Elle s’appuie sur 'observation de comportements de per-
sonnages dans le cadre de leurs vies domestiques, occupant des habitations de différents
types, ayant des positionnements différenciés dans les tissus de la ville d’El Jem et d’or-
ganisations spatiales internes et d’architectures distinctes.

Pour ce faire, nous avons eu recours a la méthode d’analyse sémiotique qui nous permet
de transcrire «les programmes actantiels» des acteurs sociaux observés en «configurations
spatiales».

‘espace architectural habité est le couple constitué par un objet matériel et par un fait
social contextualise.

D’ailleurs, I'objet de conception et de creation, est non seulement un objet physique mais
egalement un objet culturel. |l est donc bien un systeme ouvert.

Cependant, les modes de représentations en vigueur dissimulent certaines composantes
phénomeénales, proxemiques? et sociales de I'espace.

L'objet de la création architecturale est la réalisation d’un systeme interactif et complexe, dont
le batiment n’est qu’une partie intégrante.



Lespace architectural inclut certes le « béati », mais aussi « 'usage » des espaces con-
struits et ameénageés, qui se transforment en lieux de vie des gu’ils sont habités et appro-
priés.

Ainsi, nous devons considérer a la fois la présence active de I'acteur social dans I'espace,
mais aussi I'effet de présence de celui-ci comme un autre corps en relation active avec Iui.

Lespace « potentiel » du solide devient « actualisé » par /'usage des lieux, puis « réel » pour
le sujet méme de I'action.

« Lespace bati, 'espace matérialisé pour une édification, ne prend I'effet de sens « real-
ité » que par les interactions des habitants et de leur milieu de vie. En I'absence de ces
interactions, ce n'est qu’'un espace “executé” mais non realise. »*

A travers cet article, nous nous intéressons a I'interaction permanente établie entre I'espace
béati et I'espace social constitué par les lieux de vie.

Pour ce faire, Nous essayons choisi d’appréhender I'espace domestique a El Jem et les
traces du vécu des ses habitants actuels.

El Jem est une ville dotée d'un riche patrimoine historique et archéologique. Son
amphithéatre romain est classe patrimoine mondial par LUNESCO.

El Jem est aussi un ensemble urbain en perpétuel dynamisme. D’ailleurs, les mutations
socio-économigues qu’a connues la ville durant cette derniere décennie ont eu de grandes
incidences sur les différents autres secteurs comme les secteurs touristiques et culturels qui
se développent de plus en plus.

Les retombées de ces mutations sur la dynamique spatiale et urbaine sont de grandes
envergures et elles doivent étre au centre de nos réflexions.

Les typologies et les vocabulaires architecturaux des habitations recemment édifiees sem-
blent d’ailleurs refléter les nouvelles situations socio-économiques des propriétaires et leurs
nouvelles aspirations.

La typologie des habitations a connu aussi de grandes mutations. Les conformations spa-
tiales des anciennes habitations a patio subissent des transformations remarquables qui
semblent étre une entrave aux activités domestiques déja encrées dans cette société. Les
nouvelles constructions sont généralement des villas isolées ou des extensions a I'étage.
Une fois habitées, ces habitants subissent encore des métamorphoses.



Sur ce, nous focalisons notre étude sur des habitations tres distinctes et qui correspondent
aux types les plus courants de maisons a El Jem. La méthode utilisée pour cerner I'échan-
tillonnage des habitations est celle des quotas.

A travers notre étude doctorale, nous essayerons de répondre aux interrogations suiv-
antes : De quelle maniere une personne se déplace-t-elle dans I'espace et le temps, tout
en étant constamment environnée par des éléments de son cadre de vie ? Quelle est la
relation de cette personne avec 'ensemble des élements qui appartiennent a la partie de
I’édifice ou elle vit concretement ?

Notre étude repose tout d'abord sur I'observation directe des « pratiques signifiantes »* de
vingt personnages dans le cadre de leurs vies domestiques a El Jem (douze habitations).
Notre étude revét ainsi le caractere des études ethnométhodologiques.®

Nous accordons alors aux activités les plus communes de la vie quotidienne I'attention
habituellement accordée aux événements extraordinaires.

Notre corpus est structure prioritairement par rapport aux types d’habitations, en corrélation,
d’une part, avec leur organisation spatiale interne et leur architecture et, d’autre part, avec
le positionnement de ces habitations dans les tissus différenciés de la ville.

Etant donné que la compréhension de I'espace domestique ne s’arréte pas a sa préehen-
sion physigue immeédiate, mais « releve également d’une compréhension construite par la
meémoire des parcours du sujet »°, le corpus a eté egalement organisé par rapport aux per-
sonnes qui le parcourent, qui y vivent ...

LLéchantillon de femmes que nous retenons présente un grand intérét a notre etude qualita-
tive. Les statuts des femmes observées, leurs ages, leurs situations financieres et leurs
niveaux intellectuels sont différents. Cependant, elles sont toutes issues d’El Jem et elles
sont propriétaires de leurs demeures.

Linterét de la méthode qualitative retenue ici, est de s’appuyer sur un systeme de dif-
férentiation précise de quelques cas concrets observes, ou les cas se construisent par le
croisement de statuts différents de femmes observees et des types les plus dominants de
maisons dans la ville d’El Jem (maison a patio, a patio composé, maison a patio transfor-
me, villa...).

A travers cet article, nous explorons les pratiques quotidiennes de trois femmes dans leurs
espaces domestiques et nous étudions leurs modes de vie.



Concernant les habitations relatives a ces femmes : Deux sont sises dans |'ancien tissu de
la «Médina» et une autres en dehors de la «Médina».

En médina :

Maison a patio conservé (M1 : maison de « Sayda »)

Maison a patio transformé (M2 : maison de « Rekaya »)

En dehors de la Médina et dans les nouvelles extensions de la ville d’El Jem

Maison a patio recomposée (M3 : maison de « Jamila »)

Létude d'un programme de vie commun a plusieurs habitants et accompli dans des
espaces domestiques de conformations différentes nous renseignerait sur la relation
dialogique entre I'espace béati et I'espace social.

La modélisation cognitive nous permet de transcrire les programmes actantiels observes en
configurations spatiales.

« Nous appelons programmes actantiels ces programmes de vie pour les différencier
des acceptations de sens que nous donnons, en architecture, au terme programme.»’ .

Les configurations spatiales sont les contextes immediats dans lesquels se déroulent les
diverses pratiques de la vie quotidienne. Elles sont certes composées d’éléments physiques
des conformations® manifestes des espaces architecturaux, mais leurs contours sont
généralement abstraits.

Nous avons effectué un inventaire des programmes actantiels des femmes, suite auquel
nous avons degage les programmes qui sont communs et nous en avons choisi un pro-
gramme pertinent a analyser : Recevoir la cousine. Ce programme permet d’apprehender
I'interaction du social et du spatial . Il suscite la notion du mouvement et du parcours et nous
permet d’enregistrer le parcours spatio-temporel des usagers.

Une opération de «filtrage» des entourages dans I'acte du parcours pedestre et perceptif®
ne retient qu’une petite portion de la réserve de fragments qui constituent I'espace global de
I’habitation.

Le Programme actantiel «recevoir une cousine» a lieu entre les deux cousines. Il s’agit alors
d’un double programme d’action: d’une part, pour la femme accueillante, il est effective-



ment de «recevoir sa cousine» (PA1) et, d’autre part, pour l'invitee : il est d’ «&tre regue par
sa cousine» (PA2). C’est un programme “d’échange de valeurs” qui a lieu a I'occasion de
cette rencontre.

Pour analyser ce programme, nous clarifions que nous nous référerons préecisement a /a
sémiotique syncrétique de I'architecture™, qui est non réductible a une sémiotique de I'e-
space béti. En effet, 'apprehension du processus de production d’effet de sens releve d’'une
approche semiotique' de 'architecture, dont I'objet est I'’étude de I'architecture en tant que
systeme de signification.?

Drailleurs, dans I'étude de I'espace de la vie quotidienne, nous sommes confrontés a un
ensemble signifiant complexe, qui ne peut étre abordé gu’en considérant, entre-autres, la
semiotique des « pratiques signifiantes » des occupants de cet espace. Le caractére spa-
tial de cet ensemble signifiant invite a le considérer a I'aide du « subterfuge de la linéarisa-
tion »', en enregistrant les parcours spatio-temporels des usagers des lieux.

Létude de I'espace social nécessite le recours a des représentations intermédiaires. La
sémiotique de I'espace sociétal qui se constitue a partir de I'espace béati nécessite ainsi une
opération de transfert de 'espace empirique (architectural et urbain) en un artefact de travail
scientifique.™

Nous solliciterons la « méthode de segmentation significative de I'espace »14 qui met en évi-
dence les différences existantes entre la conformation des espaces construits et aménages
d’une part, et les configurations des lieux, énoncées ou manifestées corporellement par
ceux qui les vivaient, d’autre part.

Par le trajet, 'espace « plastique » se transforme et s’organise en une chaine syntagmatique
linéaire qui permet de retrouver les éléments d’ancrage des significations apportées par
chaqgue acteur au lieu de sa vie quotidienne. Ceci permet de mettre au point des proceédures
de reconnaissance de « segments pertinents de I'espace ».

Ces « segments pertinents » sont les éléments discontinus que la perception réincorpore dans
une chaine de continuité spatio-temporelle, dont I'organisation syntagmatique est construite a
posteriori. Les segments significatifs cooperent aux « enchainements syntagmatiques ».

L’approche sémiotique que nous avons effectuee contribue a mettre en évidence I'organisa-
tion syntagmatique propre a |'espace architectural,

Nous illustrons a travers les planches suivantes, plusieurs exemples d’enchainements syn-
tagmatiques relatifs au programme d’action « recevoir la cousine ».



DOSSIER

Programme daction PA1: LA RECEPTION DE LA COUSINE [SIR]JH]

Enchainement narratif:

On frappe 4 la porte. « Sayda » sort de sa chambre (1) et se dirige vers la porte extérieure (2).

Elle crie de loin : "J'arrive”

Avant d'ouvrir, elle demande: "Qui est-ce?"

Elle entend alors la voix de sa cousine qui lui répond.

Elle ouvre la porte, embrasse sa cousine sur le seuil de I'entrée de "Wost eddar" (4).Elles se dirigent toutes les deux
vers la chambre (el bit). La cousine enléve son "sefsari" et le plie soigneusement puis elle s'installe sur le matelas (8).
«Sayda~- se dirige ensuite a la cuisine (9) pour apporter une boisson fraiche et les petits gateaux (14) qu'elle a déja
préparé et conservé dans des boites et tout ce quiil faut pour éviter de revenir la cuisine une deuxiéme fois (bsissa,

fruits....).
Plan N°01-S : La configuration spatiale (relative a PA1)
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Chaine syntagmatique N°1 (relative au PA1)
BS. pBS. WE. WE. pBS. | BS.pBS. WE

photos 1 2 3 4 5§ 6 7 8 9 10 1114 15 16
8 segments pertinents

Enchainement de photos correspondant au programme d'action PAT:  Voir Fig2
Figure 1
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Enchainement de photos correspondant au programme d'action PA1:

2-Vers la porte extérieure 3- La porte extérieure b s
4- Porte extérigure
semi-ouverte

1- l'amphitéatre vu de
la chambre de Sayda

Jut , 8- La cousine e Sayda

5-"Wost eddar* vu de Ia porte extérieure 3
7- La porte de B.S.

10- Seuil de la porte de la cuisineg 11- Lintérieur de la cuising

12- vers le réfrigérateur

9- Vers la cuisine

16- La cousine

14- Les boites des pelits gateaux
arrangées sur une chaise basse

13- L'armoire de la cuisine 15- La porte de la cuisine Figure 2
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Programme d'action PA2: ETRE RECUE PAR "SAYDA" [STRIJH]
Plan N°02-C: La configuration spatiale (relative a PA2)

Chaine syntagmatique N°2 (relative au PA2)

i
pext| WE.  pPS. B.S.
Rue 3 segments pertinents
S S2 53
photos 123 45 6

Enchainement de photos correspondant au programme d'action PA2:

¥ l s
- ¥ 5-Seuil de B.S. 6- La partie de B.S. vue
- | = ] i S par la cousine
1-Porte extérieure 3- Vue dirigée vers B.S. 4-Vers la porte de B.S.
Figure 3
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SIR[JH]

Plan N°03: Micro-lieux de la distribution syntaxique, relatifs aux configurations de lieux,
communs aux deux enchainements syntagmatiques relatifs au PA1 ef au PA2

Mise en paralléle des deux chaines syntagmatiques:
BS. pBS. WE  pBS.

PA1
| p.ext | WE oS BS. |
PA2 Rue & L) Ty |
| st | 52 s3
Confere légende en fin d’article. Figure 4
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DOSSIER

Programme d‘action PA3 - R: RECEVOIR LA COUSINE
Enchainement narratif: Acteur social: Rkaya

Vers 13H, « Rkaya » était allongée dans sa chambre, lorsque quelqu'un frappa a la porte.

Elle se léve et se dirige 4 la porte (1). Elle demande : qui est-ce ? La voix de sa cousine s'éléve alors pour lui annoncer
son arrivée. Elle lui ouvre la porte(4); les deux femmes s'embrassent sur le seuil et entrent & «Wost eddar»(5).«Rkaya
» invite alors la cousine & se diriger  « el bit » (B.R). Mais, I'invité propose de s'installer dans le « Makhzen », qui
cette heure est plus frais que « bit Rkaya ».

Elles entrent au Makhzen (8) ol « Zahia » les rejoint. Elles étalent une natte sur laquelle elles placent 2 matelas.
«Rkaya» place au centre de la piéce la « Meida ». En suite, elle allume le brasero (« Kanoun ») dans « Wost eddar »,
prés du grenadier(11). Elle met & sa portée la bouteille contenant de I'encens et tout le nécessaire pour préparer du
thé: «el aala ».

Elle prépare du thé qu’ elle boit en compagnie de sa cousine et de sa bru « Zahia ». Elles discutent. . .Puis,

« Rkaya » se léve et apporte une assiette de melon du réfrigérateur(14).

Par la suite, « Zahia » a retiré une bouteille de boisson gazeuse fraiche et s'est dirigée & la cuisine pour la verser dans

Plan N°01-R : La configuration spatiale (relative & PA3 - R)

Chaine syntagmatique N°3 - R (relative & PA3 - R)
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Enchainement de photos correspondant & PA3 - R : voir Fig.6 Figure 5
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[STRTJTH]

Enchainement de photos correspondant au programme actantiel PA3-R

Al

2- Vue de "Wost eddar

1- En sortant de "Bit Rkaya" 3- Vers la porte extérieure 4- La porte extérieure

5- De la porte extérieure vers "ef Makhzen” 6- En avangant Vers “el Makhzen" 7- Vue de "Wost eddar

11- "Kanoun" mis & wost
eddar*

8- Seuil du *Makhzen" 9- L'intérieur du "Makhzen”

10- "wost eddar* vu du "Makhzen*

12- Seuil du “Makhzen"

14- Le réfrigérateur Figure 6
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DOSSIER

Programme d'action PAS-J: RECEVOIR LA COUSINE
Enchainement narratif:

[STRJTH]

Vers 10 heures du matin, « Jamila » et « Kadija » élaient en train de prendre leur petit déjeuner(1) lorsque la cousine

de Jamila frappa a la porte de « Wost eddar ».

« Kadija » s'est précipitée pour ouvrir la porte. C'est la cousine de Jamila qui, en passant devant la maison, a voulu lui
dire bonjour. « Kadija » I'invite & entrer. « Jamila » est alors allée & sa rencontre pour I'accueillir et pour I'inviter &
partager avec elle son petit déjeuner. La cousine a accepté suite a l'insistance de « Jamila ». Celle-ci est allée par la

suite a la cuisine(4) pour apporter un verre de lait chaud a sa cousine(10).

Plan N°01-J : La configuration spatiale (relative a PA5-J)

Chaine syntagmatique N°5-J (relative au PA5-J)

VD | WE VD seuil C pK K| C seuil, VD
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photes 1 23 4 5 6 78 9 1011

Enchainement de photos correspondant au PAS-J: voir Fig.8
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[S[RIJ[H]

Enchainement de photos correspondant au PAS-J

1- "Wost eddar' vu du lieu 2-Vers la porte de "Wost Eddar
de prise du petit déjeuner

3- La cousine 4- l'invitée

8-La cuisiniére
5- Seuil de la porte 6- Le couloir vu du seuil 7- Le placard de la cuisine
de lavilla

9- La paillasse

10- Retour & la véranda 11- La cousine

Figure 8
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Nous avons procéde de la méme maniere pour toutes les femmes du corpus. Nous avons
constaté ce qui suit:

1. La méthode de «segmentation significative de I'espace» nous a permis de distinguer
les segments pertinents ; ces segments ont une épaisseur temporelle.

—>»’enchainement syntagmatique est spatio-tempore/

2. Létude des parcours des femmes accueillantes et recues dans I'espace domestique,
nous a permis de demontrer que sur un méme itinéraire traversant une distribution syn-
taxique, il y a une multitude de possibilité de parcours qui segmentent de fagon distincte
I’espace parcouru :

—>»Les enchainements syntagmatiques d’une méme distribution syntaxique sont différen-
ciés.

3. La lecture des espaces parcourus permet d’'organiser ses eléments en une suite
diachronique, quelles que soient leurs positions dans I'espace.'” Ainsi, hous aboutissons
a une reorganisation de sa plasticite.

La lecture des espaces particuliers parcourus nous a permis d’aboutir a une réorgani-
sation de la plasticité de I'espace. La pluralité des enchainements syntagmatiques d’'une
méme distribution syntaxique, illustre bien la notion de la plasticité de I'espace.

4. Le seuil : Ce fragment de la conformation associé au moment de l'arrivée prend la
valeur d’'un segment pertinent.

Suite a I'élaboration des chaines syntagmatiques relatives aux programmes d’action
observées, nous avons essaye de repérer d’avantage les points remarquables et «remar-
qués», segment par segment, afin d’identifier et de manifester I’existence des constellations
significatives formant le support de 'action.

Nous avons reconstitué ces constellations formées des éléments pertinents, relevés seg-
ment par segment et formant I'espace d’englobement de I'acteur lors de 'accomplissement
d’un programme actantiel bien défini. Nous avons eu recours, dans cette étape, a quelques
concepts de la théorie des formes dite «gestalt-théorie».

La Gestalt-théorie repose sur un principe essentiel, celui de la structuration phénomeénale
selon lequel tout champ perceptif se différencie en un fond et une forme.
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La theéorie gestaltiste conditionne la forme par son fond. Tous deux sont ‘chargés de sens’.
Pour distinguer les formes (ou la figure) des fonds, nous avons adopté la méthode distinc-
tive introduite par René THOM'™ |l distingue deux notions : celle de saillance et celle de prég-
nance. |l reconnait que la forme saillante peut saturer un appareil sensoriel et s’inscrivent en
géneéral dans la mémoire a court terme du sujet mais elle n’a que peu d’'impact sur le com-
portement a long terme de I'individu. Par opposition, R. Thom appelle prégnance, le carac-
tere correspondant de ces formes a signification biologique. Il dit que les formes prég-
nantes '° ont un impact de longue durée sur I'individu.

En nous appuyant sur ces définitions nous pouvons dire qu’une forme forte peut étre sail-
lante (physique et sans valeur), ou prégnante (a valeur sociale).

Les enchainement de photos, correspondant aux chaines syntagmatiques sont notre sup-
port grace auquel I'acteur social peut distinguer effectiverment ce qui fait figure de ce qui fait
le fond de cette figure. Cette methode nous permet de mettre en évidence les constellations
d’élements remarquables formant I'espace d’englobement d’'une personne donnée dans
un programme actantiel precis.

Parallelement a 'enquéte par photo, nous avons eu recours a I'enquéte par entretien. Grace
aux apports descriptifs des personnes intervieweées nous avons complété I'enquéte par
photo puisque certains éléments jugés remarquables par les acteurs sont d’ordre
phénomenal et ne peuvent pas étre repére sur les photos.

Comme suite aux figures que nous avons mises en exergue par rapport a leurs fonds
respectifs (confere la planche qui dessus), nous avons pu établir un tableau récapitulatif
présentant les rapports : Figure 9 / Fond.

Nous pouvons dire gue ces élements qui font « figures » sont les éléments des diverses con-
stellations successives, relatives a « Sayda » lors 'accomplissement de PA1.

Ces éléements appartiennent autant a des ordres proches qu’a des ordres lointains. lls sont
rassemblés par l'intellect et sont transposables en une géomeétrie tridimensionnelle, faite de
points remarquables.

A chaque moment caracteéristique du parcours, nous pouvons obtenir ainsi une image de
la situation stellaire dans laquelle se trouve « Sayda » dans une circonstance particuliere.
Des constellations abstraites, faites a partir des éléments concrets que constituent les
points remarquables, se succedent ainsi, séquence par sequence, tout au long du par-
cours.
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Cette fagon de procéder, mise en ceuvre ici dans le cas de « Sayda » est transférable pour
toutes les femmes observées dans 'accomplissement de leurs programmes actantiels.

Tableau. Constellations qui existent segment par segment dans la chaine syntagmatique relative a PA1

Ce qui fait figure

Ce qui fait fond

Segment 1 Porte de la chambre “Wost eddar”

Vue dirigée vers la porte extérieure L’amphithéatre romain

Porte extérieure Le mur, L'amphithéatre
Segment 2 Visage de l'invité Les passants, la rue
Segment 3 La porte bleue de la chambre La fagade de “bit Sayda”

Le seuil de “Bit Sayda” Le parterre cimenté
Segment 4 La personne assise Tapis accroché au mur et tissu du matelas

Son expression gestuelle

La posture des deux femmes en discutant  Le décor de la chambre
Segment 5 La forte luminosité a l’extérieur La fagade d’en face

La porte bleue de la cuisine La fagade de la cuisine

Le seuil surélevé de la porte de la cuisine Le parterre cimenté
Segment 6 Le réfrigérateur Le mur du fond

La bouteille de boisson gazeuse Lez contenu du réfrigérateur

L’armoire Le mur du fond

Plateaux et verres La cuisiniére éteinte

La boite des petits gdteaux La chaise basse

Porte de la cuisine L'extérieur (Wost eddar)
Segment 7 La porte bleue de la chambre Le mur de la fagade

La fraicheur de la chambre
Segment 8 Visage de I'invité tapis accroché au mur

L'expression gestuelle de la cousine

Disposition des verres, de [ 'assiette
des petits gdteux dans le plateau

Le décor de la chambre

Le tapis
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Au terme de cette étude, nous pouvons confirmer que les constellations protéiformes qui
existent séquence par séquence dans le parcours de I'action sont donc composeées d’ele-
ments appartenant a des registres corporels divers : personnes, objets de la vie quotidienne
ou parties fixes de I'aménagement intérieur, mais aussi les éléments phénoménaux des
milieux aérauligues, thermiques, lumineux, artificiellement créés dans I’'habitat pour I'appro-
prier aux usages escomptes, et plus encore tout ce qui entoure et prolonge cet habitat a
I’'extérieur, jardin privatif, perspectives sur la ville et ses monuments. Tous ces éléments,
organisés en sous-ensembles a divers degrés, sont en interaction incessante entre eux
mais aussi avec la personne qui les relie en une fresque dynamique.

Des lors que l'insertion de cette personne en action se produit en ce paysage complexe,
elle le transforme en une scéne active qui ne cesse de la solliciter en retour comme tout
autre milieu de vie.

Nous continuons notre recherche en nous basons sur les mémes concepts et outils
d’analyse. Certes, notre but n'est pas de stimuler ou de mettre en exergue les éléements
phénomeénaux qui sont aussi pertinents, mais nous limitons notre recherche a faire une
« discrimination » significative concréete de I'espace environnant.

Conclusion

L’étude que nous avons effectuée appartient au domaine de I'ethnosociologie architecturale.
Nous avons cherché a représenter les structures du vécu en partant de I'observation de faits
qui révelent les pratiques de personnes dans leur cadre de vie.

Le principe de la méthode sémiotique, que nous avons adoptée nous a permis de d’étudi-
er la relation dialogigue entre I'espace physique de I'habitation et I'espace social et culturel
constitue par les lieux de vie.

Nos graphiques ont montré les fragments de I'espace et les objets qui sont significatifs des
usages concrets de certains lieux de I'espace physique pour chacune des femmes lors de
I’'accomplissement du programme de réception d’une cousine.

Nous avons obtenu par ces moyens des résultats concernant les éléments remarquables
(et remarqgués) en interaction avec la personne observeée. Ces éléments forment le véritable
espace d’englobement des actions de I'acteur social aux diverses séquences du parcours.
Lespace architectural serait alors la conformation de support de cet espace d’englobement.

En conclusion, nous affirmons que I‘espace architectural n’est pas directement I'espace
significatif des pratiques. Il apparait comme la conformation de support des multiples
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espaces d’englobement des lieux de vie engendrés par les programmes de vie des habi-
tants.

Notes

1.Imen Regaya est architecte, assistante a I'lnstitut Supérieur des Beaux Arts de Sousse et doctorante a 'ENAU
en Tunisie.

2.« La proxémique est une discipline sémiotique, qui vise a analyser les dispositions des sujets et des objets
dans I'espace, et plus particulierement, I'usage que les sujets font de I'espace aux fins de signification. »
[D'apres] Gremas, A.J; Courtes, J. Sémiotique: dictionnaire raisonné de la théorie du langage. Paris :
Hachette, 1993, p. 300

3.MEzGHANI, Fériel. Systeme Morphologique et syntaxique de la ritualité domestique de femmes tunisoises. Th.
Doct. Architecture. Tunis: ENAU, 2002

4.ReNEER, Alain. Nature et lecture de I'espace architectural, 1972, p.2.

5.LECERF, Yves. Lexique ethnométhodologique. Pratiques de formation (analyses), 1985 « I'ethnométhodologie
cherche a analyser le monde social non pas tel qu’ il est donné, mais tel qu’ il est continuellement en train de
se faire, en train d’ émerger comme réalité objective, ordonnée, intelligible et familiere ».

6.ReENIER, Alain. Espace, représentations et sémiotique de ['architecture. P24 In: ReNIER, Alain, dir. Espace et
représentation. 2e éd. Paris : Les éditions de la Villette, 1981, 349p.

7.ReNEER, Alain. D’'une sémiotique de I'espace architectural a une sémiotique des lieux de I'habitat, p. 4.

8.Le terme « conformation » désigne la forme de « I'espace bati »

9.Le parcours pédestre n’est pas le support linéaire du parcours perceptif.

10.GReIMAS, A. J. considere comme « syncrétiques » les sémiotiques qui mettent en ceuvre plusieurs langages
de manifestation tel 'opéra ou le cinéma.

11.« La sémiotique nous permet d'utiliser les concepts de la théorie et d’observer la distinction fondamentale
entre le sens, tel qu’il est manifesté, et tel que nous le recevons dans la perception, et par ailleurs, la signifi-
cation, qui est le sens articulé selon le schéma que propose la théorie sémiotique Greimassienne ». Cité par :
DuJersi, Ali. Larchitecture de I'lle de Djerba. Th. Doct. archi., 2004, p38-39.

12.RENER, Alain. L’'apport de la sémiotique a la conception architecturale, 1983, p11.

13.ReNER, Alain. Nature et lecture de I'espace architectural ReENER, Alain. Nature et lecture de I'espace architec-
tural, 1972, Paris. In: Sémiotique de I'espace. Paris : Denoél, Méditations, 1979. p10

14.ReNER, Alain. L’'espace sociétal, sémiotiquement réalisé, comme instance de connaissance de ['‘espace
physiquement constitué, 1994.

15.RENER, Alain. D’une sémiotique de I'espace architectural & une sémiotique des lieux de I'habitat. 2004, p. 4.

16.Nous n'avons tenu compte de la représentation du temps de I'accomplissement du faire, dans les chaines
syntagmatiques.

17.RENER, Alain. L'apport de la sémiotique a la conception architecturale, 1983, p. 18.

18.THOM, René. Paraboles et catastrophes, Milan : Flammarion, 1980, p 91.

19.1dem.
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Creating the circumstances of emergence of
urbanity in urban «fringes»
Case of Boukhadra (Annaba, Algeria)

BENYOUNES LATIFA
b_latifa2003@yahoo.fr

Abstract

The concern of Algerian experience in terms of re qualifying, depend on the choice of a
vision that is evolving towards the renewal of tools and methods of intervention (la
Documentation Frangaise, 2001). This vision wishes to be a response to failing previous
strategies because it wants, first, to impulse a harmonious urban and economical devel-
opment and secondly, to establish social cohesiveness. The vision aims to promote the
valuation of urban fringes (LEMONIER and Remy J. 2005) for their insertion and contribution
in urban continuity, especially in terms of quality of place (LEvy A and Srigal V.92) and
quality of life. Beside, current urban instruments as PDAU and POS, until now, have not
been able to provide urban landscape quality, because of lack of institutional relay. Also,
they have not been able to articulate architectural multiple scales and all fields (social,
environmental and economical) that concern the act of building. Consequences of this sit-
uation are: incoherence of urban landscape, decay of built places and, of course, living
places.

Starting with a declaration of failure, visible in the breaking of space production, we are pro-
posing a new territorial strategy while searching urban and environmental quality. The main
issue is based on the important knots between all dimensions of urban system while acting
in transversal actions in order to start a credible compromise in the re insertion of urban
design prerogatives (RIBOULET.P. 1998). Actually, its position, between urban planning and
architecture (J.P. LAcaze, 1996), allows it to: set relevant perimeters, articulate the territorial
and architectural scales and establish relays between different procedures. For example,
sustainable development strategy is an alternative to the lack of social factor, wasting of ter-
ritories, natural resources and urban environment damages.
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Our research action, rather multi-disciplinary, multi-scale and multi-dimensional, helped us
elaborate a frame of quality evaluation that enlightens indicators (IFEN 97) and enables to
find a target for levels of failure in order to intervene with relevance and efficiency.

Key words

Urbaneness- urban re-qualification- urban design- identity- periphery- urban fringes- urban
mutation- transversality- sustainable development- re-qualification- valuation- re-composi-
tion- breaking into fragments.

Introduction

Territorial and economical mutations of our territory necessitate an accompaniment with pro-
cedures and methods. New ways of intervention have to start and new tools have to be priv-
ileged, in order to induce mechanisms for land property that would lead to emerging quali-
tative spaces. They would lead also to commitment in re-qualification process based on
appropriate instruments because the urbanisation has always been registered in a social
perception, in Algeria. It has appeared as an irrational and non coherent occupation of the
territory and tended to «peri-urbanisation» (out of perimeters).

In this context, urbanisation tendencies are much diversified, in terms of urban forms and social
circumstances. The fragmented territory of the city of Annaba (East Algeria) seems to increase
sprawling, comparing with other cities in Algeria. Its structure undergoes this fragmentation, so
it needs better management actions aiming quality and urbanity of urban fringes.

Urbanity concept, dominant from xvil century (cities embellishment), until now, disappeared
with functionalism but is coming back strongly in urban speeches. This option comes from
the inability of urban rules to generate a qualitative form and urban landscape. Moreover, we
have to improve existing fabrics quality through efficient tools more appropriate in order to
create a more subtle management of space.

The periphery has reversed the scale of urban values. We need a more pragmatic look on
characteristics and content of urbanity and awareness of environmental issues. All this led to
the search of sustainable ways of urban development, more respectful of natural heritage
and territories saving. Fringes regions seem to respond efficiently to these new expectations,
not only to decrease many tensions that act on large urban poles, but also they are going to
contribute to enhancement of quality of life.

Therefore, we raise a hypothesis: New urbanities are emerging around cities and their defi-
nition criterias are evolving according to new needs and new urban characteristics. Fringes
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are hard to mobilize in short term, so great efforts have to be made in order to engage re
qualifying operations, especially policies for valorisation of urban potential. Actually, the
process of re qualifying that urges in surrounding territories pushes to reconsider urban
spaces and necessitate using urban composition to test appropriateness of tools.

Research Methodology

What kind of qualifying mechanisms should we engage in order to recuperate the fringe
of Boukhadra?

Today, the public policies have to choose a valuing vision of local realities through engag-
ing a re qualifying process that promises diversified perceptions and reveals identity end
specificities contained in place. This process asks for an apparatus that has appropriate
tools in order to federate components, create convergence in actor’s logic and establish
adequate imbrications between the diverse dimensions of urban system.

Actually, the thematic of qualifying process requires relays for spatial scales, tools and
methods that procedure of urban composition is capable to propose (see hereafter
scheme) because of its place between urban planning and architecture which allow it to
establish relays between different procedures. Therefore, we can propose an objective for
our research: conferring to urban fringes territories the appropriate urban quality and
urbanity.

The procedure of urban composition that we have privileged will be based on sustainable
development because quality is the issue of this method of research: it is the only way to
reach wholeness in all dimensions. Major issue of the re qualifying of fringes aims to pro-
mote a new urbanity and guarantee a valued image of urban landscape.

For this sake, it will depend on indicators coming from important parameters of site: land-
scape potential, availability of land and roads infrastructures. Some criterias are conse-
quences: quality of air, noise discomfort, landscape quality, energy resources and land
saving.

Priority axes are to be privileged in this procedure. For example, re composition is very
important. It has, as a conceptual basis, the re insertion, «disenclosing» and urban conti-
nuity as a response to 2001 law' about sustainable development. It proposes:

-In the first period, economy of territories, preservation of urban built and natural envi-

ronment, valuing of sites through their local specificities and enlightening of their local
identity.
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-In the second period, necessity to elaborate new tools and a juridical, more appropri-
ate frame to urban reality.

Also, we have to elaborate a set of efficient references that would facilitate the transcrip-
tion in space of universal intentions about sustainable development and use of changing
experiences. Rome has planned a new urbanity inside this vision and through a process
of economical and cultural renewal. The used strategy has leaned on history, as identity
base of the city, and on environment. It aimed to succeed in a project that is follows sus-
tainable development logic and chose a regulating plan that defines a few principles and
strategic axes orienting the action:

-Saving territories.

-Giving priority to rehabilitation and re qualification of existing buildings.

-Creating surrounding centralities reinforcing commmon transportation means.

Since specific characteristics are lacking : aesthetical, historical and of identity (they would
have given a heritage value), Boukhadra fringe would suggest to lean on landscaping
frame that looks determinant to create spatial conditions for emerging urbanity. But site
values have to be respected: geography, greeneries, traces and networks. On the other
hand, the fringe has a natural landscape potential. We have to use the landscaping frame
as urban composition tool that would have the ability to guarantee the cohesion of the frag-
mented territory of Boukhadra.

Here is, now, the urban composition method. Concerned with site geography, it proposes
a new perception of sites through instruments (cuttings, cross-checks...). It helps design
intelligible forms and to give again appropriate dimensions to the land, in order to hold new
functions.

The issue is to elaborate a territorial diagnosis that leads to methods and actions choices
to be defined. Then, a particular interest will be given to the work about land frame. It con-
firms the coherence of the piece of land which reveals history and geography, as Hanning
says: «The process of land re composition is capable of recovering pieces of land that
connects land use and realisation, and guarantees cohesion of urban fabric».
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Board 1. Matrix Urbanity evaluation

Evaluacion criteria | Structural Functional Built Enviromental Socio-economic
Composante Composante Composante
Space scale
Urban Unite Compliances | Distribution of the | Variety Quality climate | Degree of polari-
patways strong functional zation and urban
PDAU, GPU, PU matrices composition Integrating Degree of preser- | services
1/10 000- 1/5000 geomorphologi- |vation against the
Degree of Effectiveness of | cal major risks Accessibility to
cross linking | functional links equipment and
between urban Equilibrate built |Degree of preser- | services land
centers Correlation with | not built vation against valuation and
the transport pollution classification
Networks system in common
Integration typological
Cross linking | Accessibility Variety Index E |Protection Index | Attractivity Index
Index B Index E K N
Neighbourhood Quality percep{ Space Continuity | Harmony deve- | Environmental — |Economy of energy
tion of use lopment quality manage- |resources and water
POS, PPSMV SS, ment
PPR, management | Spatial cohe- Control bounda- | Permeability Efficiency of the
and sustainable rence of local | ries urban Integration of management urban
devolpment project nature in urban  |land
1/2000 1/500 Readability Functional Identity anb aereas
spaces diversification continuity of Relevance of the
building Comfort urban | management stra-
enviroments tegy
Readability Mix Index F Consistency Comfort Index L |Efficiency Index O
Index C Index I

Tableau 2. Evaluation de la prise en charge par les instruments d’urbanisme PDAU et POS

Interprétation de ’échelle des valeurs

0-1 non pris en charge

1-2 prise en charge médiocre
2-3 moyt pris en charge

3-4 bien pris en charge

4-6 TB pris en charge
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From this point of view, an efficient work has to be done on scale changes coming from
urban mutations undergone by urban fringes territories. The work on traces and networks
guarantees the articulation of fragmented fabric and helps facing the whole land structure
that will have to play an essential role in re composition and re valuing process.

Empirical verification: Case of Boukhadra fringe

In order to verify empirically the procedure of our research, we chose to work on the fringe
of Boukhadra that disposes of huge land potency, extends on a 69 ha territory and is occu-
pied by 8234 inhabitants. Then it becomes the privileged place for the unfolding of the pop-
ulation ofAnnaba. It is the appropriate territory for implementing local projects. This means
an integrated approach of development with the use of different thematic strategies.

Figure 1. Dinamical ten-
dances of développement
of the city of Annaba. URBA-
CO-EDF.

Q Ville d’Annaba

. Frange de Boukhadra

~+  Mont Eddough
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Figure 2. Urban fringe of
Boukhadra. URBACO-EDR.
The city of Annaba.URBACO-
EDF.

Q}: Frange de Boukhadra

[ iLimites El Bouni

Conditions for promoting urbanity in urban fringes

« Urbanity » is a word that refers surely to symbolic values, so: Urbanity means «recreating
a system of values where all find their place®». It is perceived also through traditional urban
forms although scattered territorial urbanisation in surroundings led to new urban form emer-
gence. It would be interesting to recognize their specificities. But facing these sprawling ter-
ritories, doctrinal tools of urban design appear less operatory and the concepts look decrepit.
Actually, we can state that social cohesion, particularly in a world of perpetual mutations, we
have to refer to stable values.

Urban space, known through its inertia over time and its «polysémie®», appear as a privileged
support of this stability. We must regain abilities of expression through creation of hospitable
and continue spaces as Marcel Roncavolo said: «There is a combination of individual
strokes, collective memory and reference points which make the heart itself of humanity*.»
However, today, spaces that show urbanity have evolved with the evolution of phenomenon
of urbanisation. Places of polarity, public spaces and the concept of centrality do not respond
anymore to conventional criteria. Also, criteria that help valuing the level of urbanity are
numerous and diversified. They begin necessarily with quality quest.
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Also, the analysis based on criteria concerning quality, send us back systematically to
urbanity as the criteria enlarging concept of quality, talking about built and natural environ-
ment. Quality corresponds to citizens expectations and relations of exchange and commu-
nication in communitarian life, as B. Bochet said: «Urbanity is connected to concept of cen-
trality®, as well as quality of urban places and the problem of urbanity refers to experienced
and perceived® urban quality...» We apply for urbanity as finality of quality: we must answer
two questions:

-What does relate quality to urbanity?

-What are indicators for an emerging urbanity?

To be able to answer these questions, we would like to specify the functional and environ-
mental spatial characteristics of urban fringes of Boukhadra, in order to determinate the
most appropriate criteria and proceed to the valuing of their urbanity level.

These criteria put forward the following indicators of urbanity:

They are going to be a basis for structure in empirical verification in urbanity valuing for urban
fringe of Boukhadra. Therefore, they have to establish the strategy of urban composition and
lean on the logic of sustainable development in order to help us as key of perception. We
will try to limit the criteria related to the context of our urban fringe, which shows the existence
or absence of conditions encouraging the emergence of a new urbanity.

a.The public space as support of urbanity :

The public space is appearing as the master key of social
apparatus of the re composition of the city: the failure of
«modern movement» is based essentially on the fact that
it denied the importance of urban form, including through
the tools of urban planning.

Managing of public spaces is a strong factor of land-
scape unity for a fabric where architectural diversity is
prevailing. The landscape quality of public space consti-
tutes an efficient factor for revitalization of riparian fabric:
an intervention on this space helps federate and structure
built forms often scattered.

Figure 3. Lack of public places,
POS Boukhadra, BEM, Mila, 2003.
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The concept of fragmenta-
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are potential places of pub-
lic space production. It is
more concerned with free-
dom, security, interrelation,
meeting, equity. It should be
perceived as a place of
realization of these values.

Figure 4. Arbitrary settlements, urban fragmentation.

However, the fringe of Boukhadra is characterized by fragmentation, which shows 7.89 % of
space and 92.11 % of built area. This reflects a disparate tissue localization arbitrarily gener-
ated by the logic of the large end of the modern movement (Fig. 7), which is why it does no
polarity, favoring the emergence of public spaces. This finding shows that the objectives
assigned to the instrument POS prepared in 1 /1000 and 1 /500, merely to set the COS and
CES.

This finding reflects a way of structuring which does not meet the parameters that were used
to develop our evaluation of the quality, which are based on national and international stan-
dards. This is because:

- The system of towers and bars legacy of the modern movement denies the notion of
street excludes the notions of public space, urban interior .

- The informal housing does not meet an organizational model including it in the busi-
ness logic. It does not clear the public and private, formal or continuity.

From an environmental perspective, the interstices (full / empty) delivered to the dormant, are
ultimately a threat to the balance of the ecosystem and the sustainable city concept. This bal-
ance is even more threatened when one observes the progressive disappearance of green
screens in favor of housing programs offered by the POS.
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b. The access to diverse network of communication and information as an indicator of urban-

ity:

The process of «metropolisation» and access to diverse networks of communication and
information are the beginnings of a new urban culture and, therefore, they constitute appro-
priate indicators of new urbanity.

i
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Figure 6. Téléphon network. POS Boukhadra BEM Mila 2003.
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Today, the intensity of tech-
nical networks constitutes
basic revealers of new
urbanity. The mobility is con-
sidered as an important
parameter of urbanity.

The observation of the site
reveals that the Ilarge
ensemble is the only entity
that is endowed with a net-
work of piped drinking
water, an electricity, and
telephone. The network of
roads is reduced to an
urban axis, branching from
the runways and occupies
less than 1% of the urban
space (standard: 5%).
Therefore, we can argue
that the virtual absence of
networks reflect the lack of
conditions conducive to the
emergence of a new urban-
ity in Boukhadra.

c. The landscape and envi-
ronmental quality:

Landscape re composition
of broken fabric caused by
urban pressure:



The approaches consists on thinking about necessary use of nature, while acting on territo-
ry management and on used means for analyzing it and intervene in it. The landscape is
always visible or hidden in each scale. Our research aims to give coherence back to a bro-
ken territory, because of sector logic that leads its organization and engages land mecha-
nisms that watch over territorial saving while creating means for social cohesion, and to
ensure the economy of the territories, while creating the adjustment levers urban landscape
as a new strategy to develop a new urbanity.

o However, the landscape
_:"‘_‘ ’.I‘:'::L’I‘:";': .-”:n e screen to Boukhadra offers
: considerable potential in
terms of vegetation cover. It
is characterized by morpho-
logical diversity and land-
scape of great value. (Mont
Bouhamra 50% Oued
Boudijar), but it is not exploit-
2 }‘ I ed as an asset. The space is
& | TR g Arranged from 0% (horm
18%°). The parcel is illegible
or nonexistent and the same
green fabric covers 0%° of
our study site (norm 18 %').

EONIATSE VAL

| R ———

AT BROSALE B CRAE

Figure 7. Vegetal cover. POS Boukhadra BEM Mila 2003.

In this context, the site sug-

gests Boukhadra based on
local conditions, as the basis of identity, where the landscape fabric will be the tool of urban
design ,that can ensure the cohesion of the territory which is crucial for developing the foun-
dations of the site ; geography, vegetation, tracks and routes. This approach aims to provide
a heritage and to create spatial conditions of the emergence of urbanity.

Indeed, the process of seeking membership of the urban geography of the sites, a new key
to reading, through its instruments. It allows you to restore the parcel to induce adequate size
for receive new functions. From this point of view, relevant work should be done on the
changes of scale generated by mutations affecting the urban territory of the urban fringes.

Also, interest will be given to work on the land grid, in that it confirms the coherence of the
plot reveal the geography and the history. As outlined by Hanning, «The process of recom-
position can find land parcels making consistent unit of land use and implementation, on the
one hand, and ensure the cohesion of urban fabric on the other.»
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Work on the traces and tracks, ensure the fragmented tissue, and can address the extent of
the land structure called upon to assume a key role in the process of restructuring and

adjustment.

Tableau 3. Matrix for evaluating the quality of the urban and urbanity

Index Balance Intégration Potentiel Operation
structur A 30% index D 10% index G 5% index J 80% index M 10%
Crosslinking accessibility variety protection Attractivness
index B 10% | index E 20% index H 10% index K 0% index N 0%
Readability mix Consistency confort defficiency
index C 0% index F 0% index [ 5% index L 20% index O 0%
A
(o] 07 =]
. 1 :
: L
T
-
5
-
3

i

Figure 8. Radar diagramme of the synthesis
of the three space scales.

The chart above shows that the indices on parameters related to the process of urban
design that are poorly supported by the urban instrument: POS. This is:

-on the one hand by the scales which are developed instruments in force, and which do

not understand the parameters guarantee the quality of spaces.

- On the other hand, the compartmentalization of disciplines that is not conducive to con-
sistency urban

- Finally, the instrument POS does not take into account the environmental dimension.
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In this regard, the parameters related to the urbanity and which should go through the qual-
ity of urban spaces require a strengthening of the existing instrument by the tools of the
process of urban design and principles of sustainable development.

Thus, they will be more flexible, more scalable and to better adapt to new demands of urban
life.

Conclusion

In front of the relativity of the concept of urbanity, the richness of urban actions and the real-
ity of the site are able to constitute a base for reflexion and to generate new hypothesis.
Among them there is the one that considers that the process of preparation of urbanity
emergence conditions in urban fringes takes in account the reinforcing of the strategy of sus-
tainable development through the method of urban composition. That hypothesis is shown
through the coherence of management policies and planning documents that are elaborat-
ed including local authorities and citizens.

Actually, the urbanity is one of the basic factors concerning quality of life which appears
through quality of built space. Also, the major issue is to conceive an urbanity of the periph-
ery", by revealing its local specificities, its legibility’? while reinforcing the feeling of belonging
and its coherence. This strategy is composed of actions to be taken within a global and mul-
tidimensional approach of the territory.

The process of new dynamic for identity in order to create the conditions of urbanity seems
to be appropriate in the valuing of level of urbanity. Moreover, the periphery reversed the
scale of values while giving a new content to the concept of urbanity. Therefore we have to
give a more pragmatic look to the characteristics. The existing multiplicity of cultural refer-
ences and the production of a new symbolic govern this new urbanity. Also, the re valuing of
urban quality of urban fringes asks for the revelation of their identity.

The urban fringes exist like territories where we have to take new identity in account. It
becomes an important element in the content evolution and even its new meaning.

That is why we will attempt to develop a process of identification of the identity of the urban
fringe of Boukhadra in order to find its level of urbanity.

Thus, the case of the urban fringe of Boukhadra shows that it is possible to drive beyond the
static protection of the environment and natural resources, the dynamic process of creating
values respecting the principles of precaution and Promoting a quality approach carries a
new urbanity. So the case of the urban fringe u Boukhadra reveals that it is possible to man-
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age, beyond the static protection of the environment and the natural resources, dynamic
strategies of creation of values that respect the principles of caution and a strategy of quali-
ty that is promising a new kind of urbanity.

Notes

1.Law of December the twelve of 2001, about managing and sustainable development of the territory.
2.M. RoNcAYoLo, in Les langages de la ville, B.LAMIZET et P. SANSON, éd Parenthéses, Marseille ,1997.
3.A. Lévy, La qualité urbaine, Op. Cit.
4.Bernard LAMIZET et Pascal SANSON, Les langages de la ville, éd Parenthéses, Marseille, 1997.
5.B.BocHeT, Métropolisation, morphologie urbaine, et développement durable, these de doctorat, Lausanne,
2006.
6.ldem.
7.VipbAL Rouas RopRIGO, (2001) Fragmentation de la ville et nouveaux modes de composition urbaine, thése de
doctorat, Lausanne, Ed I'Harmattan, 2005.
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Topogenesis of a place, case of the dining
room or triclinium of a Roman domus in the
proconsulary Africa

Rym EI Asmi Nouira
cai.valenz@gnet.tn

Summary

This article deals with the genesis of a place, here the dining room of the roman domus or
called triclinium and with the contribution provided by the «lived « architecture. This one is not
limited to surface effects, but in fact draws in depth a poetic of the «inhabit». The latter takes
into consideration the action program of the actors in their inner space.

Here we start with the «architectural paradigm» which according to Muntanola considers
architecture as a «logico-topo-symbolical» instrument generator of places for living'.

For that we will try to understand the process that allows us to move from a lived space to
the configuration of that space, by focusing on the different everyday life scenes.

According to Renier we can start with the fact that the lived or real space encloses several
comprehension levels tied by the action activated by its occupants. Thus, this article
attempts to demonstrate that from the first conforming of this space, which is rigid, static and
born of the programming, a second configuration is connected. That one is actually flexible
and dynamic, the dweller’'s anchored? real space in their temporal experience. The dining
room of the domus will be taken as a support space of this application.

Key words

Architecture, Architectured, Configuration, Conforming, To Anchor, Hetero topical, Place,
Programming, Topical.
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Introduction

This article is presenting the analysis of an architectured space, in other words the space
lived by its occupants.

We are putting into practice a method of reading established by a research work that dealt
with the syntax and the paradigms of the domestic space®.

We are here interested in a historical space, «the roman domus». Therefore, the actual expe-
rience will be explained through the texts describing life in that particular space full of histo-
ry.

Broadly, the actual space is considered as a support of action and is evaluated through its
user. The «user» function involves a program of action dictated and guided by the real life*.
So, the objective of this work is to shift from geometrical reading of the physical space to the
semantic reading of that space.

Thus, we are trying to prove the relation between the space built by the architect and the
space seized by the dweller. In other words, we mean the relation that exists between a spa-
tial organization and the model generated by the actual experiences.

The project’s conception is considered as an entirety of shapes whose meaning is in a gen-
eral conforming. It is then experienced by the dweller under multiple figures finding their
coherence in a general configuration.

According to Alain Renier, the semiotic relation existing between the built space and the
space seized by its dweller reveals several levels of meanings. The archirectured space will
be thus taken as an articulation between text and context and will be materialized by figures.
Indeed, in order to escape from the «illusive» space imposed by the physical space, the
semiotics allows us to define the architectured space as an articulated and organized sys-
tem. The semiotics applied to architecture allows to shift from the level of appearances to
the level of logical forms belonging to a network of component relations having apparent
architectural expressions®.

Through an observation of the architectured space, we will attempt to show the different
complex strata that this space contains.
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The adopted method for reaching these objectives relies on two levels: the first level
demands the texts that have described life in the private roman domestic space, which is
the textual analysis. The second one is the analysis of the material support, being here the
plan of the domus.

The first level considers texts that have described the real experience in a private roman
domestic space. This first stage of «textual» analysis enables us to bring out the conformings
anchored® in the architectural configurations of the domestic space.

The second level, which is the concern of the «material support» of those spaces called mor-
phological level, enables us to apply the model suggested by the first level in order to ana-
lyze the «experienced»’ space.

The triclinium space, the «dining room» of the roman domus will be the support of this appli-
cation.

Operative tools

This textual and morphological leveled method application which is carried out on the triclin-
ium space, or dining room of the roman domus, integrates in its method the experienced or
practiced space. That one involves the «hidden dimension» linked with the «active dimen-
sion» insured by its inhabitants.

We are defining the place by a noun, a function, a destination; in this quest for the meaning
of the «architectured» space or place. Indeed, this definition relies on Michel De Certeau’s
assertion: «the space would be the place as what the word becomes when it is spoken».®

The place is considered here the space conjugation. This conjugation is insured by the
space’s dwellers. So, we can say that the gap lying between «places» and «spaces» is
defined by the using, by the actor and the action operated in the space.

Moreover, our approach refers to three particular researches as well:
Eleb Vival's and Debarre’s «architecture of the private life in the xvi-xix» (1999)° which
approaches a plans’ reading based on the terminology of the places. It allowed us to
have access to the uses of the inner spaces.
Albert Levy’s research «the machines for making believe» («les machines a faire croire»)

(2003)™°, for whom «the space is in the account as well as the space functions as an
account... . The spoken word is a connotation to spatial indictions». This quotation has
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helped us to find the relation between accounts and spacialities generated thanks to the
narrative structure.

The research carried out by Michela Deni on Zeffirelli's movie Romeo and Juliet (2001)".
The author approaches different points: representation of the city given by Zeffirelli and
mostly the topological® organization of Verone and the narrative function represented by
the places. This research has allowed us to understand the topological organization of
places thanks to segmentation of Greimas who subdivided the places in a succession of
places and the events in a succession of events.

Application on the actantial space: «The dinning room» triclinium
of the domus

Thanks to this analytical method, we could have set an abstract segmentation based on a
device presented by the following diagram of principle:

Diagram of the principle: topical space — paratopical space — heterotopical space — utopical space'®

TOPICAL «the here» reference VS HETEROTOPICAL «the elswere»

PARATOPICAL «the there» competence UTOPICAL «performance»

Thus, the settlement of these three types of abstract spaces referred to the «topical» space,
the «paratopical» space and the «heterotopical» space, could reveal us the strata of com-
plexities resulting from the practiced space.

We will be defining the topical™ space as an abstract space where all the action takes
place: it is the reference-the place where the events take place.

— The «here» or topical.

— The «elsewhere» or the exterior which is the heterotopical.

Any action needs a preparation: so, we will be defining the appropriate space for its realiza-
tion (concretization) by the para topical space.
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Therefore we will find three types of spaces, in order to realize a so-called elaborated obser-
vation of the real experimented space.

This observation could bring out the «trace» syntax anchored by the users’ experimentation
in their private space of the roman domus, «the tricliniums».

Texts dealing with different possible scenes in the «dining room», helped us to bring out the

following configurations:

1- Attending the «cena»: the diner.

2- Enjoying oneself/ lying.

3- Talking/ discussing.

4- Entertaining the guests.
5- Having something to eat.

6- Serving.
7- Clearing away.

A presentation of the «triclinium» is preceding the schematic plan of these configurations.

MEDIUS LECTUS

Place of honor. <

Geometric mosaics
in U shape.

Master
of the house.

IMUS
LECTUS

AN,

@)

O

AOSN

SUMMUS LECTUS

3 bays entrance.

Figure 1. Arrangement of the benches in a triclinium."® (Arrangement in U-shape, the configuration of
this space is a rectangle). Source, J.N.Pannetier, <Volubilis, a city of the ancient Morocco» Maisonneuve

et Larose, 2002.
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The triclinium or dining room of the roman domus, is generally a rectangular-shaped space,
opening on the domus’ central space by three bays. It is furnished by three benches, two lat-
eral ones on each side and a central one facing the triclinium’s entrance, and by a central
table disposed as indicated in the schematic plan above. This space which is geometrically
defined by a rectangular form will reveal several configurations dictated by the users thanks
to a multitude of activities inscribed in the places, and even the micro-places.
Furthermore, basing on Greimas’ definition related to simple articulations of the space, any
place can only be seized by fixing it in relation to another place. In other words, a topia’s
appropriation is only possible when postulating a heterotopia.
The relevant retained configurations have been defined according to the different sequen-
tial chains: the space in accordance with the activity in which it happens, “the place”; this
place is itself inscribed in a series of places and sub-places nicknamed micro places.

An appropriate nomenclature has been finalized for the formal configuration and the mark-
ing of the three established types of spaces:

Topical space

Para topical space [}

Hetero topical space [}
NB: here we designate by

1 the topical space.

2 the para topical space.

3 the hetero topical space.

1, 2°, 3’ have been chosen to localize the micro places related to their respective places.
These configurations are therefore schematically represented in the following way:

The configuration 2: enjoying oneself/ lying'®
These activities occur in the triclinium: we have defined here activities such as the diner.

Actually, this activity encloses sub-activities or a series of activities which organize the
principal activity. Moreover, we define here the place as a support of this principal activi-
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ty i.e. the diner, and micro places as support of the sub-activities like for instance serv-
ing- clearing away- lying- discussing... We define places and micro places.

We have firstly classified the activities into daily activities, occasional and frequential activi-
ties.

Then, time has been decomposed according to the division of the roman day: time T17- the
morning or mane- Time T2 before midday or ante meridiem- Time T3 of meridia or before

midday and finally the evening T4.

-2’ (micro-place) space occupied by benches beds the para topical space, and at the same
time -1’ topical: the guests talk with each other and enjoy themselves.

The table can be considered as an expansion space to this configuration.

Figure 2. Schematic representation of the configuration 23 in the triclinium: marking of the micro-places.
Space where the slaves can entertain and play in front of the beds (micro-places), the
topical space the here 1’: action entertaining the guests.

The beds on which are laid the guests, represent the para topical space the there: 2.

The table is the hetero topical space 3’ for these micro-places.
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DOSSIER

The restoration, the actual «cena» or the diner: daily and everyday life activity.

* The céna takes place in the triclinium, that diner starts in the afternoon and finishes late
in the evening: it is a real banquet.

Test of schematic representation

Figure 3. Schematic representation of the configuration 24, marking of micro-places.

The guests have dinner being laid on the benches, the space «on the benches» is the
topical space the here 1'.

The middle table on which the food is placed is the para topical space the there 2’.

For the first configuration enjoying oneself/lying, the benches are para topical spaces, in other
words they prepare the action for the actual configuration having something to eat. So, these
benches will become here topical, a place of action. As well, the table which for the enjoy-
ing oneself/lying configuration is a simple expansion of this activity, will become for the hav-
ing something to eat configuration a para topical space: the food is indeed set on the table
which becomes the space of preparation. Therefore, we can assert that the space can
transfer under those abstract concepts and can reveal us a hidden dimension.

We notice that for the places and the micro-places as well, many abstract sub-spaces are
possible, depending on the activity that takes place in a same space. According to the case
of topical space, the interior space can transfer towards a para topical space or even hetero
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topical, and vice versa. The abstract spaces we have used for this so called elaborated
observation of the architectured space, has allowed us to reveal the polyvalence of the prac-
ticed space. That one realizes the space complexity thanks to the different activities it can
support.

We join Alain Renier’s analysis of the first rigid and static conforming, that is coming from the
programming, and to which a second flexible and dynamic configuration can be articulated.
That one is the anchorage of the dweller’s experimented space in their temporal experience.

Conclusion

The analysis of the variables attributed to each space has revealed the existence of a series
of sequences both on the actantial level and on the spatial level: the fragmentation of the
actantial spaces into topical — para topical and hetero topical space is not always material-
ized by a physical limit.

The latter highlighted the existence of places and micro-places, which under «the zoom
effect» convokes a profound analytical level, which goes beyond the «illusive» effect provid-
ed by a geometrical reading. Thanks to the three types of abstract spaces'” the topical, para
topical and hetero topical, we can say that the limits of the architectured spaces are not
always materialized by the physical limits of the architectural space. This device set by our
method of analysis has underlined the «multidimensionality» of the architectured space
insured by the occupants’ action.

Notes

1.MUNTANOLA «Topogenesis, foundation of a living architecture» («La topogenése, fondement d’une architecture
vivante»), p.117. Anthropos edition, Economica 1996.
2.Term borrowed from Pr. Alain RENIER’S.
3.0ur doctorate thesis «Syntax and paradigms of the domestic space, the domus of proconsulary Africa» under
the direction of Pr. DJersl, October 2008- National School of Architecture and Town Planning, Sidi Bou Said-
Tunis- Tunisia.
4.A.J.GreivAas, J.COURTES, «Semiotics, reasoned dictionary of the language theory» («Sémiotique, dictionnaire
raisonné de la théorie du langage»), Hachette, 1993.
5.A.ReENEER «space, construction and signification”, Edition de La Villette, Paris, 1984.
6.A.RENEER, Article «The multidimensionality of the spatial object», («<La multidimentionnalité de I'objet spatial»).
High National School of Arts and Industries of Strasbourg (Ecole Nationale Supérieure des Arts et Industries de
Strasbourg) , Research Laboratory in Architecture, Data Studio, 1993, Strasbourg.
7.Term borrowed from Pr. Alain RENEER’S.
8.M.De CEeRTEAU idem.
9.ELEB VIDAL M. and DEeBARRE A ; «Architecture of the private life in the xvi-xix" c». (Architecture de la vie privée
du xvi-xix). Edition Hazan- Bruxelles 1999.
10.Levy A, «Machines for making believe: form and functioning of spaces of worship», Anthropos, Paris, 2003.
11.M.Deni «Verona, fragments of a place in love» Pulim 2001.
12. TOHRENBERG MONTANOLA J.; «<Topogenesis foundation of a living architecture», Anthropos editions, Paris, 1996, p.167.
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13.J.Grevas, J.COURTES, «Semiotics, reasoned dictionary of the language theory» («Sémiotique, dictionnaire
raisonné de la théorie du langage”), Hachette, 1993.

14.The definitions of the following abstract spaces topical — para topical — hetero topical and utopical are built
under «Semiotics, reasoned dictionary of the language theory», Hachette, 1993.

15.Jean Luc PANNETIER in collaboration with Hassan Limane, Ex keeper of Volubilis site. : «Volubilis, a city in ancient
Morocco”. Maisonneuve and Larose MaLka Editions 2002, p 67.

16.J.N.RoBeRT, «Walkings in the ancient Rome, Eo Roman» Paris: Les belles letters; 1980.

17.Adapted from the Doctorate Thesis entitled «Syntax and paradigms of the domestic space- The domus in
Proconsulary Africa»- defended and presented by Rym ElI Asmi-Nouira supervised by professor Ali Djerbi.
National School of Architecture and Town Planning of Tunis ENAU, (2008).
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Resumen

El presente trabajo de investigacion tiene por objetivo analizar la dialogia existente entre el
tiempo de disefio y el tiempo social de la vivienda de protecciéon oficial Cambd 2, del cen-
tro histérico de Ciutat Vella, Barcelona. Aborda los conceptos sobre habitar y arquitectura
dialdgica. La dialogia de la arquitectura de la vivienda de proteccion oficial Cambd 2 fue
estudiada a través de la poética de la arquitectura (entrevista a los autores del proyecto,
arquitectos Conte-Pomi y Bravo, y la retdrica o percepcion de los residentes acerca de la
arquitectura y la vivienda. Los resultados de las entrevistas a los arquitectos y a los resi-
dentes confirmaron la dialogia de la arquitectura de la vivienda de proteccion oficial
Cambo 2.

Introduccién

Barcelona es una ciudad mediterranea, situada entre los 41°16’ y los 41° 30’ de latitud
norte y entre los 1°54’ y los 2°18’ de latitud este con relacion al meridiano de Greenwich.
La temperatura mas fria se registra en el mes de enero, con una media de 9,5°, vy las
temperaturas altas, en los meses de julio y agosto, con una media de 24,3° (CARRERAS,
1993).

La ciudad de Barcelona se origind posiblemente en el siglo | ac, sobre la dominaciéon
romana, y fue conocida como la colonia de Barcino. En el siglo vi, se realizd la expansion
urbana fuera del recinto romano de Barcelona. La ciudad medieval era cercada por una
muralla defensiva de unos 5 km y abierta al mar. Esta muralla encerraba un area de 130 ha
y su trazado coincidia con la actual Ciutadella, la calle de Santa Anna y la Rambla (BusQuUET,
2004).
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La estructura urbana de ese periodo se caracterizaba por una urbanizacion continua, con
calles irregulares, plazas, algunos edificios publicos y edificaciones alineadas a los limites
de las calles. En el siglo xvii, Felipe V ordend la destruccion de la mitad del barrio de La
Ribera para la construccion de la ciudadela. Con la instalacion de manufacturas de teji-
dos, para la ubicacion de las residencias fueron sustituidas las construcciones medie-
vales.

En el siglo xix, fueron demolidas las murallas y fue construido el barrio de LEixample, hacia
donde migraron las familias acomodadas del centro histérico, de modo que las edifica-
ciones del centro histérico fueron ocupadas por los inmigrantes y obreros.

Durante el siglo xx, fueron demolidas varias edificaciones de Ciutat Vella para la construc-
cion de avenidas (Via Laietana, Av. Cambo, entre otras), plazas, parques, edificaciones, etc.

Ciutat Vella, centro histérico de Barcelona, abarca los barrios: Gotic, Raval, Santa
Caterina-Sant Pere-La Ribera, y La Barceloneta. El barrio de Santa Caterina-Sant Pere-La
Ribera se caracteriza por calles estrechas y edificaciones de 5 o 6 plantas con fachadas
planas y balcones, alineadas a los limites de la calle. Asimismo, el barrio alberga impor-
tantes equipamientos culturales como el Museo Picasso, el Museo Barbier-Mueller, el
Museo de Geologia, el Museo de Zoologia, el Museo del Chocolate, el Palau de la MUsica
Catalana, Icaria Yelmo Cineplex; equipamientos religiosos, educativos, recreativos, co-
merciales, de distribucion de alimentos, el Mercat de Santa Catarina, de servicios. Varias
estaciones de metro y de la red de autobuses conectan el barrio con otros barrios y dis-
tritos de la ciudad de Barcelona. En 2008, Ciutat Vella tenia una poblacion de 111.891
habitantes.

Frente a la degradacion urbana y al hacinamiento de las viviendas del centro histérico de
Barcelona, varios planes de desarrollo urbano intervinieron en el espacio urbano para modi-
ficar en parte, la estructura urbana de la ciudad de Barcelona, principalmente Ciutat Vella.
En la década de los ochenta, se intenta recalificar esta area a través del Plan Especial de
Reforma Interna (PERI) y también se implementa el Programa de la Vivienda de Proteccion
Oficial para la poblacidn con escasos recursos economicos.

Los promotores que actuan en la implementacion de la vivienda de proteccion oficial son el
Gobierno de Espafia, la Generalitat de Catalunya y el Ayuntamiento de Barcelona. La vivien-
da de proteccion oficial de régimen especial es destinada a adquirientes, adjudicatarios o
promotores individuales para uso propio, que tengan ingresos familiares ponderados no
superiores a 2,5 veces el salario minimo interprofesional o 2,5 veces el Indicador Publico de
Renda de Efectos Multiplos (IPREM) (en 2009, el IPREM anual para tres miembros era de
25.049,46 euros).
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Para obtener una vivienda de proteccion oficial, se debe acreditar que el pago de la hipote-
ca o del crédito solicitado para la compra de la vivienda no sea superior al 30% o 40% de
los ingresos anuales, residir y estar empadronado en Barcelona, no tener propiedades, ni
bienes patrimoniales, ser mayor de edad o menor emancipado, tener necesidad de vivien-
da, no estar incluido en las circunstancias de exclusion previstas y no estar incapacitado
para las obligaciones contractuales. Las viviendas pueden ser de alquiler, segun la Ley de
Arrendamientos Urbano, o de venta.

Habitar y arquitectura dialégica

Habitar, en goético wunian y en aleman bauen, significa «permanecer, residir, estar satisfe-
cho, llevado a la paz». La palabra paz significa «estar preservado de dafio y amenaza»
(HEIDEGGER, 1994). Por tanto, podemos resaltar que la esencia del habitar en los tiempos
actuales es vivir con satisfaccion en lugares o arquitecturas con tecnologias adecuadas al
servicio social, confortables, seguras, saludables, integradas en el contexto inmediato arqui-
tecténico, adecuadas a las condiciones fisico-geograficas y a la realidad cultural de sus
usuarios.

Para una arquitectura dialogica, debemos construir el proyecto simultaneamente en tres
tiempos: tiempo mental (del disefio), tiempo cosmoldgico y tiempo histdrico (uso social).
Esto es, concebir la arquitectura desde el contexto cultural, social, geografico, arquitecténi-
co, fisico, tecnoldgico; tomando en consideracion el pasado y el presente, y proyectando el
futuro, para un habitar digno, tranquilo, seguro, bello, armonioso, confortable.

El tiempo mental del disefio comprende las dimensiones estética, ética y epistemoldgica. La
estética comprende la composicion poetica de la arquitectura. «Es la composicion correcta
de los elementos constructivos con el fin de constituir un espacio vivo, de tal manera que
cada elemento sera capaz de soportar diferentes funciones y podra ser «leido» desde una
multiplicidad de escalas formales; asi, estos elementos adquieren un valor poético y son la
garantia de que este valor poeético llegue al lugar que construyen.» (MuNTaROLA, 2000, p. 23)

La concepcion de las dimensiones dialdgicas de la poética proviene del tiempo mental del
disefio (prefigurativo) o de la concepcion proyectual realizada por el autor de la obra. En la
prefiguracion, el autor de la obra define su intencién en el proyecto a través de la funda-
mentacion tedrica aplicada en el proyecto (rehabilitacion, restauracion, arquitectura moder-
na, arquitectura contemporanea, etc.); del programa arquitectonico; del estudio del contexto
arquitectonico inmediato, urbano, cultural, tecnoldgico, geografico y fisico. El arquitecto, en
dialogo con los usuarios o promotores del proyecto, define el programa arquitectonico. Esto
puede complementarse estudiando la cultura del lugar en relacion con el uso. La localiza-
cion y la topografia del terreno, las caracteristicas del suelo, las condiciones climaticas, el
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contexto fisico urbano o la reglamentacion urbana, entre otros, son factores importantes que
inciden en el momento de la concepcion del proyecto.

Para dar forma o materializar la intencidon en el proyecto, el autor ha de componer los ele-
mentos constructivos del espacio a partir de principios estéticos, categorias de organi-
zacion, relaciones, propiedades y cualidades del espacio, que constituiran los espacios
para el habitat humano. A través de la composicion, se establecen las relaciones dialdgicas
entre los diferentes elementos constructivos entre si y de estos con el contexto fisico,
geografico, urbano y cultural.

La dimension ética, segun el proyecto ético de Aristoteles, acaba con un paradigma arqui-
tecténico: la suma virtud y sabiduria se da en un saber comportarse «arquitectonico», es
decir, en un saber comportarse que es capaz de reflexionar sobre el pasado y el presente
y conformar un futuro mejor para todos. Y esto es practicamente lo que se necesita para
prever el futuro de una ciudad en la cual todos vivan con comodidad, belleza y seguridad.»
(MUNTANOLA, 2000)

En el tiempo histérico o social, se ha de estudiar la retérica, cuando el usuario o residente
realiza la relectura de la obra construida, su percepcion del espacio construido.

Proyecto de Vivienda de Proteccion Oficial Cambé 2, en Ciutat Vella,
de Barcelona

La vivienda de proteccion oficial para afectados urbanisticos Cambd 2 esta localizada en la
manzana comprendida por las calles de Giralt el Pellisser, Gombau y Fonollar y la avenida
de Francesc Cambo, del barrio de Sant Pere-Santa Caterina-Ribera del centro historico de
Ciutat Vella, Barcelona.

El proyecto de arquitectura de la Vivienda de Proteccion Oficial Cambd 2 fue realizado por
los arquitectos Gustavo Conte-Pomi y Luis Bravo en junio de 2000 (AJUNTAMENT DE
BARCELONA, 2006).

El proyecto sigue los criterios establecidos en la modificacion puntual del estudio de detalles
del area central del Plan de Reforma Interna (PERI) del sector oriental del centro historico de
Barcelona, de setiembre de 1997 (ConTe-Pomi: BRavo: Memoria descriptiva, 7 de julio de
2000).

El area destinada por el Ayuntamiento de Barcelona para el proyecto de la Vivienda de

Proteccion Oficial Cambo¢ 2 abrigaba dos edificaciones, posiblemente construidas en el siglo
XVil sobre los cimientos de edificaciones medievales, ampliadas y modificadas en el siglo xvii,
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posteriormente reformadas en el siglo xix y con huevos acrecimientos y modificaciones real-
izados a mediados del siglo xx (CoNTE-Pomi: BRavo: Memoria descriptiva, 7 de julio de 2000).

En el proyecto de arquitectura de la Vivienda de Proteccion Oficial Cambd 2 se previene la
conservacion de las fachadas del antiguo edificio, situado en las calles de Giralt el Pellisser
n° 28 y Gombau n° 5/7; la conservacion y rehabilitacion del edificio situado en la calle de
Giralt el Pellisser n° 26 esquina con la calle Gombau n° 1, ademas de una nueva construc-
cion en parte del terreno, comprendida entre la avenida de Francesc Cambo vy la calle del
Fonollar.

La Vivienda de Proteccion Oficial Cambd 2 se compone de 42 viviendas y 5 tiendas comer-
ciales. De estas 42 viviendas, 29 tienen tres dormitorios y 13, dos dormitorios. Todas las
viviendas tienen sala-comedor, cocina americana y un bafio. El conjunto de las viviendas
tiene cuatro entradas independientes: en la calle Gombau N° 9 esquina con la avenida de
Francesc Cambd n° 30-36, en la calle de Gombau n° 5-7 y 1-3 y en la calle de Giralt el
Pellisser n° 24-28.

Las obras se iniciaron el 16 de mayo de 2001 y finalizaron el 29 de abril de 2004 (Bravo,
ConNTeE-PomI. Projecte executiu d’habitatge a la cobertura de Cambd-Unitat 2, Barcelona, 6
de octubre de 2000). El expediente fue promovido por el Patronato Municipal de la Vivienda.

El Departamento de Medio Ambiente y Vivienda y la Direccion General de Vivienda de la
Generalitat de Catalunya otorgaron la cualificacion definitiva de vivienda en regimen de
alquiler el 14 de junio de 2004, al amparo del Real Decreto 1186/1998, de 12 de junio, y del
Decreto 201/1998, de 30 de julio, sobre el regimen de vivienda de proteccion oficial que
establece el Real Decreto-Ley 31/1978, del 31 de octubre, y las disposiciones que se desa-
rrollan durante el periodo de amortizacion del préstamo.

El objeto de estudio de la presente investigacion es el conjunto de viviendas situado en la
calle de Giralt el Pellisser n° 24-28, que abriga 12 viviendas (v. figura 1).

Figura 1. Localizacién de la
Vivienda de Proteccion Oficial
Cambé 2, Barcelona.
Organizacién: Salcedo (junio de
2009).
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El edificio tiene seis pisos. En la planta baja, se hallan el comercio y el vestibulo principal de
acceso a los departamentos. En el vestibulo estan la escalera, el ascensor y los medidores
de energia eléctrica, gas y agua. En cada uno de los pisos primero y segundo, hay dos
departamentos con tres dormitorios. En cada uno de los pisos tercer y cuarto, hay dos depar-
tamentos con tres dormitorios y un departamento con dos dormitorios. En el quinto piso, hay
un departamento con tres dormitorios y otro con dos dormitorios. En el sexto piso, estan la
terraza de uso colectivo y los colectores de energia solar. En el vestibulo principal y en los
corredores de cada piso, estan los extintores, hidrantes, ascensores y escaleras (v. figuras 3,
3,4,5, 6y 7,y foto 1). El area construida de las viviendas varia entre 56.94 m2 y 82.80m2
(GENERALITAT DE CATALUNYA, 2004).
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Figura 2. Planta baja de la Vivienda de Figura 3. Piso 71° de la Vivienda de
Proteccién Oficial Cambd 2. Proteccién Oficial Cambo 2.
Fuente: Conte-Pomi, G.; Bravo, L. (2000). Fuente: Conte-Pomi, G.; Bravo, L. (2000).
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Figura 4. Piso 2° de la Vivienda de Proteccion Figura 5. Piso 3° de la Vivienda de
Oficial Cambo 2. Proteccién Oficial Cambd 2.
Fuente: Conte-Pomi, G.; Bravo, L. (2000). Fuente: Conte-Pomi, G.; Bravo, L. (2000).
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Figura 6. Piso 4° de la Vivienda de
Proteccién Oficial Cambd 2.
Fuente: Conte-Pomi, G.; Bravo, L. (2000).
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Figura 7. Piso 5° de la Vivienda de
Proteccion Oficial Cambd 2.
Fuente: Conte-Pomi, G.; Bravo, L. (2000).

Leyenda: O1: hall, 02: sala, 03: comedor, 04: dormitorio, 05: bario,
06: cocina, 07: corredor, 08: depdsito, 09: terraza.

Foto 1. Fachada de la Vivienda de Proteccion Oficial Cambd 2,
esquina de avenida de Francesc Cambd con Giralt el Pellisser.
Fuente: Salcedo, 2009.
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Caracteristicas de los residentes de la Vivienda de Proteccion Oficial Cambo
2, de la calle de Giralt el Pellisser n° 24-28

Para la presente investigacion, fueron entrevistados diez de los doce residentes del edificio
de la Vivienda de Proteccion Oficial Cambo 2, situado en la calle de Giralt el Pellisser n° 24-
28, y un residente del edificio de la Vivienda de Proteccion Oficial Cambd 2, situado en la
calle de Gombau n° 5-7.

Las entrevistas fueron realizadas los dias 16 y 17 de abril de 2009. Cada entrevista duro,
aproximadamente, 15 minutos. Consideramos que esta muestra es suficiente para carac-
terizar a las familias, conocer la relacion de las mismas con su vivienda vy, principalmente,
analizar la dialogia existente entre el disefio (tiempo mental) y el uso social (tiempo histo-
rico).

Los entrevistados y sus familias constituyen un total de 25 personas. De este universo, el
56% son hombres y el 44% son mujeres. La poblaciéon por grupos de edad se caracteriza
por la predominancia de jovenes y adultos (de 15 a 64 afos), que representan el 72%, mien-
tras que el 20% son gente de mas de 65 afos y el 22% son nifios (de 0 a 14 afos).

La mayoria de los entrevistados (70%) tenia como anterior direccion de residencia el barrio
de Santa Caterina-Sant Pere-Ribera (Ciutat Vella) y apenas un 30% tenia como direccion
anterior de la residencia el Barri Gotic (Ciutat Vella) o el Raval (Ciutat Vella). Por tanto, la may-
oria de los residentes eran afectados urbanisticos provenientes de las intervenciones real-
izadas por el PERI del centro histérico de Ciutat Vella.

Dialogias entre el tiempo de disefo y el tiempo de uso social de la Vivienda
de Proteccion Oficial Cambéd 2

Para conocer la poeética del proyecto de arquitectura de la Vivienda de Proteccion Oficial
Cambd 2, de la calle de Giralt el Pellisser n° 24-28, realizamos una entrevista a los autores
del proyecto, el 25 de marzo de 2009, y para conocer la retérica sobre el espacio construi-
do entrevistamos a los residentes entre los dias 16 y 17 de abril de 2009.

Conociendo el contenido, la esencia de la obra como poética y la percepcion de los resi-
dentes sobre la arquitectura del edificio y de su vivienda, estableceremos las relaciones

dialogicas entre el disefio (tiempo mental) y uso social (tiempo histoérico).

Las viviendas fueron proyectadas «para los realojados del barrio de Santa Caterina» (CONTE-
Pomi & BravOo, marzo, 2009).
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El analisis de las relaciones entre disefio (tiempo mental) y uso social (tiempo histérico) se
realizd en funcion de las siguientes cuestiones: significado de la vivienda actual; expectati-
va sobre la vivienda deseada; analisis de los edificios con el espacio libre publico; analisis
de la arquitectura del edificio con el contexto arquitectonico inmediato; analisis del progra-
ma arquitectonico: espacios colectivos, tipologias y area construida de la vivienda; analisis
de los criterios adoptados para la composicion de los volumenes y las fachadas; analisis de
la organizacion de las viviendas por piso, organizacion de los espacios o piezas de la vivien-
da, y uso social; analisis de la accesibilidad, la seguridad y la emergencia; analisis de los
criterios adoptados para la sostenibilidad de los edificios, y analisis del grado de satisfac-
cion de los residentes con la vivienda.

Preguntamos: ¢Cuando piensa en su casa, en el sentido de su vivienda, que idea o imagen
le sugiere? Para la mayoria de los residentes, la vivienda tenia un significado positivo
(70,0%), mientras que el 20% no respondid y para 10% la vivienda era un malestar.

Entre las respuestas positivas sobre la vivienda, el 20% respondié «mi casa»; otro 20%, «mi
familia», y el 10% dijo: «bien», «pienso en descansar» y «lo que tengo».

La persona se identifica con el espacio de la vivienda («mni casa»). Es el espacio del encuen-
tro y de la convivencia con los seres queridos («mi familia»). Tambien es el «bien» que reune
las condiciones de confort, amplitud, accesibilidad, privacidad. La vivienda es el espacio
confortable, tranquilo, personal, donde anhelamos estar después de una jornada de traba-
jo («pienso en descansar»), reponer las energias para comenzar una nueva jornada. Para
las personas mayores, la vivienda es «lo que tengo», el bien que da tranquilidad, seguridad,
después de afos de trabajo, de espera.

La vivienda trae una imagen negativa cuando el espacio construido ocasiona un malestar,
un problema es el caso de una rajadura en la pared («esta mal hecha, materiales de mala
calidad») y de una cocina americana (Ios olores de las comidas se dispersan por la casa
entera). Por tanto, una vivienda puede proporcionar imagenes agradables, afectivas, bue-
nas, calmas, que den tranquilidad, seguridad y confort a las personas, o puede transmitir
preocupaciones, inseguridad, insatisfaccion cuando no reune las condiciones fisicas y
ambientales necesarias.

Podemos deducir, entonces, que las intenciones proyectuales de los autores se satis-

facieron en su mayoria, pues la mayor parte de los residentes tiene una imagen positiva,
afectiva de su vivienda.
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Andlisis de las expectativas de los residentes en relacion con la vivienda deseada

Los arquitectos Conte-Pomi y Bravo, autores del proyecto de la Vivienda de Proteccion
Oficial Cambo 2, resaltan que:

«Desde el punto de vista urbanistico, el proyecto se inscribe en la transformacion y la rege-
neracion del centro histérico de Barcelona. Nuestro proyecto expresa la voluntad de com-
prender la dinamica evolutiva histérica y especifica del barrio, asi como de conseguir una
mejora sustancial en aspectos como el saneamiento, el asoleamiento, la ventilacion y la pri-
vacidad. En definitiva, el objetivo es combinar el confort fisico y psicolégico en los interiores
con la conectividad y la calidad de relacion en el espacio publico potenciando el manten-
imiento del caracter urbano especifico de la zona en sus aspectos visuales, sociolégicos y
de entorno vital en general.» (AJUNTAMENT DE BARCELONA, 2006)

Como arquitectos, podemos proyectar una vivienda segun nuestras convicciones e inten-
ciones, pero es importante conocer la cultura de los residentes: la vivienda deseada para
los residentes, asi como los aspectos relevantes en una casa, los habitos, las relaciones
familiares y sociales (RAPOPORT, 1972).

Entonces, preguntamos a los residentes: ¢Qué caracteristicas debe tener una vivienda?.

La mayoria respondid: grande, con suficiente area para convivir bien (41,7%); iluminacion,
asoleamiento y ventilacion (33,4%). Las respuestas menos frecuentes fueron: cuartos,
comedor, cocina, sala y bafo (8,3%); un cuarto de bafio grande (8,3%) y un piso en buenas
condiciones (8,3%).

Las personas, en general, tienen preferencia por un departamento amplio con iluminacion,
asoleamiento y ventilacion.

Andlisis de los edificios con el espacio libre publico

Segun Conte-Pomi y Bravo (marzo de 2009), «la forma de los edificios responde al grano
de la trama del tejido urbano existente, al trazado de las calles. Se crea un pasaje peaton-
al en direccion al mar, que articula la calle de Tarrds con la avenida de Francesc Cambo, a
través de una plaza, sacrificando parte de la edificabilidad en la planta baja para mejorar el
espacio publico».

El espacio libre publico y el espacio privado estan integrados a través de espacios de tran-

sicion; se dilata la calzada que converge a un pasaje peatonal y a la plaza existente entre
los blogues de viviendas.
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Andlisis de la arquitectura del edificio con el contexto arquitecténico inmediato

Conte-Pomi y Bravo (marzo de 2009) expresan que la arquitectura del edificio «es un
proyecto contemporaneo, un volumen fragmentado con fuerte predominancia de las aber-
turas verticales. Trata de reproducir elementos que permitan sintonizar con las tematicas
compositivas y los ritmos caracteristicos del lugar, lejos de un mimetismo historicista».

En el terreno destinado a la Vivienda de Proteccion Oficial Cambo 2, el proyecto preve la
conservacion de las fachadas orientadas hacia las calles de Giralt el Pellisser y Gombau, de
un edificio construido posiblemente en el siglo xvii.

La adecuacion, la ampliacion y la construccion (nueva) proyectan una arquitectura contem-
poranea con volumenes fragmentados, fachadas con predominancia de ventanas verticales,
con celosias de madera, que propician una dialogia con el contexto arquitectdnico inmediato.

Andlisis del programa arquitecténico: espacios colectivos, tipologias y area construida de la vivienda

Conte-Pomi y Bravo (marzo de 2009) resaltan que, «entre los espacios colectivos estan el
vestibulo de ingreso, las escaleras, los ascensores y las cubiertas para uso comunitario. El
acceso a la finca se realiza a través de una puerta principal localizada en la planta baja. Las
escaleras y los ascensores se comunican con los vestibulos de ingreso y los corredores de
acceso a las viviendas. Las tipologias de viviendas son de dos y tres dormitorios. En la plan-
ta baja de los edificios, estan localizados los locales comerciales, que son alquilados por el
Ayuntamiento de Barcelonax.

A los residentes, les fue preguntado: ¢Los espacios colectivos responden a sus necesidades?

La mayoria (90%) respondid que si y una minoria (10%) dijo que no («La localizacion de la
escalera en la planta baja crea un espacio libre oscuro, inseguro, da la sensacién de que un
extrano podria esconderse»).

A pesar de que el espacio colectivo se limita a las escaleras, el ascensor, el vestibulo de
ingreso vy los corredores de acceso a las viviendas, la mayoria de los residentes estan satis-
fechos. Este reducido espacio colectivo puede explicarse porque la vida social de los bar-
celoneses se realiza fuera de la vivienda y de la finca, esto es: en los cafés, restaurantes,
parques, plazas, bares, etc.; por tanto, no hay necesidad de mayores espacios colectivos
en la finca para la convivencia social.

Con relacion a la tipologia y al area construida Util, las viviendas tienen entre dos y tres dor-
mitorios y sus areas construidas varian entre los 56,94 m2 y los 82,80 m=2.
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Para conocer si el tamafio de la vivienda satisface a los usuarios, les fue preguntado: ¢E/
tamano de la vivienda es adecuado a sus necesidades? La mayoria respondieron que esta-
ban satisfechos (90%), mientras que apenas 10% no estaban satisfechos. La insatisfaccion
con el tamafo de la vivienda es porque «las habitaciones son pequenas y no caben todos
los muebles». La entrevistada vivia en régimen de alquiler en una vivienda mayor vy, al
trasladarse, llevo todos sus muebles al nuevo departamento.

Las diferencias en el grado de satisfaccion con el tamafio de la vivienda pueden ser debidas
a que las superficies de las viviendas varian entre los 56,94 m2 y los 82,80 m2. La mayoria
de las familias (60%) estan constituidas por dos miembros, el 20% tienen un miemlbro/famil-
ia, el 20% tres miembros/familia y apenas el 10% cuatro miembros/familia; por tanto, las
areas construidas de las viviendas son razonables para estas familias. Por otro lado, la may-
oria de los residentes vivian antes en una vivienda menor que la actual; por tanto, mejoraron
la condicion de la vivienda.

Analisis de los criterios adoptados para la composicion de los volimenes y las fachadas

Con relacion a la composicion de los volumenes y las fachadas, Conte-Pomi y Bravo (marzo
de 2009) explican que «la volumetria reinterpreta, actualizandolas, las tipologias formales
del contexto: la disposicion vertical predominante de las fachadas, el tratamiento de las
celosias, la continuidad vertical del conjunto hasta el suelo, el ritmo vertical de las ventanas,
la fragmentacion de la volumetria y el seguimiento de este mismo criterio en la forma de
aplicar los colores, evitando la sensacion de masificacion y uniformidad propias de los blo-
ques de la vivienda protegida convencionales.»

A ello podriamos afiadir que fueron preservadas las fachadas de las antiguas edificaciones
existentes (calles de Gombau y Giralt el Pellisser). Tratandose de un centro histdrico, la
arquitectura del edificio proyectado debia integrarse al contexto arquitectonico proximo. Los
edificios existentes con valor arquitectdnico, histérico o cultural deberian ser restaurados y
rehabilitados para la preservacion del patrimonio, de la identidad.

Para conocer la percepcion de los usuarios con relacion a la composicion de los volumenes
y las fachadas del edificio, les fue formulada la siguiente pregunta: ¢Qué es lo que mas le

gusta de la arquitectura del edificio?

La mayoria (30%) respondieron la preservacion de la fachada original; el 20% dijeron lo mo-
derno; el 20% todo, y el 10% el vestibulo de ingreso, el ascensor y las ventanas grandes.

La preservacion de las fachadas de la antigua edificacion existente agrado a los usuarios.
La ampliacion y la construccion de los edificios fueron proyectadas con rasgos contem-
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poraneos, caracterizados por un juego de volumenes, ventanas verticales de piso a techo,
balcones, celosias de madera y colores vivos en las fachadas, que le configuran una com-
posicion armoniosa.

La mayoria de las edificaciones antiguas del centro historico con cinco o seis pisos no tienen
ascensor. En cambio, la rehabilitacion y las construcciones nuevas adicionan ascensores,
necesarios para la accesibilidad principalmente de las personas mayores, los deficientes
fisicos, asi como de los carritos de compra, los cochecitos de bebé, y para facilitar el trans-
porte de muebles, artefactos electrodomeésticos, maletas, etc.

A todos los usuarios les gusta la arquitectura del edificio, lo que confirma que las intenciones
proyectuales de los arquitectos fueron coherentes con las expectativas de los residentes.

El andlisis de la organizacion de las viviendas por piso, la organizacién de los espacios o piezas
de la vivienda y el uso social (programa de vivienda)

Conte-Pomi y Bravo (marzo de 2009) resaltan que, «en la organizacion de las viviendas por
piso, se buscd optimizar el nimero de servicios comunes, tratando de obtener el maximo
numero de viviendas por escalera, tratando de respetar la estructura de las propiedades
preexistentes».

Con relacion a la organizacion de los ambientes o piezas de la vivienda, Conte-Pomi y Bravo
(marzo de 2009) expresan que «la cocina esta integrada a la sala de estar mediante la solu-
cion espacial de la cocina americana, separada de la zona de estar y del comedor por una
encimera / barra de trabajo. Estan perfectamente diferenciadas las zonas nocturnas intimas
—dormitorios y bafios- de las areas de estar y las cocinas. Los dormitorios estan protegidos
de la proximidad de las edificaciones, a través de terrazas que crean un espacio filtro que
aumenta la calidad espacial de la vivienda. El trazado de las plantas de las viviendas per-
mite privacidad y una optima iluminacion, y el trazado de las aberturas en las fachadas con-
tribuye a obtener visuales lejanas, que constituyen una clara mejora de la tipologia residen-
cial del barrio».

A los residentes, les fue formulada la siguiente pregunta: ¢Qué es lo que mas le gusta de la
arquitectura de la vivienda?

La mayoria (60%) respondieron todo el piso; el 30% la iluminacion natural de la vivienda, y
el 10%, mi habitacion.

Por otro lado, cuando preguntamos ¢Qué no les gusta de la arquitectura de la vivienda?, la
mayoria (30%) decian estar satisfechos; el 20% dijeron que les faltaba una terraza; el 20%,
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la pésima calidad de los materiales de construccion; el 10%, celosias de madera sin barniz;
el 10%, la cocina americana y otro 10%, que la habitacion era pequefia.

El andlisis de la orientacion de las ventanas: confort térmico y acustico de la vivienda

Otro factor importante en la calidad de la arquitectura de la vivienda es la disposicion de las
ventanas, o0 que puede proporcionar sensaciones térmicas, acusticas y visuales captadas
por los sentidos y la piel (PALLASMAA, 2006).

Para Conte-Pomi y Bravo (marzo, 2009), «la dimensién de las aberturas, del suelo al techo,
consigue mejorar sustancialmente el saneamiento, el asoleamiento, la ventilacion y las vis-
tas. Las aberturas tienen cerramientos de celosias de madera. Se consigue una ventilacion
cruzada en todas las viviendas».

Con relacion a la percepcion de los residentes sobre las visuales externas, el soleamiento,
la iluminacioén y la ventilacion de la vivienda, les hicimos las siguientes preguntas:

¢Las visuales externas de las aberturas de su vivienda son éptimas, buenas, reqgulares, malas?

La mayoria (80%) respondieron que eran optimas y el 20%, que eran buenas.

Los edificios estan alineados a las calzadas y en su interior conforman un area libre (plaza),
que permite que las ventanas estén orientadas a ella y a las calles de Gombau (sur-este), Giralt
el Pellisser (norte-este), avenida de Francesc Cambo (norte-oeste) y Fonollar (sur-oeste). Ade-
mas, la composicion de los blogues y la fragmentacion de los volumenes crean aberturas inte-
resantes, en las gue cada departamento tiene vistas hacia la calle y hacia el area libre o plaza.

¢El asoleamiento en la vivienda es dptimo, bueno, reqular, malo?

La mayoria de los residentes (60%) respondieron que era optimo, y para el 40% era bueno.
La implantacion de los bloques en el terreno permite que la mayoria de las ventanas ten-
gan orientacion sur-oeste con radiacidon solar durante gran parte del dia y sur-este con
radiacion solar durante la mafana.

¢La iluminacién natural en la vivienda considera que es dptima, buena, reqular, mala?
La mayoria de los residentes (80%) consideran que es optima y para el 20% es buena. Todas
las piezas de los departamentos tienen ventanas, en su mayoria de piso a techo, que per-

miten una optima iluminacion, con excepcion de los bafos, que tienen un ducto, y algunas
cocinas, que tienen iluminacion indirecta.
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¢La ventilacion natural en la vivienda considera que es Optima, buena, regular, mala?

La mayoria de los residentes (80%) respondieron que era optima y el 20% dijeron que era
buena. Casi todas las piezas de los departamentos tienen ventanas de piso a techo, lo que
permite una optima ventilacion cruzada, con la excepcion de los bafos, que tienen un
ducto, y de algunas cocinas, que no tienen ventanas.

¢El aislamiento al ruido externo en la vivienda es dptimo, bueno, regular, malo?

La mayoria (40%) respondieron que era bueno; para el 40% era regular, el 10% considera-
ba que era optimo y otro 10% decia que era pésimo. El aislamiento acustico puede
atribuirse a la disposicion de las paredes externas que contienen las aberturas, asi como a
los materiales utilizados en la construcciéon de la vivienda. En la mayoria de las viviendas, el
aislamiento acustico es bueno y regular y, en una minoria, es pésimo.

Andlisis de la accesibilidad, seguridad, emergencias

La accesibilidad, la seguridad y los sistemas contra incendios son factores importantes para
la calidad de la vivienda. Segun Conte-Pomi y Bravo (marzo de 2009), en la Vivienda de
Proteccion Oficial Cambo 2, «los edificios cumplen con todos los requerimientos de accesi-
bilidad que establecen las normativas de viviendas de protecciéon oficial, y evitan todo tipo
de barreras arquitectonicas. Y tienen sistemas antiincendios».

Para conocer la percepcion de los residentes con relacion a la seguridad, les fue pregunta-
do: ¢La vigilancia o seguridad en la finca considera que es éptima, buena, regular, mala?

Para la mayoria de los residentes (60%) es buena, para 20% es regular, para el 10% optima
y otro 10% dijo que es mala.

El acceso a la finca se realiza a través de un portdn electronico que conecta con cada
departamento, o que permite el control de las personas que acceden al local. Por otro lado,
segun los residentes, la vivienda de proteccion oficial esta localizada en una area tranquila;
uno de ellos dijo: «La zona es tranquila.» Los residentes que consideran que la seguridad es
regular o pésima dijeron: «<No me gusta que hay un hueco en el portal de la entrada del edi-
ficio, préximo a la escalera; un extranio podria esconderse y atacar; es oscuro y no se ve de la
puerta de entrada del edificio.» Y otro entrevistado dijo: «La localizacién del extintor en la plan-
ta baja esta proximo a la caja de luz.» Consideramos que estos problemas de inseguridad
pueden ser solucionados con pequenos ajustes, como el cerramiento del hueco para ade-
cuarlo a un depdsito de limpieza o la instalacion del extintor en un lugar mas seguro y dis-
tante de la caja de luz.
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Andlisis de los criterios adoptados para la sostenibilidad de los edificios

Segun Conte-Pomi y Bravo (marzo de 2009), en la Vivienda de Proteccion Oficial Cambo 2
fueron instalados los «colectores de energia solar en las cubiertas para el abastecimiento
de agua caliente en las viviendas, complementado con el sistema mixto de gas».

Una exigencia del Ayuntamiento de Barcelona en la construccion de las viviendas de pro-
teccion oficial son los colectores solares. Se trata de una medida interesante que permite
aprovechar la radiacion solar generalmente durante la primavera y el verano, y una eco-
nomia en el consumo de gas.

Andlisis del grado de satisfaccion de los residentes con la vivienda

Una condicion indispensable para la calidad de la arquitectura es conocer el grado de satis-
faccion de los residentes con la vivienda actual. Para ello, les fue preguntado: ¢Su vivienda
actual ha mejorado con relacion a su vivienda anterior?

La mayoria (90%) respondieron que habia mejorado la vivienda y alegaron las siguientes
respuestas: «Es mas grande», «Esta mejor», «Hay menos ruido», «Es confortable». Solamente
para el 10% de los entrevistados la vivienda no mejord, sino que: «/las habitaciones son
pequenas y los muebles de la vivienda anterior no caben.»

Conclusiones

La dialogia de la arquitectura de la Vivienda de Proteccion Oficial Cambd 2 de Ciutat Vella
se expresa en la coherencia del tiempo mental de disefio y el tiempo histdrico o uso social
de los residentes. En la concepcion proyectual de la obra, sus autores, los arquitectos
Conte-Pomi y Bravo, consideraron el contexto urbano, las condiciones climaticas, la regla-
mentacion urbana, las exigencias del Programa de la Vivienda de Proteccion Oficial del
Ayuntamiento de Barcelona; preservaron las edificaciones posiblemente construidas en el
siglo xvi que estaban en buen estado de conservacion, y construyeron un nuevo edificio en
armonia con las edificaciones existentes, integrado en el contexto a través de las barandas
y las celosias de madera. En el programa arquitecténico, se tomaron en consideracion las
necesidades de los usuarios, con departamentos con dos o tres dormitorios, ventanas ver-
ticales con visuales externas interesantes, iluminacion, ventilacion natural, asoleamiento, pri-
vacidad y saneamiento.

El analisis de las respuestas de los residentes sobre la vivienda indica que la mayoria estan

satisfechos con la arquitectura, la tipologia, la organizacion de los espacios en el interior de
la vivienda, el tamafo de la vivienda, el confort ambiental, la accesibilidad y la seguridad.

176



Con relacion a lo que mas les gusta de la arquitectura del edificio y de la vivienda, la mayo-
ria de los residentes sefialaron la preservacion de la fachada original, lo moderno, todo, el
vestibulo de entrada, el ascensor y las ventanas grandes. Por tanto, existe una dialogia en
la arquitectura de la Vivienda de Proteccion Oficial Cambo 2.
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Abstracts / Resumenes

FRACTAL THEORY: A PARADIGM FOR PROBLEM SOLVING IN DWELLING
ABDELTIF, M., Ecole Nationale Superior d’Architecture, Algeria

In the fields of architecture and urban design, the first half of twentieth century was neither a
period of efficient strategies nor a period of emerging true theories. «Modernisms ideology
of C.ILA.M. (Athena Charter, 1930) has had bad conseguences on cities development.
Planners applied «zoning» strategy which means: separation of functions, reduction, break-
ing into fragments and simplification. These concepts led to a huge lack of complexity, ethics
and aesthetics. Today, ugliness of cityscape is a shared problematic in schools and univer-
sities.

Theories and research strategies are coming back to paradigm of complexity. Actually, fractal
theory (Mandelbrot, B, 1988) is a kind of revolution in ways of thinking aesthetics in general.

In our paper we will be talking about dwelling through fractals. We chose one of many frac-
tal figures: the Karl Menger Sponge. It is a «modelized» typical organisation of a strong cen-
tred, no separate whole. Theory of Christopher Alexander, in Nature of order, focuses on the
importance of strong centres in emerging properties (he proposes fifteen of them). The char-
acteristic of this sponge is: volume tending to 0 and interior surface tending to infinite. Its frac-
tal dimension is 2, 7 (between 2 and 3): it is the dimension of natural organisms (human
lungs, sponges, bones...). We will try to show that if we use this model we can design a
whole which is ALIVE. Either it is a house or a city block, it has to be thought as a complex
organized whole. Hierarchy or symmetry of scales is an ordering system where basic
shapes and morphology are recursive. For example, if we give a shape to the concept of
interiority, it will be found in different scales. This way to organize systems has a very posi-
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tive impact on psychological perception of aesthetics. That is why famous artists like
Salvadore Dali, Pablo Picasso and others have used fractal mathematics in their artworks.
Today, contemporary artists created «fractal Art» which is the future way to express paintings
(through algorithms!). Since architects and builders stopped taking nature as a timeless
model for designing all scales architecture, things started getting worse. We lost language
of complexity, using simplified patterns and rules. Prescriptive codes took the place of pre-
dictive and «postdictive» codes. Ruling systems have to be modified.

We can notice that connection between fields is now necessary in order to make modern
science emerge. (Mathematics, physics, biology, sociology, philosophy, politics, economy...)

COMMUNICATIVE SYNTAX (AN EMPIRICAL APPROACH TO THE STUDY OF THE
URBAN PROTO PHENOMENON

ARANEDA GUTIERREZ, C., Universidad del Bio-Bio, Chile

Architectonic size (proportions) has remained a fundamental- if nowadays optional- archi-
tectural concern throughout the whole course of modern architectural history. However, the
same could not be said about ‘urban size’, i.e. the size of urban space, understood as that
brought into existence by means of ‘urban walls’, i.e. blocks. Indeed, urban size has become
a kind of urban intangible.

The aim of this paper is precisely to help to revert this omission by drawing a distinction that
has so far been overlooked, namely, that size has not one but a twofold implication upon our
overall experience of man-made space: it not only affects our perception of a building (pro-
portions) but also, at the same time, it affects our perception of other people in a building.

Guided by a phenomenological approach of Goethean lineage, it is argued that whereas
architectural knowledge is to be derived from a study of the architectural proto-phenome-
non, i.e. of the ‘archetypal client,” urban knowledge is to be derived from a study of the urban
proto phenomenon, i.e. of the ‘archetypal citizen,” a byword for face-to-face communication.

Applied to a representative case (Concepcion de Chile), a ‘Communicative Syntax’ analysis-
as an alternative to Hillier’'s largely uncontested analytical tool Space Syntax- makes plain
that the size of the American block far surpasses the maximum distance for face-to-face
communication potential to remain active, thus revealing a communicative discontinuity or
wastage. The corollary follows that, in the light of the Information Age, the size of the
American Block is an urban anachronism that must be overcome. The results of the empir-
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ical study in turn suggest at the very least that, as Jane Jacobs clearly intuited, there is much
more to the size of the block than so far suspected and that in terms of ‘evidence based’ vir-
tual urban analysis, much still remains to be written.

TECHNOLOGICAL INNOVATION AND MASS CUSTOMIZATION

BAGNATO, V.; PaRIs, S., Politecnico di Bari, Italy

In the ambit of a tendency concerning the production of architectural objects regarded as
unicum in the urban landscape, it would seem possible to identify a strong reciprocity
between technological innovation processes and transformation of architectural codes and
forms . Beyond the performance and technical aspects, the architectural envelope acquired
in this process, a significant position. The architectural skin assumes the value of semantic
and technological «interface» of the fluctuating relationship with the environment. The meth-
ods of the «classic expression» of the buildings are transforming themselves; consolidated
registers are being replaced by constructive solutions designed and implemented by the
architects will, with the highest level of «personalization».

The deep transformation and mutation of architectural envelope in the last decades, has
been devoted to at least the orders of reasons:

- «endogenous» dynamics of transformation of building components, due to the speciali-
zation of environmental performance and energy requirements of the facades compo-
nents of (closures) of the building

— changes in the production process and realization of the «building fabric», which has now
consolidated the use of design tools CAD and CAM is in fact allowing for customization
of the implementation, which leads us to imagine, as realistically, through processes inte-
gration of computer-industry building, this could be the beginning of a limited amount of
architectural rarity (as in fashion or cars) accessible to a selected clients.

— Aesthetic implications of the digital world and architecture. Were written and compiled
critical positions and now consolidated in describing the manner by which the architec-
tural language has been transformed (evolved?) In the last twenty years since, and its dis-
tribution: the implications on the dynamics of transformation and of architecture are spec-
tacular been so fast and pervasive to be asked to put in crisis the conflict between tech-
nological immanence and permanence of culture.
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MODERNITY: BETWEEN UNIVERSAL UTOPIAS AND SINGULAR REALITIES

BEL Haus HaMouDA, A., National School of Architecture and Urbanism, Tunisia

Our study aims to decrypt the processes of modernity which began to express itself from the
beginning of the twentieth century.

We will demonstrate the hypothesis that this process sought to Universal and «ideal»
Architecture for the universal and «modern» mankind through the combination of two basic
parameters: the Industrialization and the Universality.

Indeed, the century of the industrial revolution triggered a real productive fever based on the
absolute worship of the machine and the unconditional recourse to industrialization in all
areas, including the architecture.

Industrialization has only been possible by universalizing human beings and their behaviour
through the search for spatial normalization streamlined to the extreme, according to an
industrial production scale.

However, this metric and biologist normalization excludes any anthropological or cultural cri-
terion and deprives human being of its singular value. Indeed, modern designers have
erased the individuality of the society to find generalized space prototype.

The process of modernity, based on the Industrialization and Universality, has therefore led to a
real gap and disparity between the universal dimension that modernists have given to society
and to human being, and the reality. This gap has earned severe criticism to the modernity.

Today, in order to ensure continuity and without dismissing the process of modernity, it is
necessary to find a balance between universal ideals and singular realities.

Many designers like FL Wright, R. Koolhaas, or J. Marmey in Tunisia, have found their inspi-
ration in modernism. However, they were able to exceed the obstacles mentioned by taking
into account the singular realities of Human being and the context in which they designed
their products.

To explain this approach, we take the example of Jagues Marmey, a french architect who
has worked for Reconstruction (1943-1945) in Tunisia.

The analysis and modelling of two characteristic examples of its production will help us to under-
stand how he was able to integrate the contextual reality of singularities in a modernist approach.
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PRESERVE LOCAL SPECIFICITIES AND CREATE THE CONDITIONS FOR THE
URBAN AGAINST THE CHALLENGES OF GLOBALIZATION

BENYOUNES FERAHTA, L., School of Architecture, Algeria

The interest of the Algerian experience in terms of qualifications, based on choosing one that
tends to move towards the renewal of tools and methods of intervention. She wants to be a
response to the failure of strategies that have hither to prevailed, to encourage urban devel-
opment and economic harmony, build social cohesion, and in particular to support the
upgrading of urban fringes, to their inclusion and contribution the urban continuity, particu-
larly in terms of quality of living and quality of life.

However, existing instruments, POS and PDAU, have failed so far to ensure the quality of the
urban landscape, lack of institutional relay, by inability to articulate the different architectural
scales and the multiple dimensions (social, environmental, economic), including the act of
building is the subject. Hence the inconsistency of the urban landscape, and the degrada-
tion of the built environment, therefore the quality of life.

Starting with an admission of failure resulting in the disruption of this process of production
space, we strive to offer a new territorial policy in our quest for urban and environmental
quality, and whose challenge is to establish interconnections needed between the different
dimensions of the urban system within the cross to trigger a compromise between the rele-
vant rehabilitation to the prerogatives of the urban composition, in fact, its position between
urban planning and architecture, gives the opportunity, identify relevant stores, articulate and
territorial scales architectural, and establish a bridge between the different approaches. In
this case, the process of sustainable development as an alternative to the occultation of the
social dimension, to the abuse of territories and natural resources and degradation of the
urban environment

The territorial and economic changes experienced by fringe territories, require support in
terms of procedures and methods. They require new tools to focus on, to induce interaction
mechanisms put in different frames; land, urban, landscape, environmental ... thus the
emergence of quality space-based instruments.

Our approach is intended to be multidisciplinary and multidimensional multiscallaire, allowed

us to develop an assessment of the quality that brings to light indicators to target levels of
failure to intervene appropriately and effectively.
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PAISAJES INDICIALES. CONSTRUIR EL TERRITORIO FLUVIAL. TRAZAS
Y PERMANENCIAS EN EL TRAMO LA GUARDIA-SAN JAVIER

BerTuzzi, M.L., Universidad Nacional del Litoral, Argentina

El paisaje fluvial del valle del rio Parana esta determinado por la condiciéon anfibia de su terri-
torio, la cual ha condicionado histéricamente los modos de ocupacion y vida de sus habi-
tantes. La rigueza de estratos culturales que coexistieron en el mismo se extiende gene-
rosamente en el tiempo desde las ocupaciones de los habitantes originarios pasando por
las primeras fundaciones de raiz hispana en el siglo xvi —con el establecimiento de la ciudad
de Santa Fe y su posterior traslado-, recorriendo la conformacion de reducciones indigenas
y colonias agricolas, hasta llegar a los procesos de metropolizaciéon de nuestros dias.

En esta hibridacion, es posible detectar las modificaciones de los patrones de ocupacion
territorial y los ajustes de los edificios que debieron adaptarse a las condiciones particulares
del territorio, asi como la construcciéon de obras de defensa para asegurar las areas
habitadas.

La logica de las obras de defensa de las inundaciones fluviales periddicas fue encerrar a los
poblados en anillos que «generaron» tierras seguras, lo cual produjo, a su vez, la pérdida
de la memoria territorial de la convivencia con el agua.

El trabajo propone identificar, comprender y, en muchos casos, reconstruir aguellos espa-
cios y soluciones de la interfase agua-tierra que existieron o existen, ya degradados o aten-
uados por el paso del tiempo. Dado que se trata de episodios y espacios escurridizos, se
estan utilizando herramientas de busqueda indicial, tratando de reconstruir, mediante digi-
talizaciones, esa memoria perdida.

Al mismo tiempo, se pretende llegar a la generacion de un espacio de transmision de esa

memoria a los habitantes actuales del lugar, para que sirva también como sitio de apren-
dizaje y discusion de sus problematicas especificas.

ESCENARIOS ALTERNATIVOS DE LA CIUDAD DE MEXICO
BoLaNos LiNARES, R., Universidad Nacional Autdbnoma de México, México
Gracias a los mecanismos de edicion fotografica y de infografia digital en general, existe la

posibilidad de elaborar, sobre escenarios paralelos a nuestra realidad -que, mas que rep-
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resentar el porvenir en nuestro caso, proyectan el camino de lo que pudo ser- el futuro de
un pasado que se corresponde con un presente no realizado.

Este trabajo de investigacion altera material fotografico, con tal de exponer, de forma exper-
imental, la representacion de las virtudes de escenarios existentes, al tiempo que incluye el
potencial que ese mismo escenario anunciaba y que no ha sido desarrollado, por cues-
tiones presupuestarias, politicas, o por simple desidia 0 mediocridad.

Las modificaciones realizadas se apoyan en el conocimiento de otros mecanismos de ela-
boracion, de la configuracion aprendida de otras ciudades. Al elaborar sobre la Ciudad de
Meéxico, aportamos soluciones con origenes diversos y en constante evolucion, en sintonia
con un afan incluyente y heuristico.

En la ejecucion de cada escenario, se busca recalcar la viabilidad de su existencia, al uti-
lizar mecanismos, tecnologia o medidas preexistentes.

Este trabajo plantea diferentes escenarios paralelos a la realidad en la que vivimos los habi-
tantes de la Ciudad de México, con una tendencia mas ordenada o con una tendencia al
caos. En su elaboraciéon, se toman en cuenta las causas y los efectos provocados por las
actitudes propias de la sociedad que habita esta ciudad.

El lenguaje grafico de este trabajo permite una rapida asimilacion y flexibilidad en la inter-
pretacion, ya que se apega con la cultura local, en la que el material mas abundante de lec-
tura contempla contenidos graficos.

Con estas representaciones, se buscan difundir alternativas viables a nuestro contexto, ademas
de advertir de las consecuencias de las acciones ya emprendidas, de modo que puedan
establecerse medidas cautelares que minimicen el impacto de posibles errores en el futuro.

ACTUALIDAD DEL PROYECTO MODERNO

BRravo, L.; Bigas, M.; ConTE-Powmi, G., Universitat Politecnica de Catalunya, Spain

A menudo, se ha contrapuesto la arquitectura del Movimiento Moderno a las sucesivas
corrientes y tendencias posteriores, que han sido presentadas como sucesivos estadios de
un alejamiento progresivo de los principios y valores en que aguél se baso. Sin embargo, si
observamos la evolucion de estas arquitecturas mas alla de las apariencias de los objetos
construidos, atendiendo a su condicidn primaria de expresion y manifestacion de un deter-
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minado pensamiento artistico, en el sentido mas contemporaneo de este término, conclui-
remos que las opciones mas innovadoras no han hecho sino intentar aproximarse a un
misMmo objetivo, adaptando su estrategia a los requerimientos y a las dificultades del con-
texto actual.

Las teorias y la pedagogia —por ejemplo- de Paul Klee en la Bauhaus, necesariamente com-
binadas con una practica basica formativa artistica, se consideraron imprescindibles para
situar a los futuros disefiadores en el nivel de accion y pensamiento adecuados, para po-
nerles «en contacto con las realidades fundamentales» (en palabras de Klee). Los actuales
sistemas de pensamiento arquitectonico, por su parte, adoptan sin complejos las meto-
dologias, el pensamiento, el lenguaje y las estrategias artisticas en su produccion, como
Unica forma de abordar la arquitectura en su condicién de proceso de dialogo interdiscipli-
nario, inseparable de la infinita complejidad de su contexto vital. En el campo de la arqui-
tectura, podriamos trazar una Unica linea, que uniria ese momento de eclosion de la
primera modernidad (con sus maestros y sus nuevos paradigmas cientificos, filosoficos y
artisticos) con autores posteriores, como Asplund, Aalto, Kahn, Venturi o Smithson, hasta lle-
gar a contemporaneos como Miralles, entendiendo toda esa evolucion como una progresi-
va actualizacion del pensamiento moderno (y, por tanto, de sus metodologias operativas),
de acuerdo con la nueva vision del mundo que empezo6 a dibujarse a principios del xx: las
palabras y las teorias de Klee podrian aplicarse —por ejemplo- tanto a la obra de Miralles
como al pensamiento de Guattari y Deleuze.

ARQUITECTURA HOY; VISION DESDE LA TRAVESIA

CARAVES, P, Pontificia Universidad Catoélica de Valparaiso (PUCV), Chile

La arquitectura, al ser un arte, junto con abrir los tiempos pone de manifiesto la cultura.
Puesto que su afan es darle casa a los hombres. Es por ello que es la madre de las artes.

En la poiesis del arte arquitectonico, en la génesis de la obra, se encuentra el origen de las
sociedades, sus ocupaciones, junto con las tareas y ocupaciones del dia de hoy.

Aceptando lo anterior como la realidad, podemos inferir que la arquitectura no entra en crisis.
Por cierto que es visible en una area de la arquitectura, que llamamos edificacion, percibimos
formalmente los vaivenes de las modas. Formas surgidas de una postura ecléctica y arbitraria,
huérfana de fundamentos que la anclen en el ahora y aqui, sin dar contenido a lo actual; ello
nace de oir la poesia, que es el oficio que ilumina desde la palabra primera.
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Lo que, a continuacion, venimos a exponer es fruto de la experiencia de marchar junto a la
poesia -Amereida-, oyendo su decir, en una a-tensién que nos ha permitido retener la pala-
bra inicial, que es la que observa el acontecer cotidiano revelandolo con nombre, en actos.
Esta es nuestra fuente primera, que nos da partida en el pensar y proyectar la obra.

Fecundados con la poesia, nos disponemos a inquirir por nuestro origen: el de ser ameri-
canos.

Salimos a recorrer el continente americano, cargando la palabra original, para desvelar la
extension americana, en un viaje de travesia que cumple su objetivo construyendo una obra
que es pura donacion.

Esta vez, hemos ido al desierto mas arido del mundo, al desierto de Atacama, en el Norte
Grande, en Chile.

Realizamos un acto de estudio con alumnos de un taller de arquitectura de la escuela de la
PUCWV.

Levantamos una obra a partir del acto. Una obra primera, anterior a todo programa, para
preguntarnos en propiedad y con pertinencia, por el origen de la obra de arquitectura. Una
obra que permita contemplar en admiracion el desierto. La obra regalada: «umbral de
encuentro de cercania-lejania» es la respuesta a la pregunta de como se permanece en
este espacio inhdspito. La obra templando el espacio da casa en el ir de paso por el lugar.
Asi se ha construido una forma arquitectonica con «estacas-parapetos» que ampara al que
por alli pasa. Ciertamente, una forma de habitar en el ir.

MENTE Y ORDENADOR/MIND AND COMPUTER

CARBALLEDA DOMINGUEZ, L., Universidad de Santa Maria La Antigua. Panama
CIFUENTES ARANGO, M., Universidad de Bogota Jorge Tadeo Lozano, Caribe, Colombia

La arquitectura y el disefio contemporaneos han producido un extenso repertorio formal,
pero pocas alternativas para abordar un proyecto de disefio espacial o de objetos que sus-
tenten los conceptos, como el ambito formal resultante.

El centro histérico de Cartagena de Indias ha sido seleccionado como el sitio que, con la

experiencia espacial que ofrece, se convierte en la idea que induce el desarrollo conceptu-
al y material de este proyecto. Para establecer un dialogo y un contacto con los compo-
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nentes histoéricos, naturales y construidos que lo conforman, fueron aplicados principios y
acciones de arqueologia urbana. Siguiendo los pasos de una excavacion artificial, los arte-
factos que se encontraron en el area intervenida fueron exhumados, descompuestos en
elementos y series aisladas, sobrepuestos para crear nuevas lecturas del area, fusionados
combinando sus caracteristicas planimeétricas y perspectivas, y materializados en composi-
ciones nuevas, utilizando tecnologia CADD, maguetas y fotomontajes, con el propdsito de
proponer la creacion de nuevos artefactos en forma de un espacio exterior (el Puente de las
Damas), un definidor de espacio interior (el Biombo del Candilejo) y una coleccion de mue-
bles (la Coleccion Cartagena, Intersecciones), que resultaron de la manipulacion de las
religuias encontradas y procesadas a lo largo de esta exploracion de disefo.

Objetivos

Los objetivos primordiales de esta obra son revelar el potencial que tiene el dibujo en
AutoCAD como herramienta de disefio; exponer, en forma de maqueta, los artefactos
paisajisticos, urbanisticos y arquitectéonicos que conforman el area de estudio; analizar, por
medio de montajes fotograficos, los espacios naturales y construidos que el transeunte
experimenta al recorrer el centro histdrico, vy, finalmente, proponer la fabricacion de un espa-
cio exterior, un definidor de espacio interior y un mueble, resultados de la transformacion de
los artefactos que constituyen el tema de la obra.

Dicha propuesta regresa al dibujo, la magueta y los montajes fotograficos, que son los do-
cumentos del proceso creativo y los instrumentos por medio de los cuales emergen los
nuevos artefactos.

Cartagena de Indias - La ciudad, una cantera de ideas de disefo

El dibujo de la ciudad como alternativa para abordar un proyecto de disefio.

Los artefactos urbanos poseen un valor en ellos mismos, pero también un valor que
depende del lugar donde estan localizados en la ciudad. La nueva identidad de la ciudad,
mientras persiste, parece que desapareciera algunas veces. Es aqui donde el dibujo de lo
urbano puede funcionar, a veces, como una caja fuerte en la cual la vida real de la ciudad
puede ser considerada como un cuerpo congelado, que puede ser descongelado vy revivi-
do como en un suefio, cuando la imaginacion del disefiador se activa; este es exactamente
el contenido de este trabajo: utilizar artefactos urbanos, que previamente han sido separa-
dos y congelados en dibujo, con el fin de traerlos cuando el proceso de disefio requiera su
presencia para ser confrontados con otros, para que, de esta manera, sus atributos fisicos,
planimétricos y de perspectiva, con sus significados, colaboraren en el desarrollo de una
nueva lectura, de una nueva interpretacion vy, al final, de un nuevo artefacto.
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LA DIMENSION SOCIAL DEL HABITAT RESIDENCIAL SOSTENIBLE
CaARNEVALI, N., Universidad de los Andes, Venezuela

Este documento propone una metodologia para abordar la dimension social del habitat
residencial sostenible, desde un punto de vista holistico. Identifica la dimension historica
como eje del proceso de investigacion metodoldgica, donde el tema de la dimension social
ha de quedar delineado para el estudio de los aspectos que integran el concepto. La
dimension exploratoria que se centrara en la observacion, la recoleccion y el procesamien-
to de la informacion procedente de las unidades investigadas. La dimension comparativa,
con el propdsito de precisar diferencias y semejanzas entre grupos por analogia de reali-
dades. La dimension analitica en el momento del desarrollo del sintagma gnoseoldgico:
descomponer el todo en sus partes para estudiarlas y establecer relacion entre ellas. La
dimension histdrica, como proceso inicial escogido, perfila el recorrido por el cual debe
pasar la investigacion que nos hemos planteado.

FOTOGRAFIA DE ARQUITECTURA
CARRANO, E., Universita La Sapienza, Roma, ltalia

Ochenta afios después de su invento, en los afos veinte, la fotografia fue descubierta defi-
nitivamente: se consideré un medio de estudio especialmente entre arquitectos y dise-
fladores. El centro de aquellos estudios fue la escuela de la Bauhaus, que tuvo mucha
influencia especialmente en Europa. En los Estados Unidos, fue la aproximacion de Stieglitz,
proyectada en la obra de Strand o de Weston, la que sugeria el uso de la fotografia para el
estudio del espacio. Frank Lloyd Wright no tenia demasiada confianza en el medio, aunque
tuvo una fugaz experiencia como fotdégrafo al principio del siglo xx. «Si se quiere coger el
caracter esencial de un edificio organico -escribia-, no se tiene que recurrir a la camara
fotografica, pues esto constituye integralmente un hecho de experiencia [...]. La profundidad
desafia el ojo plano fotografico».

Los «arquitectos fotdgrafos» haran un uso de la fotografia como técnica de visualizacion en
sustitucion del dibujo John Ruskin fue de entre ellos el primero, aunque el mas apasionado
del siglo xix se considera que fue Alfred N. Norman quien actué en Roma y Pompeya
durante su permanencia en 1850. En 1900, Louis Sullivan fotografiaba sus obras y las de
los demas. Lo que Mies van der Rohe escribid no es trascendente en el conjunto de su
obra. Su lugar en la historia de la arquitectura, su papel como fundador del Movimiento
Moderno, fue establecido a través de cinco proyectos (ninguno de ellos construido), que
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hizo publicos a traves de exposiciones y publicaciones durante la primera mitad de los afios
veinte. El arquitecto catalan Coderch era consciente de la razon del éxito que conocieron las
fotografias de la Casa Ugalde, que habia realizado su amigo Francesc Catala-Roca, foto-
grafo destacado por la capacidad constructiva de su mirada.

En ltalia, el clima cultural de los afios treinta era favorable a la fotografia, en un periodo en
el que el debate sobre la especificidad del nuevo medio habia sido especialmente vivo
en aquel decenio, que vio las iniciativas de diversas publicaciones: en 1942, del libro Intro-
duzione per una estetica fotografica, escrito por Vannucci Zauli y Franchini Stappo, o del
anuario «fFotografia» de 1943, editado por Domus que reunia imagenes, entre otros, de los
arquitectos Enrico Peressutti, Carlo Mollino, Gabriele Mucchi, Ugo Sissa y Giuseppe Pa-
gano. El primer arquitecto-fotografo italiano fue Giuseppe Pagano, director de La Casa
Bella desde 1932 hasta 1942. La fotografia fue para Pagano el género predilecto que con-
virtio este medio en uno de sus instrumentos mas eficaces para la arquitectura, el urban-
ismo y el disefo.

En ltalia, a partir de los primeros afios treinta, se estalba desarrollando un fuerte interés por
la fotografia, especialmente entre los arquitectos, como demuestran ensayos y articulos pu-
blicados en las revistas de arquitectura La Casa Bella y Domus. En 1932, Gio Ponti publica en
Domus «Discorso sull'arte fotografica», ilustrado con fotografias estructuradas segun una
rejas casi «abstractas», cuyo autor era Guido Pellegrin, historiador ante litterarm de la fotogra-
fia italiana. Ponti escribia a propdsito de la nueva realidad fotografica: «L’aberrazione fotografi-
ca e per molte cose la nostra sola realta: € per molte cose addirittura la nostra conoscenza, ed
e quindi il nostro giudizio. Essa e gran parte del nostro apprendere visivo.» Pagano, como Gid
Ponti, estaba convencido de que la fotografia producia «su» propia realidad especifica. Segun
Ponti, la fotografia es un producto intelectual y no sélo técnico o artesano. El estilo fotografi-
co de Pagano estara vigente durante mucho tiempo en ltalia, caracterizando gran parte de
la produccioén editorial arquitecténica.

La fotografia de Pagano se puede considerar un «caso singular» con respecto a los progra-
mas tradicionales y politicos del uso de la fotografia, salvo algunas excepciones, como Mario
Crimella, fotdgrafo de arquitectura para Casabella. En 1942, Carlo Mollino escribe /I messa-
ggio della camera oscura construyendo su tesis alrededor del nucleo ideal del pensamiento
de Benedetto Croce. El pretende demostrar el potencial de la fotografia para ser arte, como
cualquier otra forma de lenguaje. Para Mollino, la fotografia es el resultado de una relacion
gue siempre se constituye entre el fotografo y el sujeto —objeto fotografiado, aunque Mollino
se aleja de la estética de la pura visualidad de Wolfflin y Focillon.

Los arquitectos se dieron cuenta de que la fotografia tenia un papel funcional a la hora de
la conclusion de un ciclo de proyecto y de construccion, cuando la obra pasaba a ser parte
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de la realidad, y solo la fotografia podia declarar su presencia y difundir y promocionar su
valor arquitecténico, su significado cultural y comercial. En Estados Unidos, destacan Ezra
Stoller y Julius Schulmann, fotografos, entre otros, de las arquitecturas de Breuer y de
Neutra, respectivamente por difundir con sus catalogos un concepto comun de la obra para
que esta destacara sus valores formales, el uso de nubes en el fondo, las estructuras de
hormigdn o de ladrillo tomadas con luz tangencial, a fin de que emergiesen los materiales
y la estructura que caracterizaban el disefio.

«Fotografiar la arquitectura es casi imposible», escribe Rogers en 1955 en Casabella Con-
tinuita, que considera la fotografia como un instrumento que fija las apariencias y mortifica
la cuarta dimension, traicionando la realidad. Rogers ve en este hecho un limite por lo cual
considera inconciliables fotografia y arquitectura, aunque reconoce que la primera amplia
las cualidades perceptivas en ambitos que, de manera diferente, no se evidenciarian en la
sensibilidad de la arquitectura que condiciond generaciones de estudiantes y arquitectos.
Stoller y Schulmann crearon un tipo de fotografia de arquitectura que «adquiria arquitectura
en la misma imagen» a través de unos recursos formales como, por ejemplo, el oscurec-
imiento del cielo, lo que permitia afladir contraste. En ltalia, los fotografos que trabajan para
los arquitectos en los afios treinta hasta los cincuenta fueron Vasari, Cartoni y Savio, en
Roma, y Ancillotti, Casali, Frattini y Monti, en Milan. «ll problema che si pone ad un livello
ulteriore —escribe Carlo Arturo Quintavalle, en una reflexion sobre la fotografia de la obra de
arte- € quello del montaggio delle immagini in maniera che formino un sistema di per sé
significante, immagini e schemi grafici, fotografie angolate -nel senso detto- e modelli di
altro genere a costruire un tutto che sia immediatamente leggibile e al quale il testo non sia
apposto come discorso teorico oppure metalinguistica ma piuttosto come interpretazione di
altri elementi e dati che le immagini invece non possono offrire.»

PARADIGMAS AL FINAL DE LA ARQUITECTURA MODERNA

CasTaNON, R., Universitat Politecnica de Catalunya

Kuhn, en su libro La estructura de las revoluciones cientificas, define lo que para él son los
paradigmas: «Considero que son como realizaciones cientificas universalmente reconoci-
das que, durante cierto tiempo, proporcionan modelos de problemas y soluciones a una
comunidad cientifica.» Si nos basamos en esta definicion, podemos ver que en la arquitec-
tura se pueden encontrar paradigmas en todas las épocas historicas. Las técnicas y los
materiales disponibles, unidos a los requerimientos de uso, sociales y geograficos, han lle-
vado, a través del tiempo, a perfeccionar soluciones universales y que parecen impres-
cindibles en su momento. De esta manera, cada edificio es diferente y se convierte, en cier-

193



ta manera, aunque sea involuntariamente, en un laboratorio de nuevas soluciones. Algunos
edificios hacen reformas al modelo establecido y otros revolucionan a partir del paradigma
existente. Estos ultimos, si son exitosos, seran ejemplo para los siguientes, creando y repre-
sentando, al mismo tiempo, un nuevo paradigma.

En los afios sesenta, coincidiendo con la simbdlica muerte de la arquitectura moderna con
Le Corbusier (1887-1965), surgidé una verdadera diversidad de paradigmas que competian
entre ellos. Al mismo tiempo que Kuhn escribia La estructura de las revoluciones cientificas,
en la arquitectura se gestaba una revolucién que ponia en duda el principio de autoridad y
el pensamiento uUnico. Entre la aparicion del libro y la posdata de 1969, se acababa la hege-
monia del Estilo Internacional y surgian ideas nuevas. Para Leonardo Benevolo, hay una
«crisis de fin de siglo (1960-1990)», que empieza con el cambio en los afios sesenta. Este
trabajo pretende aclarar, de algun modo, la manera como en arquitectura el paradigma de
la modernidad pierde su hegemonia y surge un abanico de posibles nuevos paradigmas en
la década de los sesenta.

Segun Echeverria, hay tres etapas en la tecnociencia contemporanea. La primera de ellas,
entre 1940 y 1965, coincide con la hegemonia de la arquitectura moderna. Habia tenido sus
comienzos en el periodo de entreguerras y algunos historiadores sitan su declive con la
muerte de Le Corbusier. Esta es la etapa de la macrociencia. Fue la época de la mas asom-
brosa arquitectura moderna, pero también de megaproyectos como los de los metabolis-
tas japoneses y algunos megaproyectos utdpicos. Mientras que en la ciencia hay una déca-
da de crisis y estancamiento, en arquitectura hay una especie de brainstorming. Muchos
querian marcar el nuevo rumbo de la arquitectura, ya que la modernidad estaba obsoleta,
sin que ninguno consiguiera triunfar definitivamente. A partir de 1976 y hasta finales del siglo
XX, en la época de la tecnociencia, en arquitectura todo era posmodernismo, y luego
volvieron las ideas modernas, aungque muy cambiadas.

EL DESACOPLAMIENTO ENTRE LA ARQUITECTURA Y LA REALIDAD.
LA EMERGENCIA DE LA RED

DE LA PUENTE MARTORELL, J., Universitat Politécnica de Catalunya

Una idea excesivamente humanista acerca del funcionalismo mefistofélico de las ciencias
y las tecnologias impide ver que el esquema piramidal de la acumulacion del capital no es
ahora tecténico sino escatoldgico: se trata de construir espectros de la realidad sobre un
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crater simbodlico, es decir, se trata de edificar basura (psicoldégica o material, como en la
pelicula Wallee, batallon de limpieza) con un apoyo financiero inexistente, por lo que la esté-
tica de Madoff seria la misma que la de Koolhaas.

La ética dominante de la tecnociencia, la subordinacion masiva de los enunciados cog-
noscitivos a la finalidad de la mejor performance, es ya una formulacion pasada de moda,
gotica, después de que el criterio técnico haya dejado de tener un caracter neutral y la
economia se haya desacoplado por completo de la produccion.

Hasta recientemente, al aludido «criterio técnico» se le tenia por el filtro espontaneo para eva-
luar la «aparicion de las cosas» (los tornillos, las pizzas, el conocimiento), segun la «Pregunta
por la técnica» de Heidegger. Sin embargo, hace ya tiempo que la genuina aparicion de los
fendmenos, desde el punto de vista del significado, es la red. Hoy todo aguello que tiene sen-
tido no parece mero resultado de una factoria, sino que destaca por estar en red; todo lo pri-
mordial, vital, relevante y sensato es virtual, es decir, es retiario, o esta atrapado en una red,
0 medra en cierto orden mallado del establishment. En su ultimo nivel, la tecnologia se ha
convertido en un mero reprocesador de nodos. La materia, por su parte, no es aquello con
gue media la arquitectura —segun un extendido prejuicio- sino grumos de despojos y detritus
de los que poco a poco emergen entidades que se incorporan a la red (a alguna red), es
decir, entidades o cosas que, en un momento u otro, habiendo salido del magma no com-
putable, han conseguido constituirse en red —primero, como islas y, luego, como archipié-
lagos—, y han merecido, en definitiva, (condensar) la atencion particular y concreta; cosas o
entidades que, como minimo -0 como maximo-, se han sujetado a la prerrogativa de recibir
un nombre. Asi, se admite que la civilizacion haya evolucionado bajo un paradigma de estas
caracteristicas (Castells), qgue de alguna manera vuelve a poner en primer plano la lingulisti-
ca, la antropologia y el estructuralismo de décadas pasadas; en cuanto eran —ahora se sabe—
«primeras puestas en red» de conceptos anteriormente no diferenciados.

La burbuja financiera ha explotado y deja metralla en casa, y varias momias en el armario.
Que la red sea infinita (y compleja) no resta nada a una primera composicion de lugar, siem-
pre gue no intervenga el dinero. Paul Virilio dijo que la novedad tecnoldgica —-verbigracia, el
sistema crediticio y su ingenieria de apalancamientos- comportaba siempre un accidente.
Asi, la tragedia del aparato financiero global ha desvelado la naturaleza de «su» accidente
propio: la chatarra arquitectdnica esparcida por el planeta. En el envés, la crisis —el
desacoplamiento entre finanzas y economia- subraya el caracter virtual de la red, abando-
nando la arquitectura a su flirteo con la «realidad», arruinando asi el Ultimo bastién semanti-
co definitivamente desacoplado; dejando a la deriva, desamparados, desarmados, desmon-
tados, y en algun caso estrellados, a los politicos contratantes de «arquitectura» en los Ulti-
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mos tiempos. Todo —-empezando por lo construido- no parece valer nada. Los corrimientos,
los deslizamientos, las zozobras, 10s vuelcos, etc., en los sistemas de signos que sobreviven
coyunturalmente —antaio apoyados en la reina de las Bellas Artes—, provocados por una
hipoteca-porqueria, se sospechan despiadados, violentos, salvajes, aunque quiza mas
transparentes.

Los arquitectos, inmunes, siguen entendiendo la arquitectura como un fetiche, muy deporti-
vamente, pues es la Unica actitud que les cohesiona como gremio. El emblema de esta
posicion se sitla en un hito histérico como fue la novela The Fountainhead, escrita por la
ruso-norteamericana Ayn Rand a mediados del siglo xx. El relato E/ manantial fue convertido
en pelicula (Warner Brothers) por el director King Vidor en 1948, afio de aparicion del céle-
bre articulo de Alfred Barr «\What is Happening to Modern Architecture?» (MOMA Bulletin, vol.
XV, n°. 3). {Qué le sucede a la arquitectura moderna? Pues bien, que, en la trama del film
y la novela, un arquitecto atormentado por un destino moral (Gary Cooper), en los Estados
Unidos, estaba en un tris de perder la vida, antes que dinamitar su obra.

Los arquitectos desconocen qué version del sacerdocio representan, pese a que Beatriz
Colomina haya declarado aun: «Los arquitectos buscamos dioses para adorarlos» (E/ Pais, 20
de abril de 2009). Pero hemos progresado sobre los mitos y sobre la muerte. Esta, en con-
creto, se ha desidealizado a la maxima potencia. La muerte no tiene aureola; es simplemente
aquello que se sustrae a la red, lo que no esta en red en absoluto, 10 que no significa nada,
lo que es inimaginable. El frio concepto lacaniano de lo real planea entre estos restos. Y es
insano acechar o protocolizar o que es inane. Tiresias declara en Antigona (Séfocles) algo
directamente Util para las divinidades de la arquitectura: «<No hay ninguna razén en asesinar
a un cadaver.» «Azotar a un caballo muerto», continlia Soéfocles, es estéril y absurdo (como
es la actitud de Creonte, que se empefia en perseguir a su enemigo, una vez muerto).

La fantasia del goce romantico de la arquitectura ha sido aniquilada, en palabras recientes
de Peter Sloterdijk, por «el demonio de lo explicito.»' O estas en la red o estas muerto; ya no
hay espacio para la tortura gdtica que los arquitectos cultivan en su biombo «disciplinarios»
desde John Ruskin. Agquel objeto mental confuso y divagativo que la sociedad de posguerra
aun tolerd al CIAM, luego al Team 10 y posteriormente a los diferentes adalides, ciborgs y
mutantes de la modernidad arquitectonica, hoy -a la vista de lo que acontece- équé es sino
una gran impostura, una gran perversion, paralela a la de los «grandes objetivos» que ase-
guraban tener los directivos y consejeros de las grandes corporaciones? ¢Qué nos han deja-
do los innumerables Gary Coopers como resultado? Los primeros —con traje y corbata- han
disfrutado de infinidad de privilegios: sueldos estratosféricos, incentivos, vacaciones, jets pri-
vados, clubs de campo, etc., a costa de las empresas... Y sin ninguna recriminacion, es
decir, impunemente; igual que... ¢los arquitectos? Los arquitectos, de la mano de altos ejec-
utivos, promotores y bangueros, con un atuendo mas informal (predomind el negro Armani),
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callan ante la tragedia. Han permitido —sino perpetrado- la extension del panorama solido
que yace ante nuestros 0jos, y lo han hecho silbando distraidamente de manera muy simi-
lar a las aguilas de las finanzas, incluso con mayor escarnio (pues la perversion siempre se
sublima). Alguien ha comentado que ambos grupos son brahmanes inapelables, frente a una
casta de ciudadanos-parias? que han tenido que aguantar lo indecible. La sutil diferencia es
que, en el bando del ddlar, la libra y el euro, ha habido intentos de asumir responsabilidades,
mientras que a nadie en la cofradia de Vitruvio, absolutamente a nadie, parece concernirle
un planeta arruinado en sus paisajes, en sus ecosistemas, en sus espacios publicos, a
causa, en gran parte, del derroche y la proliferacion desenfrenada de edificaciones; edificios
culturalmente vacios, edificios sin pregnancia alguna en la red (del sentido), edificios que, al
final, exhiben su verdadero precio.

1. Peter Sloterdijk, Sphéaren Ill: Schdume — Frankfurt am Main: Suhrkamp Verlag 2004

2.«Cuando nace un brahman, nace superior a la Tierra entera; es sefior de todas las criaturas, y tiene que
guardar el secreto del Dharma. Todo lo que existe en el mundo es propiedad privada del brahman. Por la alta
excelencia de su nacimiento, él tiene derecho a todo. Esto es, es él quien goza, quien viste, quien da a otros,
y es a través de su gracia que otros gozan», se lee en el Libro de Manu. Las leyes de Manu estan contenidas
en un antiguo Mmanuscrito hindd que establecioé el sistema de castas en la India hace mas de dos mil afios.
El brahman es la casta superior. Sélo unos elegidos pueden pertenecer a la misma y, como dice la cita, gozan
de todos los derechos y su Unica labor es instruir en el conocimiento del mundo al resto de castas.

THE « EPISTEMOLOGICAL GAPS» IN THE STUDY OF THE ISSUES ABOUT THE
MANUAL VERSUS COMPUTER-AIDED DESIGN

DoGrusoz, U., Kutiu, N., Université de Strasbourg/Acsé Université Mimar Sinan Istanbul, France

This paper aims to study the role of the natural and the «artificial» drawing by demonstrating
the difference between «mental» nature of the images produced by two different ways in the
architectural design. It conjectures that this difference is epistemologically «under evaluat-
ed». The theory which by-passes and assimilates all of the mental functions and character-
istics in both cases are false.

And then it makes a few suggestions for the re- habilitation through a new concept of the «
natural » drawing. These suggestions will be based on the contributions of the new cognitive
psychology, of the recent developpemnts in neurosciences, and also of the philosophy of
action. The way of producing design aimed images constitute one of the main issues of the
architecture —and its teaching- in the last decades. The automatic generation of architectur-
al «image» and the question of the contribution of the digital tools to the design process,
divide the architects and the actors of the architecture teaching in several camps. Some are
convinced that the technological revolution is a gain in the matters of drawing and technical
anticipations, and equally in the domain of « the imagination ». Others point out that the
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imagination is restricted by the technical phrasing and they claim that the « true » « design
» is far from being concerned- at least currently- by these contributions. According to the
hypothesis supported by this study, the paradigms and the assumptions generally used by
the scholars guided by the «old fashioned» models of the late 70’s, avoid clear references
or are based on weak epistemological foundations.This study begins by an analysis of the
two theoretical approaches considered as being the main sources of inspiration for the tech-
niques of assistance to the design. The first approche takes in consideration the theories of
artificial intelligence; the second is about finding a theoritical model for designing. The term
«gap» indicates the theoretical and methodological deficiencies of both of the two. The
essay underlines the main epistemological opposition between the theories which over value
the «perceived» images, -’believing’ in the primacy of the straightforward perception images
and photos- and those more recent, who provide a new claim to the action and the per-
ception in their complex interactions. It concludes that the value of creation-design proces-
sus resides in articulation of humano cognitive and bodily processes involved in act of
designing, particularly, the very specific coupling of the hand with the brain. This paper aims
to promote further discussion, and thereby enliven the architectural research by connecting
it with the «established» sciences. It concerns specially, the recent development of the neu-
rosciences in the two following domains which are «consciousnhess « and «the mirror neu-
rons», providing, for the first time, a sufficient neurophysiological explanation to help the
comprehension of the environmental perception. These latest developments of science, give
us new possibilities and paradigmatic shifts from the assumptions of the functional modu-
larity of the brain to a holistic and simulational conception of the mind.

VOID.01 A RETROACTIVE READING

DuaQug, S.; MakriDOU, R.; SEFERIADOU, P., Aristotle University of Thessaloniki, Greece

VOID.01* is an installation exhibited during the international set of events Un-built**, Athens
2008. It presents a retroactive reading of 22 diploma-theses conducted by Professor Vana
Tentokali at the Aristotle University of Thessaloniki between 1998 and 2008. «VOID.01» has
been developed as a single object conceived from the central focus during the teaching
process: the void.

Context
The exhibition was to be placed on one of the Museum-atrium’s walls. Since the definitive

location was uncertain, this context could only be defined as an abstract open-air vertical
plane -to hang from- linked to a horizontal base -to access-. The installation required to self-
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provide shade for readability under the sun and to be waterproof. These conditions defined
a horizontal sequence of vertical elements made out of Forex (a semi rigid plastic material,
suitable for incisions, printable, and waterproof) which alternated between two positions:
frontal-printed panels and profile-cut-out brise-soleils. While the first group carried the exhi-
bition’s content, the second contained information on its concept.

Content

The 22 works, rather than independent outcomes, were gathered as accumulated knowl-
edge on the void in order to operate as strategy to operate on the Greek ground: a mass
containing diverse historical layers which are revealed when excavating -or injecting void-.
The works are displayed as a chronological diagram according to four parameters related
to the void: their site, the conceptual tools borrowed from non-architectural disciplines, the
operative design tools, and the degree of integration between ground and building.

Concept

The installation integrates the notion of void as actual gathering material. The void between
spectator and content is regarded as a solid matter that has been shaped through a
sequence of cut-out perpendicular planes, describing an evolutionary path of different states
in the relation ground-building. The void that flows through the interstices of this six-meter
vertebrate structure fastens the 22 works to each other and assembles a block of space for
the visitor to navigate through.

* «Education in Vacuo»
Theoretical approach:
Vana Tentokali, llias Grammatikos, George Koutoupis
Research, curator-ship and design:
Sebastian Duque, Roubini Makridou, Peny Seferiadou, Elsa Zaromiti,
Marilena Vatseri, Evdokia Voudouri, Fanis Skourtis

*x Un-Built, 2008 international architecture research events
The Athens Byzantine and Christian Museum in collaborations with SARCHA
(School of ARChitecture for All)
Athens, July 2008
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ATOPIA AS A NEW ARCHITECTURAL UTOPIA. CRITICAL RETHINKING
OF THE NOTION OF ‘PLACEFE’

DziuBaN, Z., Adam Mickiewicz University in Poznan, Poland

In this paper | am mainly interested in the characteristics of cultural spaces - especially cer-
tain architectural projects — taken in terms of atopia. The argumentation presented here relies
on a theoretical context of contemporary post-Heideggerian radical hermeneutics. The cat-
egory of atopia (a-topos) taken as an interpretative device enables me to problematise cer-
tain basic categories such as closeness, intimacy, residence, coherence or rootedness
employed traditionally to interpret the notion of ‘place’. | attempt to point out that they are
inaccurate for describing experience formed in contemporary cultural spaces, whereas
locating the question of spatial experience in the interpretative context of the category of
atopia involves emphasizing characteristics that concentrate on its descriptions in terms of
homelessness, unrootedness and, most importantly, oscillation. Thus it is the notion of place
that is to become the object of my critical approach.

As it will be argued, in this interpretative context atopia cannot be identified with ‘non-place’
in the sense that Marc Auge has attributed to it. It is rather to be interpreted as ‘a habitation
adrift’, to put it Roland Barthes’s terms, as not being assigned to a ‘place’ (class, context,
material environement). As a consequence, the category of oscillation (Vattimo) inscribed in
interpretation of atopic spaces allows me to highlight forms of generating spatial experience
that, on the one hand, imply unrootedness and mobility that problematise immovable
aspects of place and architectural construction. On the other hand, the category of oscilla-
tion allows me to focus on (atopic) projects that intentionally fall outside any unambiguous
interpretations, classifications or trenchant positions (theoretical and formal) while oscillating
between many of them, projects which ought to be treated as radically emancipatory and
utopian ones (e.g., National Library in Prague by Future Systems, Geometry of Inside by
Jarostaw Kozakiewicz).

ESTUDIO DIALOGICO DEL PARK GUELL, DE ANTONI GAUDI

FaviLLa, D., Universitat Politecnica de Catalunya

Lo que a principios del siglo xx, al estudiar el espacio-tiempo en la literatura, el tedrico Mijall
Bajtin denomind dialogia -palabra que contenia la fuerza de la etimologia de dia-logos: «a

través del logos»—, a finales del siglo los filésofos Gilles Deleuze y Félix Guattari vinieron en
llamar multiplicidades en un contexto filoséfico amplio. Deleuze y Guattari se refieren a las
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multiplicidades como metafora de la propia realidad. Estas se realizan a traves del modelo
de raiz fasciculada o rizoma (una ramificacion en todos los sentidos) y estan compuestas
de mesetas (con el sentido metaférico de «region continua de intensidades») y de lineas de
fuerza que las atraviesan. La multiplicidades se presentan como una potente herramienta
metodoldgica y practica y, sobre todo, para relacionar teoria y practica en distintas disci-
plinas, incluso en arquitectura.

La tesis doctoral desarrollada en el Programa de Proyectos Arquitecténicos de la UPC se vale
de esta herramienta, entre otras, para conocer la arquitectura como una construccion dialo-
gica. Ademas de proyecto y obra material, arquitectura es también lo que emerge a traves
de las construcciones subjetivas de los distintos usuarios. Dentro de este marco, el Park Guell
es tomado como objeto de estudio, en un primer momento a través de una lectura tedrica,
interrelacionando la poética y sus categorias de doble forma y doble funcion, la inteligibilidad
o dialogia social y la intertextualidad de la relacion de una obra con su contexto.

Dialogia, multiplicidades e intertextualidad justifican la segunda parte del estudio, cuando las
muchas voces, de distintos usuarios del Park Guell, han sido oidas con el fin de descubrir la
arquitectura que se halla en la encrucijada de los diferentes puntos de vista: el parque que
surge a traves de la conexion de distintas mesetas, de construcciones de distintos usuarios.

DIMENSION POETICA DE LA ARQUITECTURA RELIGIOSA CRISTIANA:
LA IGLESIA DE LA SAGRADA FAMILIA, BAURU (BRASIL)

FERNANDEZ BACA SALCEDO, R., Universidade Estadual Paulista, Brasil

Esta comunicacion analiza la dimensiéon poeética de la arquitectura de la Iglesia de la Sagra-
da Familia, en Bauru (Brasil). El proyecto de arquitectura fue realizado por docentes del Gru-
po de Arquitectura: Teoria y Proyectos (GA), del Departamento de Arquitectura, Urbanismo
y Paisajismo de la Universidade Estadual Paulista (UNESP), Brasil, en 2005. El terreno para
la construccion de la iglesia tiene una superficie de 2.229,00 m2, con un declive del 10 %,
localizado en la esquina entre las calles de Luiz Bassoto y Dr. José Ranieiri, del Barrio Jardin
Cruzeiro, en Bauru. El barrio esta constituido por construcciones de uno y dos pisos, y algu-
nos edificios verticales de cuatro a ocho pisos. El clima de Bauru se caracteriza por vera-
nos calidos y humedos, e inviernos frios y secos. El programa arquitectonico comprende: el
altar, la nave principal, el baptisterio, el confesionario, la capilla del Santisimo, sacristia, el
coro, el salén para catequesis, ambientes de uso multiple y bafios. Se inicid la construccion
de la referida iglesia en 2006. Actualmente, esta en fase de finalizacion. Metodologia: con-
sta de tres etapas. La primera aborda los conceptos tedricos de topogenesis (MUNTANOLA,
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2000), habitar (HEIDEGGER, 1994), local, global, dimension poeética de la estética (MUNTAROLA,
2002) y dialogias (MuNTAROLA, 2006). La segunda etapa comprende el espacio sagrado cris-
tiano (ScHUBERT, 1987; PasTRO, 1999). Y, la tercera, la dimension poética de la referida igle-
sia, analiza la intencion de los autores en la concepciéon de la arquitectura, la composicion
de los elementos constructivos y la relacion entre estos elementos y de estos con los con-
textos arquitectonico inmediato, fisico, geografico, social y cultural. Para esta etapa, fueron
consultados el proyecto de arquitectura y material bibliografico (SALcepo et al., 2005).
Resultados: la concepcidon de la arquitectura partié del concepto tedrico de espacio sagra-
do cristiano, de sus simbologias y de las dialogias entre los elementos de construccion y de
estos con los contextos geografico, fisico, social, cultural, arquitecténico y urbano.

IN THE REALM OF THE SENSES: A RESEARCH TOWARDS A CORPOREAL
ARCHITECTURE

FERREIRA, M.P, Lisbon’s Technical University, Portugal

This paper is the summary of an on going PhD thesis, which research focuses on the rela-
tionship between body, architecture and new media, concerning space as the place for indi-
viduation and body as its medium. The main approach is to understand the mechanisms
underlying experience as embodied conscience and emotion as afundamental part of cog-
nitive processes.

As «virtual reality» blurs with «real» space, it's urgent to understand its impact on contempo-
rary living, in what concerns the body as an adaptive complex system, and its health as an
organism, depending on sensory stimulation, both physically and mentally. Architecture
could incorporate this technology to its analogical processes, developing a more intelligent,
adaptive and responsive design,«Corporeal Architecture».

A «corporeal» experience of space would be achieved by user’s sensory stimulation, trigger-
ing brain and memory processes intentionally, and so conditioning space interpretation at a
physical and conscious level but also at a subliminal or subconscious level, just as kinematic
or computer gamming experiences, so developing dwelling to a realm of immersion, sur-
passing the «disembodied existence» provided by the abuse of new media, like the internet.
In design, one could unfocus on visual stimuli as the main perceptive mechanism, as kinaes-
thesia and kinetics are acknowledged to function as very powerful sensory stimulators.

The current investigation has been trying to develop a tool that incorporates an algorithmic
synthesis of the human body, transferring biomechanical processes such as «movements»
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into digital information, similarly as the method used in artificial life studies and robotics. The
hypothesis to be tested further is that if this kind of approach to architectural design could be
useful as interpretative and generative of design tools, as a way of exploring new geometries
and thus testing a new type of user’s cognitive response while virtually experiencing space,
«housing his body, imagination and dreams»'.

1. PaLLasmaa, Juhani. The Eyes of the Skin: Architecture and the Senses. Academy Press. 2005.

UTZON: THE POETICS OF SITE CONSTRUCTION

FERRER, J., Universitat Politécnica de Catalunya, Spain

Far removed from the iconic monumentality of the Sydney Opera House and Kuwait
Assembly Building, Utzon created one of his other great masterpieces, this time at a domes-
tic scale with the building of his own house Can Lis on the island of Mallorca.

Built with the humblest of traditional materials, local sandstone, Utzon created a house in
timeless harmony with its dramatic site on the edge of a cliff overlooking the Mediterranean.

As always Utzon is supremely aware of the site; he fully realised and appreciated the power
and beauty of the Bennelong site for the Sydney Opera House and has been remarkably
adept at fi nding and drawing out the quality of the sites he has himself chosen for his own
homes, the unrealised Bayview House on one of most stunning sites of natural beauty north
of Sydney, Can Lis, which he made his home from the early 1970’s and his most recent
house on Mallorca, Can Feliz, located high on a steep hillside like an acropolis overlooking
a broad panorama of the south of the island and sea beyond. Throughout his career, Utzon
has strived to achieve an authentic architecture, as a synthesis of poetics and pragmatism.
As like Alvar Aalto before him and the work of Louis Kahn, Utzon’s architecture demonstrates
a rare excellence in terms of the combinationof detailing, construction, and spatial and aes-
thetic qualities, where the clear and authentic use of materials and fi nishes, contributes
greatly to the fi nal formal and aesthetic character of the built work.

Utzon himself has always distanced himself from theoretical interpretations of architecture-
and society. He has no need of theories to validate his approach to design, rather he has a
thirst for universal knowledge and seeks out inspiration in that which he experiences in the
wider world around him, in a dynamic ongoing process that is constantly re-informing his
work. It is through an appreciation of his approach to architecture, both in the investigations
that his proposals for unrealised projects represent and the realisation of his built works that
Utzon provides a profound understanding of the innermost being of architecture. Utzon’s
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dedicated explorations and refi ning of signifi cant universal themes in architecture provides
an enormous resource for architects in the future. His timeless organic approach to design,
rather than historic style ensures his continued relevance. While the humanity of his artistic
vision and sensitivity to place, combined with an understanding that architecture must be
structured to allow change and a prescient use of technology to achieve these aims, will
remain a source of inspiration for architects to come.

PROYECTOS ARQUITECTONICOS DE POSIBLES CIUDADES VS. EL PROCESO
URBANO: PROYECTAR EL ESPACIO PUBLICO A TRAVES DEL CINE

GaLaNOS, C., Universitat Politecnica de Catalunya

El objeto de investigacion de este trabajo es el espacio publico de la ciudad cinematogra-
fica. Y mediante la cinematografia, alcanzar su objetivo, que es intentar comprender la
relacion entre la sensacion de libertad de los personajes cinematograficos (16 peliculas en
concurso) y la estructura del espacio publico en la ciudad. La representatividad de los cua-
tro modelos de ciudad visualizados en el cuerpo cinematografico principal se pueden agru-
par en la ciudad neorrealista, moderna, metamoderna y tecnoldgica, enfocados en la
estratificacion del espacio publico: espacios publicos, espacios publico-privados y espacios
privado-publicos, en la ciudad intensificada y, a veces, hipertrofiada en la que vivimos.

En este documento, se propone un sistema de visualizacion para cada una de las pelicu-
las, en relacion con lo que se esta investigando en esta tesis.

Este modo de lectura propone el analisis de escenas en planos generales, donde se distin-
gue una cierta distancia entre la accion y el «set». Aparece la interrelacion de las diferentes
tipologias de espacio publico en relacion con el resto de los espacios de la ciudad. En
«pause», las escenas analizadas se suceden dentro de los distintos espacios publicos. La
camara esta posicionada dentro de espacios publicos, publico-privados y privado-publicos,
frente a la accion, y se buscan los momentos de interaccion social entre los personajes que
transitan en estos espacios.

Por ultimo, en «play», se seleccionan las tomas en travelin, a través de la ciudad, se mues-
tran las diferentes tipologias de espacio publico, atravesando el espacio publico y visuali-
zando la conectividad y el acceso por y/o desde la ciudad. Evidenciando el intercambio y la
canalizacion de los flujos, este modo de lectura trata de valorar la interpenetrabilidad entre
espacio publico y ciudad.
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Asi descritos, analizados y valorados los espacios publicos, los espacios publico-privados y
los espacios privado-publicos en la ciudad cinematografica, se pueden categorizar en
espacios de absorcion, espacios de satisfaccion y espacios impermeables, respectiva-
mente. Aplicando la definicion del espacio publico en la ciudad segun su acceso, su fun-
cion y su fin en las tres tipologias de espacio publico, es obvio que la funcion y el fin son
similares para los tres, mientras que el acceso es el elemento que diferencia una tipologia
de otra.

Vistos asi, los espacios publicos, que se califican en este trabajo como espacios sin limites,
accesibles por todos los ciudadanos y usados de manera andnima, se ven concebidos para
la libertad individual. Estos espacios son capaces de absorber cualquier tipo de acto publi-
co, en el sentido de la libertad individual que el centro urbano inspire al ciudadano. Del
mismo modo, los espacios publico-privados, que se caracterizan aqui por su nocion de pri-
vado colectivizado, son hechos para la colectividad, son espacios de propiedad privada
pero con sentido publico para la ciudad.

Procurando la libertad individual que sus usuarios necesitan dentro de un centro urbano, son
espacios para la satisfaccion de sus necesidades cotidianas.

Y, por fin, los espacios privado-publicos son espacios de un publico individualizado, hechos
para el individuo, donde el anonimato no existe. Estos espacios son impermeables,
capaces garantizar la libertad individual de su usuario principal, que es también el duefio
del lugar dentro de un centro urbano y como si fuese €l quien decide donde esta el limite
entre lo publico y lo privado.

Intentando trasladar la mirada cinematografica del corpus cinematografico principal sobre el
espacio publico de la ciudad, en el ambito arquitectonico y urbanistico, esta tesis trata de

demostrar la capacidad de absorcion, satisfaccion e impermeabilidad (individuacion) de los
espacios publicos, los espacios publico-privados y los espacios privado-publicos en la ciudad.

EL GRITO DE LA TIERRA, UN GRITO UNIVERSAL. ARQUITECTURA Y PAISAJE
EN LA OBRA DE JOAN MIRO

GaRcia BLanco, R., Universitat Politecnica de Catalunya

«Ens hem d’enganxar a la terra; s’ha d’escoltar el crit de la terra.»

Joan Miré
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El Camp de Tarragona en la obra de Mird es el punto de contacto primigenio de su obra
con lo local y lo universal, el lugar de donde nutre su energia creadora. Alli aprendid a obser-
var los ritmos de la naturaleza, el perfil de las montafas en la lejania, y de las cosas organi-
cas e inorganicas, cercanas, sencillas, cotidianas.

Este proceso de busqueda y entendimiento del paisaje natural se refleja en sus obras juve-
niles de influencia fauvista, donde los colores fuertes y nitidos de formas sencillas intentan
explicar la peculiaridad de poblaciones como Mont-roig, Siurana o Cornudella. En ellos,
ademas de abstraer y representar los campos verdes, la tierra roja, los colores y las formas
de la orografia, la topografia, los cielos, intenta transmitir un paisaje cultural y arquitectonico
muy arraigado en el lugar y que muestra una iconografia de la cultura campesina catalana,
como labran la tierra de su sustento, la luz, el ambiente, la atmdsfera de estas poblaciones,
las formas, los colores y la organizacion abstracta de las construcciones.

Esta forma local de entender la arquitectura, el paisaje y la cultura en la obra de Joan Miro,
mas cercana en sus inicios al arte primitivo experimentado por otros artistas universales
como Rousseau, Picasso o Gauguin, trasciende lo meramente pictoérico para adentrarse en
terrenos mas profundos y simbdlicamente mas complejos, que tienen su punto culminante
de expresion de esta etapa en el cuadro La masia (1922), donde la fuerza de lo arquitec-
tonico es innegable y se puede ver claramente el enriquecimiento cultural del espacio pic-
toérico que ejercen sobre él los elementos simbdlicos.

Esta comunicacion busca explicar la estructura dialogica entre el arte pictdrico y el arqui-
tectonico mediante un ejercicio de analisis de los diversos contenidos: sociales, culturales,
paisajisticos, que pueden ayudar a entender mejor como, a partir de lo local, estas rela-
ciones enriguecen el proceso creativo y cOmo pueden evolucionar en un lenguaje mas uni-
versal.

¢(SOBRE QUE ARQUITECTURA NECESITAMOS PENSAR, PLANTEAR,
INVESTIGAR?

GonNzALEz ORTiz, H., Universitat Politecnica de Catalunya

El 11 de septiembre de 2001, el mundo que conociamos comenzé a cambiar rapidamente,
exponencialmente. Y el terror, el miedo y la inseguridad recorrieron el mundo para instalarse
definitivamente en todos los aspectos de la humanidad del siglo xxi. La politica quedd rele-
gada a ser uno mas de los millones de habitantes de la Tierra que, sin voz ni voto, obser-
van como la intransigencia y el abuso de poder han pasado a ser los amos de todo.
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Los lobbies, los negros intereses financieros, se apoderaron del son politicén, que fue como
Platon definid a los humanos: el ser humano es, en si mismo, «un ser politico»; intercambia
ideas, propone, expone, razona, replantea... Pero ahora no; ahora solo observa como
«ellos», los duefios del dinero, nos adoctrinan en todo aquello que «dicen», debemos temer,
debemos sospechar, debemos pensar, debemos consumir. En los uUltimos ocho afos, la
humanidad entera se ha volcado al consumismo tecnoldgico a escala planetaria: el ultimo
ordenador, el ultimo coche, el ultimo iPod, el ultimo zapato, lo ultimo de lo ultimo del ‘dis-
efio’ para muebles, carteras, ropa, viajes, incluida la arquitectura.

Pero hoy, en febrero de 2009, constatamos que todo aquello que llevamos afios denuncia-
do es una catastrofica realidad. La llamada “crisis global” se extiende hasta los ultimos rin-
cones del planeta y los empleos se pierden por millones en todo el planeta, en todos los
continentes, en todos los estratos sociales, en todos los paises.

En este momento histérico convulso, en el que la crisis financiera planetaria ocupa todo
nuestros esfuerzos, seria bueno pensar, aprovechando la catarsis...: Y la arquitectura, y la
investigacion en arquitectura, y la propuesta arquitecténica, éhacia donde deben enfocarse?
4Qué debemos investigar mas? ¢Qué debemos proponer mas?

PLAZA DE BOLIiVAR DE BOGOTA.
FORMAS Y COMPORTAMIENTOS DEL PASADO Y DEL PRESENTE

GonNzALEZ Rico, D. F, Universitat Politecnica de Catalunya

La arquitectura puede determinar la construccion y el cambio de los lugares. Existen un
antes y un después del lugar cuando se inserta en €l un nuevo objeto construido. Es a par-
tir de ese momento que aparecen nuevas relaciones sociales en el lugar y la historia de ese
nuevo objeto se entrecruza con la del propio lugar. No solo se trata de una yuxtaposicion de
estilos, sino también de historias vividas. Estas historias de vida se manifiestan en forma de
huella en el nuevo edificio y en forma de testimonio actualizado del pasado que ya no es
pero que ha sido. En este sentido, se puede afirmar que el lugar no se puede estandarizar
ni ser estandar. No se puede entender lo que sucede alli si no se relaciona la arquitectura
con el hombre que la hace realidad, la transforma y la habita.

Por ello, cuando se habla de la plaza como lugar, se esta hablando del hombre, de su
relacion con el espacio, con los objetos. La plaza mayor es un lugar reconocido por la
sociedad en el espacio-tiempo; es una sintesis en la interaccion de objetos arquitectonicos
y comportamientos humanos en el tiempo. La plaza mayor es un lugar dentro de la ciudad,
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con unas condiciones particulares que la hacen distinta a otras plazas. De hecho, la primera
plaza publica que aparecié en la ciudad es la plaza mayor y, posteriormente, se fueron afia-
diendo nuevas plazas publicas, a medida que iban apareciendo nuevos barrios.

La plaza mayor tiene dos condiciones fundamentales. Una se relaciona directamente con
la sociabilidad que pueda darse en ella desde lo cotidiano; esto la hace ser plaza publica.
Por otro lado, manifiesta también su condicion de plaza mayor a partir de la sociabilidad
en eventos especiales 0 usos excepcionales de la misma (eventos de impacto local o na-
cional). La sociabilidad de estos ultimos eventos especiales hace que se materialicen, en
los edificios y en el espacio publico, las voluntades politicas de la sociedad y de los distin-
tos grupos que la conforman. Es en estos eventos cuando se ponen de manifiesto, en su
mayor esplendor, las formas de accidn reciproca entre grupos pertenecientes a una
sociedad.

La plaza mayor es, histéricamente, el inicio y el corazén de la vida urbana en las ciudades
fundadas por los espafioles en Hispanoameérica. En el caso especifico de Bogota, la Plaza
de Bolivar ha sido el lugar con mas significado para la ciudad y el pais. Alli se han dado los
grandes cambios sociales y politicos, paralelamente a los cambios que se han sucedido en
sus formas.

Esta investigacion es un analisis cualitativo sobre el uso del espacio de la plaza mayor vy,
concretamente, sobre el caso de estudio seleccionado (la Plaza de Bolivar de Bogota) en el
pasado y el presente. Se entiende el uso del espacio de la plaza mayor como una relacion
dialdgica que existe entre las formas (proyectos arquitectonicos desarrollados en momen-
tos clave de la plaza) y los comportamientos humanos (formas de interaccion social y per-
sonal) en su uso cotidiano y, principalmente, en ciertos rituales o eventos especiales. Entre
estos eventos especiales, se incluyen actos politicos, religiosos y manifestaciones sociocul-
turales.

El objetivo principal es analizar la plaza como lugar de poder y de manifestaciones, a lo
largo de su evolucion histoérica, hasta convertirse en o que es hoy en dia. Destaca el papel
gue juegan los proyectos arquitectonicos en esta evolucion y como éstos condicionan los
comportamientos y el uso del espacio y, a su vez, son condicionados por ellos. Se pretende
mostrar la relacion existente entre el espacio-tiempo histérico y el espacio-tiempo actual de
la plaza, con el fin de obtener una lectura completa del uso del espacio en el tiempo.
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LOOKING INTO THE CONCEPT OF «<ABSENCE» IN THE THEATRICAL
EXPERIMENT: «THE PIT THAT’S LEFT BEHIND»

GRAMMATIKOS, |., Aristotle University of Thessaloniki, Greece

«The pit that's left behind» is an experiment in the creation of a «whole theatrical text», in
which we investigate the relations between «drama text» — «performance text», training in
architecture and the process of creation of the architectural act, as a result of a sequence of
dependent but also autonomous «texts»: «drama text», «director’s text», «stage designer’s
text», «musical - sound text», «kinesiological text», «choreographer’s text», «costume design-
er’s text», «cinematographic text», «lighting designer’s text», «performers’ texts» etc.

The «drama text» in «The pit that's left behind» is a «text-canvas», a flexible tool for the pro-
duction of theatrical and spatial meaning aiming at the weaving of a performance, which
investigates from a psychoanalytic perspective the concept of «absence», of «emptiness».
Taking Homer’s Odyssey as a starting point and using the process of architectural design as
a tool, the performance constitutes a declared «subjective» reading of the concept of «spiri-
tual uprooting».

The «text-canvas» investigates in parallel the dissolution of a couple’s common life (a pro-
fessor of architecture and an economist) and the wife’s use of the Homeric text of Odyssey
(relationship of Ulysses and Penelope, recognition scene) as an educational tool in architec-
tural training. The choice of the ironic language characterizes the «drama text» and through
the absence of linguistic «sensualism» «activates» emotion though emptiness, functions via
the apparent absence of feelings.

Taking as granted the destabilization of the relationship of descent holding between per-
formance and theatrical work, and the reinforcement of the autonomy of performance and
of the contributing arts, the contents of the drama «text-canvas» (spatial — non-spatial
absence) is re-formulated and «filtered» through the personal readings of the contributors
(author, director, music composer, costume designer, lighting designer, choreographer, per-
formers).

«The pit that’s left behind» purports to present modern architectural training, to bring into con-
tact the spectator that is ignorant of architecture with the process of creating «spatial texts»,
to construct a «text-performance» in architectural terms and to decode the relations between
theatre and architecture.
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THE ARCHITECTURAL OBJECT IN THE DIGITAL AGE

CEDRIC PRICE’S FUN PALACE AND THE GENERATOR, 1961-1984

HerDT, T., Swiss Federal Institute of Technology ETHZ ZUrich, Switzerland

Focusing on the impact of technological change in the 1960s and 1970s | would like to dis-
cuss how digital thinking began to be applied to architecture, and how its further develop-
ment has led to a new understanding of the architectural object as an interactive environ-
ment.

The architecture of Cedric Price exemplifies this development and, in particular, the imple-
mentation of the network and systems idea in architecture. Starting from his first project, the
Fun Palace, 1961-1974, the examination of cybernetics, social sciences and the arts start-
ed to shape architecture as part of a dynamic system. This concept was fully developed in
his Generator project, 1976-1984, that created an environment, which unfolded its dynam-
ics by the interaction of the physical space with a social programming tool called «the
Polarizer». Not unlike computer soft and hardware the structure of the Generator project is
based on a hybrid set of layers where different inputs are processed in an interactive feed-
back of action and reaction.

On the basis of these projects | would like to show how the distinction between nature and
technology has dissolved, resulting in the idea of a relational architecture. Such a new under-
standing of architectural objects in the digital age, their functions and dependencies, can
profit from Bruno Latour’s concept of «the quasi object» as an object containing hybrid lay-
ers of nature, technology and social program.

Being one of the first attempts to translate the digital technologies of the information age into

a new architectural approach, Cedric Price’s architecture and his method of digital thinking
resulted in a new approach to architecture through technology.

ARQUITECTURA MODERNA Y POLITICAS DE VIVIENDA DE INTERES SOCIAL
EN VENEZUELA

HERNANDEZ S., B., GuimaN P, D., Universidad Central de Venezuela
Las politicas de vivienda social en Venezuela se han visto influenciadas, a mediados del

siglo xx, por varios acontecimientos histéricos relacionados con la consolidacion final del
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«Estado del bienestar» (Welfare State) en Europa y en los Estados Unidos tras la Segunda
Guerra Mundial. Las politicas de expansion econdmica del mundo, los postulados discuti-
dos en el CIAM de esos afios y la creciente renta petrolera de nuestro pais marcan una
vision de la vivienda de interés social que ofrece el Estado venezolano caracterizada por la
técnica, la estandarizacion, la economia, el racionalismo y la urbanistica, entre otros aspec-
tos; todo ello, junto con un vertiginoso crecimiento poblacional y la acelerada urbanizacion del
pais, ha dado lugar a la impactante transformacion territorial acaecida a lo largo de este siglo.

La vivienda se vio transformada por nuevos planteamientos, junto con los avances que la
tecnologia de la construccion disponia, las formas de concebir los espacios y los cambios
en los modos de vida de sus habitantes. Estos planteamientos y/o enfoques estuvieron
acompafados por dos concepciones politicas marcadas en algunas etapas: el ideal social
democratico, con marcado acento en el desarrollo industrial y, mas tarde, el ideal de la
democracia cristiana, con una mayor preocupacion por los aspectos referidos a la organi-
zacion social. Estos ideales se transfigurarian en las directrices impuestas al disefio de estas
viviendas, conjuntamente con el discurso que legaba la modernidad. Para reconocer dichos
planteamientos, quedan expuestos en este trabajo diversos estudios de casos, que per-
miten comprobar tales concepciones y verificar las repercusiones hasta nuestros dias, que,
junto con los modos de vida que requieren sus habitantes en la actualidad, propician una
discusion para la comprension de otras maneras de interpretacion de estos espacios.

ARQUITECTURAS DE RESISTENCIA

Hoses, S., Universitat Politecnica de Catalunya

En una sociedad global terriblemente influenciada por los medios, los Unicos valores son, al
parecer, la novedad y la renovacion permanente. Gran parte de la actual produccion arqui-
tecténica es incapaz de establecer ninguna relacion significativa con el pasado y con el
futuro, y las diferencias locales parecen haber sido olvidadas a favor de una homoge-
nizacion global de las técnicas y los materiales industrializados. El resultado es una arqui-
tectura incapaz de proponer significados que vayan mas alla de su eficacia utilitaria; la
experiencia vital deja de ser significativa y el compromiso social es totalmente ausente.

Desde un punto de vista dialdgico, entendemos que el <mundo» no solo esta constituido por
convenciones de verdad sino también por metaforas e interpretaciones; vivimos en un
mundo conformado por un universo de dialogos que se entrecruzan y constituyen los sis-
temas narrativos que construyen y sostienen nuestras sociedades. En este marco, el pro-
yecto es considerado como un discurso que expresa el pensamiento de un sujeto que se-
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mantiza el mundo frente a los demas; un acto espacial y temporalmente situado, que
adquiere sentido al articularse con las significaciones del contexto histérico y social de su
emergencia, por lo que es capaz de generar una articulacion infinita de realidad y fabula, y
catalizar asi los procesos de transformaciéon de los lugares y las personas.

Mientras los deseos y las esperanzas de una época estan también representados en las fic-
ciones de una sociedad, es posible recuperar el valor social de la arquitectura cuando
admitimos la posibilidad de trabajar simbdlicamente. La arquitectura comparte con el arte
la capacidad de cambiar la realidad por medio de la ficcion cuando se constituye como sin-
tesis entre representacion y produccion de mundos. En la obra del argentino Claudio Caveri
o del espanol Enric Miralles, es posible advertir como, mediante el trabajo simbdlico vy la
experimentacion con los materiales, la inclusion de mundos narrativos posibilita el rescate
de esos aspectos identitarios de una sociedad.

URBAN SPACES AND CHILDHOOD. URBAN CONTEXTS OF CHILDHOOD
SOCIALIZATION IN LISBON METROPOLITAN AREA

JaciNnTo, ML.F., Technical University of Lisbon, Portugal

Integrating childhood sociology and urbanism in a theoretical-empirical way, this research (i)
examines children’s living experience in five economically, culturally and spatially contrasting
urban environments of Lisbon Metropolitan Area and (ii) aims to outline urban planning and
design solutions that allow a reinforcement of children’s autonomy in their specific urban set-
tings. On the first stage, we use a school-based survey of primary schools in five urban
neighbourhoods. This survey is based on a self-answer questionnaire applied to 247 chil-
dren and 180 parents, which tries to grasp both the objective and subjective dimensions of
children’s daily urban experience, autonomy and safety. From the general conditions of
urban experience, a special attention is given to children’s use of urban public space and
facilities, their spatial mobility to and from school and their overall satisfaction with the neigh-
bourhood, either with the aspects related to the daily experience and usage of urban spaces,
or their satisfaction with social relationships connected to the activities performed in the
neighbourhood. For the evaluation of conditions of urban autonomy and safety we use a
questionnaire? focusing on parent’'s and children’s perception of the ‘dangers’ of urban life.
On the second stage, the results of the survey are statistically analysed and compared by
neighbourhood, and correlated to specific ‘urban metrical indicators’. The central question
is whether the structural properties of local urban space form a vital dimension of childhood
socialization and, if so, to which of these properties we should pay more attention when plan-
ning and designing our cities. The statistical results indicate significant variations by neigh-
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bourhood in how children use urban public space in Lisbon Metropolitan Area, that we can
also confirm in correlations between the urban indicators, children’s autonomy of move-
ments andtheir perception of fear related to the urban public spaces.

1.This project of research was developed in my Master’s degree in Urban and Environmental Regeneration, by
School of Architecture -Technical University of Lisbon.

2.The evaluation instrument used was adapted from «lautonomia di movimento dei bambini italiani», used in
italian children and part of the investigation project «La citta dei bambini» developed by Laboratorio di
Psicologia della Partecipazione Infantile.

3.The urban metrical indicators used in our research were first developed by Guterres, J. (2003) in «Cidade Bem
Ordenada e Modernidade», Urban Planning Thesis, School of Architecture - Technical University of Lisbon.

EL PROYECTO DE CIUDADELA REAL DE MINAS DE BUCARAMANGA:
UNA CRITICA A LA ARQUITECTURA MODERNA EN COLOMBIA

JAMES, S., Universidad de Santo Tomas de Bucaramanga, Colombia

«Siempre la mirada orientada al futuro desde la actualidad se dirige a un pasado al que, como
su prehistoria, va ligado en cada caso lo que es nuestra actualidad por medio de la cadena
de un destino general.»'

El excurso que Habermas hace sobre la tesis de la filosofia de la historia de Benjamin, en la
que este Ultimo invierte el signo de orientacion de la modernidad hacia el futuro y la entron-
ca con una orientacion hacia ese pasado oprimido, como liberadora del recuerdo (de expec-
tativas no satisfechas) y de la deuda social pendiente contraida con el pasado, abre la posi-
bilidad de reflexionar sobre la «conciencia del tiempo» (horizonte de expectativas y espacio
de experiencia) en el Proyecto de Ciudadela Real de Minas de Bucaramanga, Colombia».

Este proyecto paradigmatico, diseflado a mediados de los afios setenta e influenciado por
el caracter revisionista de la modernidad en esta época, inicia la critica a las politicas de
desarrollo econdmico y urbano en Colombia, particularmente al «fracaso de algunos inten-
tos de planificacion basados en la zonificacion y la reglamentacion de los usos del terreno».?
De esta revision critica participa un grupo de estudio interdisciplinario compuesto por ETA-
Estudios Técnicos y Asesorias de Bucaramanga, Consultécnicos LTDA de Bogota y Patricio
Samper & Cia de Bogota firma de la cual el arquitecto German Samper Gnneco (uno de los
actores mas reconocidos de la arquitectura racionalista en nuestro pais), luego de trabajar
con Le Corbusier (1949-1954), ingresdé en la seccion de vivienda del Banco Central
Hipotecario (BCH), donde realizé una gran cantidad de proyectos de célula habitable tipo y
forma urbana segun los postulados de su maestro y del CIAM; posteriormente, como con-
sultor de la Ciudadela Real de Minas, intervino en la revision del contexto fisico regional vy,
especificamente, de la vivienda realizada en las décadas anteriores (1950-1960 y 1960-
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1970),° y formalizd un planteamiento de desarrollo urbano y de tipologia arquitectonica de
la vivienda en Bucaramanga.

El articulo indaga y cuestiona el proyecto inicial mediante la estructuracion y la comprension
de tres fases o complejos racionales:* la primera de ellas es una racionalidad instrumental
de planeamiento, donde se revisa la investigacion basica y su aproximacion socio-
economica al contexto; la segunda es una racionalidad practica espacial, en la que se inter-
pretan y se confrontan categorias tipologicas y morfologicas; finalmente, una racionalidad
estética, en la que se reflexiona criticamente y se analiza como esferas de valor cultural
complementan y profundizan el conocimiento de un «proyecto moderno en Colombiax.

Este cuestionamiento se inicia con las preguntas: {COmo se implementa esta inversion
entre el horizonte de expectativas y el espacio de la experiencia en la relacion cerebro-
memoria-ordenador, en la busgueda de una sociedad moderna? (Qué procesos de
racionalizacion se dan en torno a la reflexion sobre los modos de habitar que consolidan un
nuevo espacio social «popular» en el que se contrastan ideologias y politicas? ¢Como se
manifiesta la relaciéon racionalidad instrumental-ordenador en la planificacién de un territo-
rio sociocultural? (Es este proyecto residencial el que responde mas iddbneamente a un con-
texto sociocultural, poniendo en evidencia la reflexion critica a la situacion contemporanea
del doble impacto ordenador-globalizacion (positivismo-neoliberal), en el proyecto cultural
moderno?

1.HABERMAS, Jurguen. E/ discurso filoséfico de la modernidad. Madrid: Katz Editores, 2008, pag.24.

2.MeNeses URBINA, David (comp.). Una nueva ciudad: Ciudadela Real de Minas de Bucaramanga. Editorial
Empresa de Desarrollo Urbano de Bucaramanga y Ministerio de Desarrollo Econdmico. Impresion Revista
Escala, Bogota, 1980, pag. 9.

3.Sus investigaciones en el tema de la vivienda popular y en el disefio urbano durante estos afios lo llevaron a
proponer alternativas de ocupacion basadas en el concepto inglés de «vivienda baja de alta densidad», expe-
riencias que le valieron un puesto en 1969 en el Concurso Internacional de Previ, en Lima (Peru), y en 1977
en el Congreso Panamericano de Vivienda, en el cual dictd una conferencia sobre la Ciudadela Real de
Minas. A dicho congreso asistio el arquitecto catalan Josep Lluis Sert, con el fin de dar algunas recomenda-
ciones sobre el Plan Regulador que, junto con Wiener, desarrollaron para la ciudad de Medellin.

LA REPRESENTACION DE LOS MEDIOS DIGITALES Y LA VIRTUALIDAD
DE LA FORMA

JoFRE MuNoz, J. A., Universidad del Bio-Bio, Chile
Esta ponencia propone explicar como determinadas condiciones del entorno contempora-
neo -intangibilidad, fluidez y multiplicacion de referencias visuales-, producidas por las tec-

nologias digitales de la informacion, han influido en el proyecto de arquitectura de la Ultima
década del siglo xx.
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Dicha influencia queda de manifiesto en la reformulacion de la transparencia y la luz, una
estrategia para revelar la forma en la modernidad arquitectonica, para crear un campo de
efectos con el objetivo de experimentar visualmente los limites del espacio, de un modo
mas impreciso, fugaz e inestable.

El uso extensivo de la reflexion de la luz y las imagenes es una oportunidad para refle-
xionar acerca del grado de virtualidad que podria alcanzar la forma arquitectonica bajo
la premisa de que la delimitacion debil asegura la continuidad de los flujos de luces e
imagenes que circulan en el espacio de la informacion. En consecuencia con lo anterior,
la ponencia plantea la paradoja que se produce cuando la representacion de determi-
nadas condiciones asociadas a los fendmenos de la globalizacion, y el cuestionamien-
to del sentido de lugar que conlleva, terminan por introducir un principio de contextua-
lizacion virtual basado en la imagen reflejada del lugar donde se encuentra emplazada
la obra.

El periodo de estudio se extiende desde la publicacion, en 1995, del libro Light Cons-
truction: Transparencia y ligereza en la arquitectura de los 90, con motivo de la exposicion
organizada por el MOMA de Nueva York y la inauguracion de la Mediateca de Sendai
(Japon, 2000), del arquitecto Toyo Ito. Precisamente la eleccion de este edificio, junto con
la Fundacion Cartier para el Arte Contemporaneo (Paris, 1994), de Jean Nouvel, nos per-
mite reflexionar acerca de la transparencia relativa como medio de representacion arqui-
tectonica y la posibilidad que se abre al contextualizar la obra dentro de la paradoja enun-
ciada.

TRANS-PORTERS ECOTOPIA-UTOPIA

LATEK , I., Université de Montreal, Canada

We seek to propose in our communication a project that is both one of research and cre-
ation. This project addresses numerous aspects resulting from two poles that are questioned
within the seminar. Trans-porters is a research-creation exploring the field where the city’s
architecture and new media encounter each other. The work develops an ecological vision
of the city — a social and environment vision - influenced by the universal idea of virtual recy-
cling. The research questions the connection between the universal and specific and evalu-
ates the possibilities of creating a specific and cultural space within a generic and anony-
mous environment. Furthermore, the project explores new technologies, tools with which to
think and conceive urban spaces differently. It implies a transformation of the design
processes within architecture’s cultural territory.
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The project explores the notion of public equipments, placing it between the folds of urban
constructions and urban voids, situated in a mentally conceived space of the in-between :
the radical withdrawal of the work and the larger project. The 7 works of the project, placed
in such an interstitial space located between the intervention and the non-intervention,
appertain constructive and reflexive aspects. The work, in parallel, explores the potential of
the installation as an architectural project, while examining the muiltiple uses of the digital
video, the divers interactive techniques and the LightTwist’'s «augmented» projection tech-
nology.

The work studies a neglected site in Montreal, a typical north-American urban fallow. The
passage of the St-Laurent Boulevard, the Montreal «Main» comprised of the transcanadian
railroad, is violently split, the fabric yielding under the pressure of triumphant infrastructures.
The site calls for a rehabilitating project, this vision arising from both a common-founded and
a professional standpoint. Translated into a series of digital multimedia works regrouped
under the common title Trans-porters, this work proposes simultaneously the reconstruction
of the site through the archeology of its present form and the radical removal of all other work
— serial ectopias, and elaborates a radical project for this very site, a critical utopia of con-
temporary public space. The two postures and the two types of representation weave an
intellectual universe informed by the conscience of a problematic future. They create a mate-
rial universe and event-holding space that ideates untold forms of public space. Both seek
to invite (invent) new urban cultures.

Through muiltiple and diversely formed interpretations of a commmon urban place, the Trans-
porter project seeks the possibilities of an «other» type of urbanity. 7 works of digital muilti-
media, some large scaled installations, are all Trans-porters in the figurative and literal
sense.

GLOBALIZATION, VIRTUALITY AND URBANITY

MaRcos, |., New University of Lisbon, Portugal

This semiotic research began by a study of the four globalisations: terrestrial, maritime, aer-
ial, and virtual. During the course of the present communication, | shal show that the global
city structured itself at the rhythm of each new technological development and that it con-
fronted us with new ways in the production of space and of time. The global city obliges us
to rethink the city in order to be able to propose a paradigm for its future. This technological
fact injected a «world in the World», in other words, suddenly «the techno-scientific instru-
ment» appeared as a «virtual world» in the web, provoking an unfolding of the notion of
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space. An individual doesn’t represent himself anymore just in the concrete space of territo-
ry, but also in the interactive space of communication. Consequently this virtual world
expresses inevitably a «communication world» and this world of communication expresses
itself in the space of our cities, progressively forming what we call the global city.

SIGNIFICADOS DE LAS INTERVENCIONES SOCIO-FiSICAS EN EL HABITAT
POPULAR URBANO: LA EXPERIENCIA DE SUS HABITANTES

MARTIN, Y.; URReIZTETA, M. Universidad Central de Venezuela, Universidad Simén Bolivar,
Venezuela

Como parte de los resultados del trabajo doctoral «Ciudad formal-ciudad informal: El
proyecto como proceso dialdgico. Una mirada a las relaciones entre los asentamientos
urbanos autoconstruidos y los proyectos que proponen su transformacion», se presenta a
continuacion un estudio cuyo objetivo principal fue explorar y comprender los significados
de las intervenciones socio-fisicas desarrolladas en un barrio popular en la ciudad de
Caracas, desde la experiencia de sus habitantes. Concretamente, se analizan, desde una
perspectiva hermenédutica, las comprensiones, es decir, los significados y sentidos que para
los habitantes de este asentamiento tuvieron los proyectos de intervencion para la transfor-
macion de su habitat.

Partiendo de los desarrollos epistemologicos y tedricos del enfoque dialdgico en la arqui-
tectura desarrollado por Muntafiola, se articula la concepcion del «lugar» -concebido como
entrecruzamiento entre acontecimiento y estructura-, con las contribuciones de la psicologia
socioambiental y comunitaria.

El uso de metodologias cualitativas permitié realizar un estudio cualitativo del caso del Barrio
Catuche. La practica de la recogida de informacion privilegiada fue la entrevista-dialogo,
cuyo analisis revelo los nucleos de sentido y la red de significados predominantes.

Los resultados presentan las comprensiones de los habitantes relacionadas con los proce-
sos de intervencion sociofisica y sus implicaciones en los procesos de organizacion y par-
ticipacion social comunitaria en la transformacion de sus lugares y mundos de vida, funda-
mentando asi la pertinencia de la arquitectura dialdgica en los procesos de prefiguracion,
configuracion y refiguracion del lugar.
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LA NO INTERACCION SOCIAL EN LOS ESPACIOS PUBLICOS
MARTINEZ GOMEZ , J. Universitat Politecnica de Catalunya

Nifios, ancianos, hombres, mujeres y gente de todo tipo, clase y cultura vivimos en ciu-
dades y utilizamos los mismos espacios publicos, sin embargo, pocas o nulas son las
condiciones de interrelacion entre los habitantes en muchos de estos espacios. Esto tiene
gue ver con la configuracion adecuada del lugar, elaborada por el arquitecto-urbanista
sobre la base de un conjunto de situaciones histérico-culturales.

El inconsciente colectivo es fuerte y reconoce cuando los espacios publicos le pertenecen
y forman parte de su cultura. Si un espacio publico recién planteado no tiene en cuenta el
tejido cultural del lugar, corre el riesgo de que sus usuarios no se sientan involucrados y, por
tanto, no se vean estimulados para una convivencia grupal, puesto que no fue «invitada»
toda su tradicion a formar parte de él.

Esta configuracion de codigos de reconocimiento no es facil de reflejar en un proyecto. Sin
embargo, tampoco es imposible de hacer pues es un conjunto de redes cuya articulacion
nos dara un tejido propicio para el reconocimiento del espacio con los individuos y, a su vez,
entre ellos mismos.

El estudio de la conducta del nifio autista, como el extremo de la interaccion social, juega
un papel por lo demas importante para la comprension de este fendmeno, por sus carac-
teristicas de no reconocimiento de lugares que no tengan nada que ver con él o bien que
no favorezcan su integracion.

Por tanto, es de vital importancia para el arquitecto-urbanista el entendimiento correcto y
la representacion precisa de las redes estructurales: sociales, culturales e histoéricas, si

gueremos que nifos, Mmujeres y ancianos se sientan parte del lugar conviviendo en
sociedad.

ARQUITECTURA Y RELATO, RUINAS DE UNA UTOPIA
MARTINEZ RAMIREZ, S., Universidad Autbnoma del Estado de Morelos, México
Para la fenomenologia, uno de los ejemplos mas palpables en la relacion de texto y con-

texto lo representa, sin duda, Ruinas de utopia, la obra de Claudio Favier Orendain, cuyos
enunciados son producto de veinticinco afos de investigacion dentro del sitio, un sitio que

218



pasod de ser casi inexplorable a ser meticulosamente observado en su realidad cultural,
urbano-arquitectonica y, principalmente antropoldgica por el autor.

Ruinas de utopia, brinda, pues, un punto de partida para todos aguellos que, de una forma
u otra, hemos incidido en la observacion del fendmeno cultural de San Juan de Tlayacapan
como la «Ciudad de las Artes». El caracter figurativo que da Favier a su elocuente narrativa
abre, sin duda, la posibilidad de acudir a diferentes lecturas, a las cuales dificimente se
acerca el investigador desde el enfoque acadéemico.

Rompe algunos paradigmas relativos a la vision estructuralista, considerando de manera inte-
gral el enfoque y la visualizacion del fendmeno urbano paralelo al arquitectonico vy, de igual
forma, al uso cultural del espacio; funde la relacion de la realidad en la asimilacion de sus
antecedentes, habitos y costumbres determinantes de una identidad casi virtual como heren-
cia de los valores, hallazgos y principios localizados en la relacion del «espacio y el tiempo,
en el encuentro de dos culturas».

EL EDIFICIO DE LA CEPAL EN SANTIAGO DE CHILE
Y LA ABSTRACCION DE LOS CAMBIOS ESTRUCTURALES
EN AMERICA LATINA

MOoRALES, J. Universidad Finis Terrae, Chile

El edificio de la CEPAL, del arquitecto Emile Duhart y asociados, es uno de los edificios em-
blematicos del Movimiento Moderno en Latinoamérica. Fue seleccionado por concurso
internacional en 1960 entre cuarenta anteproyectos y es la concreciéon del pensamiento de
planificacién social y econdmica con que se concebia la solucion de los problemas insal-
vables de desarrollo en América Latina.

El caso de estudio esta inserto en la segunda mitad del periodo 1932-1973 en que el Esta-
do chileno asume un rol protagonista en la transformacion social a travées de sus concursos
y obras de arquitectura, y en que la planificacion incorporé la politica social al mismo nivel
y rango que habia tenido la politica econdmica, fusionando en una sola institucion esta
nueva comprension de la realidad.

La necesidad del cambio estructural es el nuevo discurso que se impone en los afios cin-

cuenta y sesenta, donde se propone una nueva construccion de lo colectivo a partir de la
visibilizacion de las instituciones que son simbolo del cambio estructural.
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La Comision Econdmica para Ameérica Latina (CEPAL) es el modelo de la modernizacion
asociada a la identidad y unidad cultural latinoamericana, bajo la influencia de la «Alianza
para el Progreso», el apoyo del Gobierno de los Estados Unidos y el convencimiento de los
gobiernos de que no habia otra salida a las continuas crisis.

El arquitecto la define como una «casa y monumento ante el espacio natural de Los Andes,
la casa de las naciones en comunidad». Los elementos que lo componen -anillo, nucleo,
diamante y caracol- estan asociados a sus tres conceptos: la «razdn de ser», la «alegria o
bienestar» y la «expresidbn como arte social por excelencia». El proyecto no fue ejecutado
completamente y ha sido alterado significativamente.

TOPOGENESIS OF A PLACE, CASE OF THE DINING ROOM OR TRICLINIUM
OF A ROMAN DOMUS IN THE PROCONSULARY AFRICA

Noura, R., National School of Architecture and Town Planning of Tunis, Tunisia

This article deals with the genesis of a place, here the dining room of the roman domus or
called triclinium and with the contribution provided by the «lived» architecture. This one is not
limited to surface effects, but in fact draws in depth a poetic of the «inhabit». The latter takes
into consideration the action program of the actors in their inner space.

Here we start with the «architectural paradigm» which according to Muntafiola considers
architecture as a «logico-topo-symbolical» instrument generator of places for living».’

For that we will try to understand the process that allows us to move from a lived space to
the configuration of that space, by focusing on the different everyday life scenes.

According to Renier we can start with the fact that the lived or real space encloses several
comprehension levels tied by the action activated by its occupants. Thus, this article
attempts to demonstrate that from the first conforming of this space, which is rigid, static and
born of the programming, a second configuration is connected. That one is actually flexible
and dynamic, the dweller’s anchored? real space in their temporal experience. The dining
room of the domus will be taken as a support space of this application.

1.MunTAROLA «Topogenesis, foundation of a living architecture» («La topogenese, fondement d’une architecture
vivante»), p.117. Anthropos edition, Economica 1996.
2.Term borrowed from Pr. Alain Renier’s.
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ARQUITECTURA URBANA PARTICIPATIVA EN SAN AGUSTIN DEL NORTE.
AMPLIAS RESPUESTAS A UN PROBLEMA URBANO COMPLEJO

Novoa C., M.T., Universidad Central de Venezuela, Venezuela

Nos planteamos como objetivo articular o vincular el Taller de Disefio con la actuacion en
areas de valor historico patrimonial en degradacion, desde una perspectiva participativa e
integrada a una comunidad especifica.

El area de estudio escogida fue el sector de San Agustin del Norte en Caracas, donde habi-
ta una comunidad que viene siendo sitiada por los embates del «progreso», pero que cons-
tituye el Ultimo testimonio construido de la tipologia de viviendas con las bondades climati-
cas del espacio domeéstico tradicional. Mantiene su morfologia urbana de origen (1930),
basada en el damero fundacional de frente continuo, pero por falta de programas comuni-
tarios efectivos y de controles en las politicas urbanas municipales, desde las tres uUltimas
décadas se viene manifestando el estrangulamiento del area, sitiada por altas torres, el
aumento de densidad y las transacciones inmobiliarias de caracter especulativo (impro-
visados comercios y depauperadas pensiones).

La ponencia resume la labor realizada durante dos semestres, con la integracion del curso
de disefio, tutorado por los profesores Maria Teresa Novoa y Martin Padrén, y la experien-
cia del Servicio Comunitario, dirigida a estudiantes de quinto a octavo semestre en la
Comunidad Docente 2 de la FAU/UCV.

La metodologia que desarrollamos se baso en la interaccion participativa con la comunidad
para realizar el diagnodstico-analisis del problema y la sintesis de las propuestas arquitec-
tonicas.

El estudio establecid varias premisas y perfild las propuestas de disefio en tres lineas de
actuacion: rehabilitacion del espacio interior de las viviendas, creacion de espacios comu-
nitarios y vitalizacion de las fachadas tradicionales.

Como conclusion, la ponencia destaca la importancia de vincular el ejercicio de disefio con
un contexto, una comunidad y una problematica urbana compleja que demanda propues-
tas que den respuestas amplias a multiples necesidades: transformacion, ampliacion de
viviendas e incorporacion de nuevos usos, con lenguajes hibridos: tradicional, ecléctico y
contemporaneo, y recursos técnicos mixtos: de conservacion y contemporaneos.
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MIND AND COMPUTER. CASE STUDY : UNIVERSITY LIBRARIES
Ozic Basic, D., University of Split, Croatia

The development of the typology of the new university library buildings can be followed
trough three stages: the tripartite library of 19th century (reading room, offices for librarians,
depos), the virtual university library (the impact of the development of information technolo-
gy in the 90-ties) and learning resource centres (the process of «new socialization» at the
beginning of the 21st century). New contents as server rooms, scanner rooms, lab class,
rooms for tele-conferences, rooms for individual work and rooms for group work become a
part of the new library interior side by side with standard reading rooms. It is clearly visible
that information technology challenged social surroundings and design programs.

The information technology changed the design process and architecture in three phases.
In the first phase, at the beginning of 90-ties, the plans and elevations for the new buildings
were drawn by computers on the same way as before was done by hand. The experiments
of that time were done with direct application of computer screen on fagcade such as video-
wall which resulted in «co-existence but not understanding of two media» - the hybrid form.
In the second phase, at the turn of the century, the researchers started to investigate rela-
tionships between computers and architecture by using data bases as the generators of new
spatial characteristics (space produced by editing data taken from characteristic of location,
sedimented trough the time, and by editing data of human movement trajectory). In the third,
most recent phase, the researchers started to investigate robotics in architecture. The main
goal is the production of new shapes from different materials with aim to produce self-built,
self-repairing and self-recycling building. The new «intelligent building» will track trajectory of
human movements by sensors and «adapt shape, texture, light, sounds and heat to its pres-
ence». The story begins with «nature as protocol, as an algorithms». The vision, the creativity
and other standard design issues take on new forms.

EL GUARATARO - CARACAS COMO CASO DE ESPACIO EN DISPUTA.
PADRON, M., Universidad Central de Venezuela, Venezuela

Las ciudades capitales iberoamericanas no han escapado a la accion depredadora de
aqguellos que sobreponen sus intereses particulares para disputar uno de los principales va-
lores del centro histérico: estar en el sitio de todos. Este es un proceso acelerado, que parte
de la primera mitad del siglo xx y arremete contra el centro histérico de Caracas, destruyen-
do gran parte de su patrimonio al imponerse las actividades comerciales y administrativas
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en la «disputa por el centro». En el presente articulo, faciltaremos una de las estrategias
posibles y necesarias en la busqueda de la salvaguardia del patrimonio residencial en el
centro historico de Caracas: el aporte que, desde la arquitectura y, en particular, desde
nuestra comunidad académica, hemos podido realizar junto con las comunidades que han
logrado mantener la actividad residencial en el centro histérico y sus periferias; contando
ademas con el apoyo del organismo municipal planificador. Esbozaremos el proceso de
intensificacion del suelo urbano y la aparicion de topologias como la «casa de vecindad»
como opcidn de permanencia de la poblacion residente en las casas de valor patrimonial
gue sobreviven en nuestro centros histérico. Abordaremos como area de estudio el barrio
El Guarataro y el casco tradicional de la Parroquia de San Juan, area historica periférica del
centro histérico de Caracas y del sector, con fuerte presencia de la topologia referida de
casas de vecindad. Como meétodo, hemos utilizado el estudio de caso a traves de diag-
nosticos y propuestas de gestion participativa, desarrolladas conjuntamente con la comu-
nidad organizada, ideas que han producido como resultado un conjunto de analisis y prue-
bas de disefio que hemos desarrollado desde la Catedra de Disefio de la Facultad de
Arquitectura de la Universidad Central de Venezuela y en la actividad que me ha tocado pro-
mover como tutor de Servicio Estudiantil Comunitario a traves del proyecto «El Guarataro».

RETHINKING PUBLIC SPACE WITH ASSEMBLAGE THEORY

PeTERSSON, D., The Royal Academy of Fine Arts, School of Architecture, Denmark

In this paper | will introduce a research project in Public Space recently inaugurated by a
team of architects and academics at the Copenhagen School of Architecture.

Public Space was once a notion of unmistakable clarity in the Nordic countries, conceptual-
ly definable in opposition to private space and politically targeted for immense municipal
investments, both in the form of urban infrastructure and aesthetic development. Almost
unnoticeably, this clarity has gradually vanished with the advances of digital/mobile commu-
nications-entertainment infrastructures, neo-liberal values and the ubiquitous creative labor
culture. Public space has not only merged with private space, but also with commercial
spaces, professional spaces and non-spaces.

My paper will present a theoretical approach based on Manuel DelLandas Assemblage
Theory with which one may grapple concretely with these changes and explain the virtual
preconditions. Far from concluding that Public Space is a dated phenomenon, | will expand
on three crucial aspects of its development and explain their productive causes.
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Scale: public space has emerged in formats that make it compatible with actions undertak-
en on a personal level. A rescaled public space demands architectural attention but needs
causal analysis to be effective.

Speed: the acceleration of private, commercial and professional network connections differ-
entiates mediated public spaces in a different way than physical public spaces. Their distinct
formations induce uncertainty and conflict over the proper appropriation of shared space.

Affect: the capacity of groups or individuals to interact with others under the current redirec-
tions of public agency. A lessened capacity produces resentment and/or fear in privileged
parts of the population, leading to gated communities and social friction.

The emergence of new public subject demands an architectural response informed by
analysis of social habits and spatial relations.

APLICACION PUNTUAL A UNA CALLE DE UN METODO DE ANALISIS PARA
EL APOYO AL DISENO URBANO

Picazo Perez, R., Escuela Universitaria Politécnica de Cuenca UCLM

En la comunicacion que presenté en el Illl Congreso Internacional de Arquitectura 3000:
«Arquitectura de la Indiferencia» (Barcelona, julio de 2004), expuse un método de analisis
(de forma genérica, no pormenorizada) que, bajo el titulo «<Método instrumental para la par-
ticipacion indirecta del usuario en la configuracion de espacios», presentaba una técnica
para acercarse al conocimiento que indica el titulo.

Como profesor, en una de mis asignaturas se desarrollan trabajos de aplicacion de la teoria
que imparto en ella.

Uno de ellos fue la aplicacion del método instrumental que explico a una calle que el con-
sistorio pretende peatonalizar.

Esta calle, arteria corta pero principalisima de la ciudad de Cuenca -denominada Carreteria-,
articula el centro de la ciudad de modo que enlaza con otras vias y puntos de la misma.

A lo largo de sus aceras, se hallan fundamentalmente pequefios centros comerciales y ofi-

cinas bancarias, por donde el transito humano es intenso y también el vehicular, por la
calzada central.
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En otros varios lugares de la ciudad ya se habia aplicado el método, y en clase propuse que
también se podia hacer en este lugar, si algun alumno lo elegia como ejercicio.

Varios alumnos -Ramon Sanchez Bernalte, junto con Eva Maria Royo Gamara-, Lourdes
Garcia Moreno y Elena Calvo de la Fuente, en sendos equipos, se interesaron por desa-
rrollar el estudio bajo mi direccion y propuestas urbanas.

Se empezo por filmar (bien es cierto que con limitacion de tiempo, por la duracion del curso)
el lugar y a la gente -sdlo como aproximacion muestral-, y el resultado demostré que la
fuerza de esta calle es la de actuar de conector entre lugares, algo que ya se vislumbraba
pero que faltaba cuantificar para conocer en qué grado. Su mision de conexion viaria ya
sabiamos que era principalisima, pero lo curioso es que también lo es en el transito de per-
sonas.

El hecho de no haberse mantenido la tipologia edificatoria preexistente de siglos pasados,
que ha sido sustituida por edificios de factura actual de valor estético dudoso o negativo, ha
restado interés semantico-historico a la calle y, por consiguiente, sugestion, en este sentido.

La gente, si bien I6gicamente se siente atraida por los articulos de las tiendas, fundamen-
talmente ese vial urbano como lugar de paso obligado, mas o menos rapido, y pequefios
paros por razén de encuentros fortuitos, como asi lo demuestra el analisis de las trayecto-
rias y su medicion espacio-temporal. Son mucho mas funcionales que residuales y corres-
ponden a las recorridas para ir de un punto a otro, sin otro tipo de interés en el espacio que
salvar esa distancia. En cambio, las trayectorias residuales serian las que nos demostrarian
interés en puntos del lugar.

Si bien no se puede considerar un espacio centrifugo, es decir, que «expulsa» y, por ello, se
tiende a recorrer rapidamente, tampoco se le podria denominar centripeto (por ejemplo, el
caso de la Plaza Mayor, del puente de San Pablo, etc.), propiedad de los espacios que
«atraen», por lo que el peso mayoritario de sus trayectorias es del tipo «residual» y la gente con-
sume energia-tiempo para observarlos, estudiarlos, conocerlos, sentirlos. En este caso, aun-
que tiene ambas cualidades, dominan las trayectorias «funcionales», es decir, de uso utilitario.

Sobre la base de las observaciones que pueden contemplarse en los CD que se muestran,
pasamos a ver qué solucion urbanistica podria ser iddnea en este conector, y las conclu-
siones y propuestas son:

1. La importancia de la calle como conector en su doble vertiente, personal y vehicular, es

muy superior a la calle como espacio de «estar», es decir, con valores que impulsan a «per-
der tiempo» en su contemplacion, tanto para vecinos que la conocen como para foraneos.
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El corolario es que se deben mantener tanto el paso vehicular como el peatonal y, por con-
siguiente, la total peatonalizacion no parece conveniente al menos de forma continua.
Salvo,claro esta, que la zona central -la actual calzada- se redisefe de tal forma, en cuan-
to a acierto, que cambie sustancialmente su estatus perceptivo-funcional de ahora.

Una posible propuesta seria la ampliacion de las aceras para conjugar las trayectorias «fun-
cionales» -de transito- con un mayor incremento de las trayectorias «residuales» -contem-
plativas- y la posibilidad de ubicar en ellas puntos nodales, o sea, de reposo y conversacion
por medio del mobiliario urbano y vegetal adecuados, asi como elementos que atraigan la
atencion (mercadillos,actuaciones de tirititeros, musicales, etc.).

Mantener la calzada como paso vehicular, si bien cambiando el vehiculo privado por el
transporte colectivo (tranvia), que necesita mucha menos superficie de calzada -amplian-
dose en mucho las aceras- y no la utiliza de forma continua, sino intermitente. Seria bueno
articular un sistema de proteccion ante la circulacion del transporte publico indicado (posi-
bles paneles de vidrio discontinuos para permitir el paso de transeuntes de una acera a
otra), que al tiempo evitarian una barrera visual entre ambas aceras al no sectorizar el con-
junto de Carreteria.

REFLEXIONES SOBRE LAS CONDICIONES DE LA CIUDAD CONTEMPORANEA
A TRAVES DEL ANALISIS DE LA PRACTICA ARTISTICA CONTEMPORANEA:
EL CASO DE MARJETICA POTRC

QuARTI, M., Universitat de Barcelona (UB)

En el texto «Las tres ecologias», el filésofo francés Félix Guattari trata del tema de la eco-
logia, entendida como el estudio de las relaciones entre el hombre como ser viviente y su
ambiente natural y social.

Felix Guattari denuncia como el planeta Tierra esta viviendo una época de intensas trans-
formaciones técnico-cientificas, que han llevado a fendmenos de desequilibrio ecoldgico
que pueden amenazar, en breve, la vida en la superficie.

Para salir de esta importante crisis de nuestra época, es necesario reflexionar en relacion
con los tres niveles de la ecologia, es decir, de la subjetividad, de lo social y del ambien-
te, con el objeto de concebir en un Unico bloque una disciplina ético-estética comun, que
permita recuperar una confianza en la humanidad y en el ambiente en el que vivimos.
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La ciudad, el territorio urbano, lugar fisico y geografico cargado de significados sociales,
econdomicos, culturales y politicos en continua redefinicion, es el escenario, el campo de
accion en el que se enfrentan muchas practicas artisticas contemporaneas.

Como afirma el socidlogo Marc Auge, el fendmeno de la urbanizacion se presenta con dos
aspectos en apariencia fuertemente contradictorios e indisociables: por un lado, el mundo
se esta transformando en una inmensa ciudad en la cual se encuentran las mismas
grandes empresas economicas y financieras y los mismos productos. Los grandes arqui-
tectos intervienen con sus simbolos sobre los lugares del nuevo prestigio y trazan, en cier-
to modo, el gran plano de esta ciudad-mundo o meta-ciudad virtual, como la define Paul
Virilio.

Por otro lado, la ciudad, la metropoli, representa un mundo, con todas sus diversidades étni-
cas, culturales, sociales, presentes en el mundo y que nosotros intentamos anular: la vio-
lencia, la exclusion, la inmigracion, la segregacion, la clandestinidad.

En esta oposicion, el mundo-ciudad es el ideal, representa la ilusion que, en un futuro, todo
podra circular liboremente. Al contrario, en la ciudad-mundo confluyen todas las contradic-
ciones y las tensiones histéricas generadas por este sistema.

Es interesante profundizar en cémo la artista, arquitecta, antropdloga urbana y viajera
Marjetica Potrc analiza, en su practica, los fendmenos urbanos contemporaneos. La artista
explora las condiciones de vida y la expansion urbana contemporanea, las tensiones entre
desarrollo urbano y crisis social, el aumento de la pobreza vy la crisis ecologica, que son un
reflejo de los conflictos existentes en nuestro tiempo globalizado.

Marjetica Potrc se centra en conceptos tales como la sostenibilidad, la ecologia, el recicla-
je, ideas alternativas en el campo de la planificacion y de las infraestructuras urbanas.
Propone practicas urbanas y arquitectonicas que consisten en crear situaciones en las que
los individuos, por ellos mismos, puedan cuidarse de las ciudades, del territorio donde
viven, a través de iniciativas individuales.

La arquitectura que interesa a Marjetica Potrc es el fruto de una interaccion espontanea con
el hombre, no una arquitectura totalmente planificada y que aspira a la perfeccion, con el

riesgo de resultar tal vez, deshumanizada y no real.

En el analisis de Marjetica Potrc, veremos que existe un modelo de arquitectura capaz de
fluctuar, crecer, cambiar y negociar con la realidad social en la cual se integra.
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THE ARCHITECTURE’S HOUSE TO THE TEST OF GLOBALIZATION. THE
PSYCHOSOCIAL APPROACH FOR HIS COMPREHENSION: THE CASE OF THE
HOUSE IN ALGIERS

OuLmMAaNE-BENDANI, N., School of Architecture and Urban Design in Algiers (EPAU), Algeria

The quota’s house which the quota is dominant in the field of construction invades the terri-
tories extending to the eye. In the case of Algeria and, more exactly, its capital, Algiers, we
are surprised by the magnitude of this phenomenon. Comparisons based on photo-Arian
and statistics clearly show how this expansion is accelerating at breakneck speed.

In addition, the strong excess of images through the media becoming more accessible and
travel more easily, is becoming increasingly difficult to manage in the process of formatting
this house. Faced with this phenomenon and not be required to accept Heidegger who,
already in 50 years, predicted that technology would cause communication breakdown of
housing, it is time to grasp the field of residential architecture by introducing an approach that
would evaluate, to better understand the new relationship between the Man and his envi-
ronment which, day by day, is becoming increasingly broad.

This dwelling evolving reality effect «Globalization» and comprises as much as between a
new world to which it adheres by force of circumstance and the oldest in which it remains
anchored.

To this end, a psychosocial approach (equilibrium theory of Heider or the cognitive disso-
nance of Poitou, as applicable) will reveal the mechanisms of this report, and its application
in the case of the house and contemporary Algiers, will highlight the architecture of loans
drawn from a large heritage conveyed by the various channels of communication and try to
focus on both positive aspects, this that T. Paquot called «blends creative, positive trans-
plants ...» that the adverse effects that will know how to face.

THE DIALOGICAL RELATION BETWEEN THE PHYSICAL SPACE AND THE
MENTAL SPACE OF THE INHABITANTS

REeGAvA, |., Ecole Nationale d’Architecture et d’Urbanisme de Tunis, Tunisia
The relationship between the machine and architecture is an interesting issue dealt by

researchers, architects, and constructors. Indeed, we cannot deny the impact of the
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machine while treating data belonging to a group of complex characteristics, especially
when management of such information is dealing with (sight guided) architecture. In such a
case, the machine would not take into account the symbolic, cultural and social dimensions.

As far as the latter is concerned, the computer may stimulate (simulate) the complex forms
of the physical space to be treated. However, the architect seems to be the single actor (or
mean) able to anticipate the various forms of occupation of this space. In other words vari-
ous space-time configurations related to this space can only be concretized through his
mind and imagination and not to the machine.

Thus, the limits of the machine seem obvious. Through our field work while analyzing an
inhabited space (at el djem) where usage was up-to-date, it appeared that the machine is
a tool which can never take into account the rituals and the way of living space since it has
a rich sensitive quality supported by a cultural reality. However, it is possible to widen the
machine utility.

Through the study of some concrete cases from our doctoral research, we may suggest that
there is a joint input between the researcher's reasoning and the machine. But the latter
appears to be useful but still limited.

For instance, when studying a space of everyday life, we are faced with a complex unit while
its characteristics can only be considered through a «subterfuge of the linearization», by
recording the space-time users’ path. In this case, a simple reading of the layout or even
analysis of the (executed) physical space would not be enough.

The understanding of the production process through a semiotic approach of architecture
which deals with a system of significance would refer to syncretism semiotics of architecture,
which is not deduced to a semiotics of the constructed space. Our interest in this study is to
reveal the systematic interference between «spatial conformations» and the inhabitant’s
mental space.

In fact, at this advanced stage of our research, the study required a transcription of empiri-
cal space in an artifact of scientific work. So we call upon the machine since it is thanks to
the systematic modeling of these facts and phenomena, that we highlight the «relevant seg-
ments» of domestic space for each space-time configuration and the significant (or remark-
able) elements as revealed located segment by segment.
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ARQUITECTURA PERISCOPICA
RESTREPO, S., Universitat Politecnica de Catalunya

El estado actual de las ciudades, su tamafo, diversidad y velocidad de transformacion,
sobrepasan los mecanismos y los codigos que se plantean continuamente para poderla
observar, interpretar y construir.

El interrogante subyacente en esta situacion es si existe una incidencia concienzuda y
real de la arquitectura como disciplina en la construccion y transformacion de esta ciu-
dad.

Sabemos que, efectivamente, no es responsabilidad de una Unica disciplina, pero seria
pertinente preguntarnos por el compromiso que ésta tiene, asi como la utilidad de una
vision del proyecto arquitectonico como mediador en dicha transformacion.

Podriamos decir, como primera medida, que existe una tendencia a mirar la arquitectura
como un cuerpo compacto y autista, abstraidos de una realidad cada vez mas contun-
dente, que consigue marginarla, entreteniéndola con discursos y juegos ilusorios.

Este ensayo pretende redefinir esta mirada utilizando las cualidades de un objeto que sirve
para este fin, el periscopio como instrumento dptico que, mediante prismas [en este caso,
visiones de las cosas], nos revela zonas inaccesibles para la mirada.

El trabajo explorara la idea del proyecto como proyecto colectivo, que se vale de multiples
medios para conseguir su objetivo, que esta hecho de partes y pone en relacion ideas,
lugares, historias, etc.

El esquema a seguir sera:

Definir tres objetos para mirar y establecer donde se produce el encuentro entre los puntos
de vista y las voces en cada uno de los casos.

Plantear la 6ptica que utilizaremos en cada caso: por reflexion, para dar la vuelta; por refrac-
cion, para seleccionar, etc.

Y, por ultimo, evidenciar los puntos en comun que comparten los objetos como construc-

ciones sociales, que los convierten en un discurso unitario, en un cuerpo encadenado y
dialogico.
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Los objetos escogidos en una primera fase seran tres cubiertas, que ponen en relacion y
de manera distinta material heterogéneo, construyendo imagenes que, como el periscopio,
descubren ante nuestros ojos realidades antes ocultas.

Con la cubierta del Kimbell Art Museum, pretendemos reconocer el valor de la historia de
la arquitectura como fuente inagotable de experiencias, no como dogma o dictadura sino,
al contrario, como sustrato fundamental para avanzar, punto de apoyo dispuesto para con-
tinuar y ser superado.

La idea de cubierta en la Munster City Library es valida por su capacidad de reconoci-
miento de lo cotidiano como generador de arquitectura; lo vulgar, en este caso, en oposi-
cion a lo exquisito, nos habla de una valoracion del hombre y sus pequefias construc-
ciones.

La tercera cubierta es mas bien una reflexion sobre el sentido de lo utilitario, que gira en
torno a la arquitectura informal y las practicas organicas de lo irregular y lo precario, como
actos también patentes y pertinentes a la realidad actual de nuestras ciudades.

Lo que se pretende es evidenciar que, detras de un objeto cualquiera, sin importar su ori-
gen, subyacen procesos de interpretacion y construccion de lo real, que son materia basi-
ca para redefinir la idea del proyecto de arquitectura. Un proyecto que sin prejuicios pueda,
desde lo periscopico y segun la circunstancia que se encuentre, brindar alternativas ade-
cuadas a las diferentes realidades sociales y que no se estanque en discusiones inutiles
sobre la validez de tal o cual tendencia, ideologia, etc.

REALISMO SENSORIAL EN LA ARQUITECTURA, EN LA NUEVA ERA DIGITAL
ReYes TORRES, R., Universitat Politecnica de Catalunya

El trabajo de investigacion abordara los conceptos empleados en las ciencias cognitivas
para el estudio de la construccion y el uso del espacio. Se estructura en dos partes.

En la primera, se estudiaran los conceptos desarrollados por David Kirsh sobre la cognicion
distribuida (distributed cognition)," y su aplicacion para analizar la relacion entre realidad y vir-
tualidad en el proyecto de arquitectura. Conceptos como entry point, activity landscape y coor-
dinative mechanisms permiten profundizar en el estudio de la configuracion espacial y social
de una cultura.
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En la segunda parte, se abordara un caso concreto de estudio, el Museo Hamar, del arqui-
tecto Sverre Fehn (Noruega, 1967-1979). A partir de la fenomenologia del proyecto, amplia-
mente estudiada por J. Pallasmaa,? se analizara la relacion dialogica® entre la virtualidad y
la realidad contenidas dentro del mismo edificio, representadas por el constante dialogo
entre pasado y presente, por el vinculo entre los sujetos potenciales, los objetos vy las ruinas
sobre las cuales se yergue el edificio: el museo, entendido como teatro que genera y trans-
mite conocimiento.

1.Kirsh, D. «Distributed Cognition, Coordination and Environment Design». Proceedings of the European
Cognitive Science Society, 1999.

2.PALLASMAA, J. Los ojos de la piel. La arquitectura y los sentidos, Gustavo Gili, 2006.

3.MUNTAROLA, J. Las Formas del Tiempo. Arquitectura, educacion y sociedad. Editorial Abecedario, 2007.

REFLECTIONS ON SPEED AND LIGHTNESS IN THE ERA OF E-BAY

Suau, C.; Bauza, M., Welsh School of Architecture, UK

Inhabiting the Everywhere

If ‘'sense of place’ constitutes the most important aspect for many contemporary cities, then we
are talking about the combination of physical and human aspects within the urban society.
Nevertheless this notion of place becomes very generic. We see how Asia is following a sys-
tematic westernisation of the cityspace and the sense of appropriation and identity has mutated.

In addition, the city shape has been ruled and moulded based on occidental canons. We do
live the Culture of Speed and people understand the sense of instantness and the generic.

The Pragmatism of the Market in the Public Domain

Our planet, mostly in emerging economies, is experiencing a radical transformation in the
way how customers do consume and where the markets have been relocated. Super chains
are attracting the minor commerce in a sort of sub-system. Inevitable some interventions
required enormous room and if suburbia is not attractive enough, then they attack strategic
fragments of the consolidate city. The effects have to be evaluated beyond aesthetic or
romantic viewpoints.

By having a glance in the American development of suburban shopping mall, the notion of
shopping mall in Europe has shifted into the consolidation of container within the inner city.
Nevertheless most of these complexes are not able to deal with the different economic and
morphological urban scales and become less adaptable or polyvalent.
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Beyond Learning from Las Vegas, is still commercial architecture a «(...) screen with a build-
ing behind»? What are those new design paradigms of our contemporary culture? How do
we shop instead? What is the new shape and image of city-based shopping mall? As new
attractors, are shopping malls the new public space? Can a public building (mall) become a
public space (street)?

In this era of the speed and electronic purchase, the phenomenon of E-bay pops-up hew
dilemmas: The coexistence of a soft vs. hard shopping. How do malls like massive
depots can recuperate the sensorial features of an every-day market life? How can be
thought a hybrid space for shopping? Should it be a kinetic and generic frame as a
whole?

Case studies:

The New Public Space of the Shopping Malls

In order to explain the above mentioned cornerstones, we have chosen 3 European cases
of shopping complex based on distinctive cultural identities: La I'lla in Barcelona (Spain);
Almere commercial centre, Almere (Netherlands); and St. David Il, Cardiff (UK). In each case
we will explore and compare the following aspects:

Traditional vs. contemporary retail dynamics in the city: The social behaviour of shoppers

Retails and mega-containers: What are the spatial qualities?

Programmatic adaptability or rigidity of each shopping centre

FROM URBAN TO SUB-URBAN: UN-DOING THE VOID

TeENTOKALI, V., Aristotle University of Thessaloniki, Greece

Starting point for the presented paper is the introduction of the notion of void as an
autonomous entity within the architectural and urban design process. Following the theoret-
ical background for the notion of void given by A.Vidler (Vidler 2001, 1), intention of the paper
is to introduce it within the design process and to explore «not what the void is, but what the
void can hold or can do». Based on this particular aspect, main concern of the study is to
discuss the issue of void as a unifying factor within space and time.
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Under the post-structuralistic vein of the contemporary architectural discourse, one of the
major outcomes was the «revelation» of the underprivieged notion of void as an
autonomous entity. The notion of void replayed its traditional role as a factor of bipolarity in
architecture by a new one as a unifying factor for a new inter-disciplinarity of architecture.
Thus architecture transferred, if not expanded, its object of research and design to almost
all scales of urbanity dealing with the notion of void. From this particular aspect, the bounda-
ries between architecture and landscape architecture, urban design, urban planning crum-
bled and reshaped, so that architecture became able, not to establish its own domain
towards the others, but to negotiate its overlapping zones with them. The impact for the ter-
ritory of architecture was to transform its epistemological content towards a radical revita-
lization of (landscape) urbanism.

The notion of void, in particular, as a structural element intrinsically bound with the solid, is
not considered anymore as an isolated or exceptional residual event, but as the basis for an
operative system associated with the channeling of flows. This system of flows functions not
only through space, invalidating the boundaries between the urban tissue of the city and the
landscape of the suburban sprawl, as we have already seen. It functions also through time,
providing the unique condition for the historical layers of the city to be revealed. In a few
words, it functions again as another unifying factor, through the time of history.

EL LUGAR COMO REGALO: EL CASO DE LA MARTELLA

TRANCHIDA, R., Universitat Politécnica de Catalunya

El deseo de enfrentarme a esta investigacion nace de la necesidad de querer entender el
valor que tienen los movimientos de los individuos, voluntarios o inducidos, en la generacion
de espacios significativos en el interior de la ciudad.

Se afrontara el argumento trayendo el caso del proyecto del barrio La Martella propuesto
por Ludovico Quaroni en 1951 como respuesta a la necesidad de recolocar los habitantes
de los Sassi de Matera en el campo limitrofe. Este estudio se propone analizar aquella
parte hermética del territorio italiano, ya sea por su morfologia territorial o por su cultura, y
a la vez entender si la forma en que se ha producido la recolocaciéon ha sido una solucion
adecuada.

La Martella es la extension fisica de Matera, pero también es un complejo contenedor de

vicisitudes, un puente entre pasado y futuro, entre arquitectura primitiva y moderna. Territorio
y sociedad dialogan entre ellas, evolucionan, cambian.
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Pero, a la vez, siguiendo el proceso de transformacion del lugar, nos preguntamos si ese
dialogo plantea alguna continuidad con la historia y con la cultura de la ciudad originaria. Si
la memoria ha sido conservada o si, en la sucesion dialdégica de los acontecimientos, se
produce una discontinuidad.

Estas preguntas nacen de la hipotesis de que un proyecto no se agota solo en la forma, sino
que es un cruce entre mente, territorio y sociedad.

Entonces, el objetivo del estudio sera investigar sobre el proceso de recolocacion de los
habitantes de los Sassi, desde Matera hasta el barrio rural de La Martella, para intentar
comprender si la relacion entre el proyecto de Quaroni y la cultura de la ciudad ha experi-
mentado rupturas, y si existe un puente cronotépico entre la idea proyectual y la realidad.

Esa vicisitud inducira a sondear en los procesos de prefiguracion, configuracion y refigu-
racion del lugar donde el fendmeno social esta intrinsecamente relacionado a la arquitec-
tura y al espacio, y a entender como el proceso de desplazamiento es sintomatico con
respecto a la cultura y a la identidad de una poblacion

ARCHITECTURES OF THE SYNAESTHETIC IN THE OSAKA EXPO

Touroumi, O., Harvard University, USA

Under the theme «Progress and Harmony for Mankind,» the Osaka Exposition in 1970
appeared as a MacLuhanean fantasy with ultrasonic baths, video telephones, robots, com-
puters and audiovisual equipment participating in the creation of a phantasmagoria that cel-
ebrated the transition from «an industrial to an information communications society,» to use
the words of the architect in chief, Kenzo Tange. Responding to the call for the construction
of «sensually perceptible environments,» two avant-garde composers of experimental
music, Toru Takemitsu and Karlheinz Stockhausen, grasped the long awaited opportunity to
transgress the set boundary between performer and audience. Bringing together architects,
visual artists, industries of sound and light technologies and engineers, the two composers
promised to transform the conventional auditorium space into an ambience for synaesthetic
experiences.

In my presentation | will focus on the Iron and Steel Pavilion, and the West Germany Pavilion
auditoriums, the first designed by Takemitsu and the second by Stockhausen as places
structured out of a certain promise of transgression of muiltiple boundaries; between sound
and space, listening and vision, performer and audience, nonhumans and humans. Within

235



this context the two composers call for architecture to transform into the ultimate medium, a
hyperbrain that will incorporate data from various fields and appropriate information tech-
nologies so as to communicate this multiple transgression. Of my interest is to explore the
work of architecture as a supermedium, along with exploring the kind of subjectivity this
architecture assumes and responds to.

LA PARTICIPACION CIUDADANA COMO HERRAMIENTA PARA EL DESARROLLO
SOSTENIBLE EN TERRITORIO PERIURBANO

TRuJILLO Rouas, A.L., Universidad de Los Andes, Venezuela

La presente ponencia tiene por objeto articular la participacion ciudadana como herramien-
ta para el desarrollo sostenible, expresado en el territorio periurbano. Pretende aproxi-
marnos a la conceptualizacion de territorio periurbano y su repercusion en los procesos de
urbanizacion en las areas metropolitanas, que desembocan en espacios producto de la
dinamica social y econdmica, y como, a traveés del desarrollo sostenible, la participacion ciu-
dadana juega un rol importante que se enmarca en la accion colectiva y los movimientos
sociales. Para luego concluir con unas estrategias de participacion para involucrar a los
actores sociales en el desarrollo sostenible. Pretende, pues, fomentar las bases para desa-
rrollar la linea de investigacion como doctorando en ciencias humanas: La accién colectiva
en las auras urbanas. Diferentes dimensiones de actuacion.

Los fendmenos econdmicos, y los cambios sociales asociados al tema de los actores
sociales que impactan en las formas de produccion del espacio urbano a traves de la par-
ticipacion ciudadana, determinan las acciones colectivas, que introducen cambios signi-
ficativos en la espacializacion del territorio, materializados en la concrecion de politicas
publicas con impactos en el desarrollo sostenible.

Se aplica el método fenomenoldgico en el territorio periurbano identificado en la parroquia
Gonzalo Picon Febres del municipio Libertador de Estado Mérida, que forma parte del Area
Metropolitana de Mérida. Ello concluye en la participacion ciudadana como la capacidad
politica y juridica del ejercicio de la ciudadania para intervenir individual y colectivamente,
directamente o0 a través de sus representantes legitimos en diferentes modalidades, en los
diversos procesos de gestion del desarrollo local y el desarrollo sostenible, especialmente
por sus condiciones de territorio periurbano. Esta accion colectiva va entrelazando diversas
y distintas luchas territoriales en el espacio local.
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SOSTENIBILIDAD, ETICA Y POETICA EN LA ARQUITECTURA
CONTEMPORANEA

UsON, E., Universitat Politecnica de Catalunya

Muchos arquitectos se refugian en los principios del Movimiento Moderno y los pervierten
para desarrollar una arquitectura que ignora totalmente los aspectos relacionados con el
contexto, el clima y el entorno ambiental, llegando incluso a despreciar la posibilidad de
entender el trabajo arquitectdonico como una contribucion al bienestar humano.

La ponencia se referira a una reflexion en torno a algunas aportaciones tedricas recientes
gue abordan la relacion entre ética, poetica y sostenibilidad en la arquitectura contem-
poranea y que pueden aportar alguna luz en este debate.

PROYECTO ARQUITECTONICO VS. INNOVACION TECNOLOGICA
Y CREATIVIDAD

VILLANUEVA SALAZAR, L., Universidad Autbnoma del Estado de Morelos, México

Latinoameérica reflejo, en su arquitectura habitacional como fendmeno social e histérico de
un siglo tan vertiginoso como el siglo xx, escenarios muy interesantes, dignos de ser estu-
diados, analizados y graficados, como parte de una propuesta innovadora para el aprendi-
zaje del proyecto arquitectonico.

En ella, se expresaron realidades con aportaciones valiosas y con posibilidades de siste-
matizar dentro del conocimiento, a través de la investigacion y el analisis de los proyectos,
su edificacion y su comportamiento social, vinculados a cada momento econédmico, histori-
co y politico dentro del que surgieron.

Conocimientos que requieren incidir en la ensefianza de la arquitectura y sus particulares
experiencias innovadoras del aprendizaje en el disefio de los objetos arquitectonicos. Y, par-
ticularmente, de manera prioritaria, encuadrarse en el estudio y el disefio del espacio habi-
tacional como una de las actividades mayoritarias en las que nos forrmamos y nos desarro-
llamos como profesionales de la arquitectura, como disciplina.

Asi, también se requiere considerar, de manera sumatoria, las distintas innovaciones y los

escenarios gue se presentan en la formacion del arquitecto y que posibilitan nuevas expe-
riencias de aprendizaje en la arquitectura. Estas han aparecido como un conjunto de téc-
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nicas, muy novedosas, que, como instrumentos, son excelentes medios para el proyec-
to. Herramientas que facilitan el proceso de aprendizaje creativo del proyecto arquitec-
tonico.

Los medios de digitalizacion, Internet, los cada vez mas atractivos programas de repre-
sentacion y expresion son instrumentos que la vida moderna ha incluido dentro de los dis-
tintos programas académicos universitarios de manera gradual. Y, como tales, debieran
optimizar la calidad de los resultados esperados, aunque muchas veces estos valiosos
instrumentos y tecnologias digitales actuan como fines para alcanzar el conocimiento de la
arquitectura y no como o que son, medios facilitadores para alcanzar un fin. Proceso de
experimentacion en el que tanto el dicente como el docente entran en contigua actua-
lizacion.

EL ACTO DE HABITAR Y CONSTRUIR EN LA AVENTURA DE UN VIAJE

VILLAVICENCIO Mova, C., Pontificia Universidad Catodlica de Valparaiso, Chile

En la tesis, me he dedicado durante ya un tiempo a definir el acto de habitar, apoyado,
por un lado, en textos de fildsofos como Heidegger y Paul Ricoeur, entre otros, vy, por otro
lado, a investigar dentro de la Escuela de Arquitectura y Disefio de la Pontificia
Universidad Catolica de Valparaiso, y lo dicho y hecho en la Ciudad Abierta, que es una
experiencia creativa llevada adelante con muchos de los integrantes de esa misma
escuela, en Chile. Asi, la tesis ha evolucionado, por un lado, en aspectos tedricos del
habitar y el construir y, por otro, en el analisis de este planteamiento desde la experiencia
misma del proyectar y del construir como acto, es decir, del acto de construir y del cons-
truir como acciéon. Lo que Heidegger llamaria un habitar poético y que, desde el funda-
mento de la escuela de Valparaiso, corresponderia a la proposicion de un acto de habitar
0 arquitectonico, en este caso, de una extensidon americana que recae como territorio
habitado con paisaje.

En este Ultimo aspecto centraré la exposicion, en una experiencia de estudio y construccion
que se sostiene en la mirada arquitectéonica de una realidad existencial que tiene lugar o,
mejor dicho, «ubicacion» en un sector del norte de Chile (en el desarrollo de la exposicion
se vera el porqué de esta precision). Esto es, en la cuarta region, especificamente en las
«proximidades» de un pueblo llamado Combarbala, que se encuentra a unos 90 km de la
costa y a los pies de la precordillera. La motivacion: tener una mirada desde la arquitectura
a proposito de como se da hoy la vida de los arrieros en un sector retirado de los centros
urbanos, aparentemente desolado y deshabitado, que ha quedado ajeno a los planes e
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intensiones de valorizacion por parte de las autoridades y que subsiste en la trascendencia
de una cultura local con un alto sentido patrimonial. Entrar en este capitulo de la investi-
gacion requirié una empresa, la de ir, recorrer, observar, proponer y construir un refugio que
se constituyera como sede de los arrieros que van desde la costa hasta Argentina atrave-
sando la cordillera de los Andes en busca de pastos tiernos para los animales, en una activi-
dad que ellos llaman «veranadas».

Proponer algo como esto a gente desconocida y con una vida muy distinta de los que
ibamos podia haber sido un esfuerzo inutil e incluso impertinente si quedaba fuera de con-
texto; entonces, la mayor de las prudencias era pensar en Io que veiamos, en lo que nos
pasaba, y observar.

Entonces, el viaje y la experiencia misma se transformaron en parte de la investigacion,
pues se trataba de que, desde el habitar como acto, se diera un salto hacia el acto de con-
struir como accion para ofrecer, en la realizacion de una «obra», la posibilidad de una nueva
forma de habitar (que sea o0 no obra queda sometido al juicio de cada cual, sin dejar de
considerar los escasos recursos y problemas de accesibilidad). Nueva en cuanto le trae al
habitante el reconocimiento de un lugar donde antes no existia y a nosotros, los integrantes
de esta aventura; el viaje como una travesia.

LOS NUEVOS BARRIOS DE LA VIEJA EUROPA

WiTT, |., Universitat Politecnica de Catalunya

En los ultimos afios, se han dado varios ejemplos de grandes ciudades europeas que, con
la recuperacion de terrenos industriales, crean nuevos barrios en zonas privilegiadas y rel-
ativamente céntricas.

Dos ciudades que han recibido mucha atencion internacional por su desarrollo ejemplar
son Barcelona y Hamburgo. En ambos casos, se trata de unas intervenciones a gran
escala, divididas en diferentes fases y modelos de desarrollo. En Barcelona, el area de
estudio abarca la reforma urbanistica del Besos, con especial hincapié en la zona residen-
cial de Diagonal Mar, desarrollada por la empresa americana Hines, en cooperacion con
diversos arquitectos locales. En Hamburgo, se analiza el Dalmannkai, la zona mas resi-
dencial del barrio ahora denominado HafenCity, un territorio recalificado sobre el antiguo
puerto de mercancias (Freihafen). Este estudio pretende observar con detenimiento estas
actuaciones de conceptos opuestos, con unas densidades de habitantes parecidas, y sin-
tetizar los aspectos positivos y las grandes oportunidades perdidas. Se centra, esencial-
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mente, en la relacion entre el espacio publico y privado, que tiene un efecto profundo sobre
la calidad de vida.

Con el movimiento arquitectonico del modernismo clasico, se formo a principios del siglo xx
el concepto de una planificacion urbana que aspira a proporcionar una buena calidad de
vida para todos los sectores de la sociedad. Volviendo al origen moderno de nuestro con-
cepto de ciudad, el analisis se puede limitar a responder una pregunta: {Qué conceptos
proponen estos barrios para mejorar la calidad de vida de sus habitantes?

Las necesidades humanas en una sociedad cada vez mas compleja son, muchas veces,
contradictorias. La base tedrica del analisis se apoya en la obra de Georg Simmel. En ella,
se aborda el conflicto que vive el individuo con la sociedad, que en definitiva se expresa, de
forma mas acuciante, en la relacion del espacio publico y el privado.

El nuevo barrio de HafenCity, en Hamburgo, calificado desde una morfologia de entra-
mado urbano parte de la forma clasica rectangular, que se deforma y adapta en funcion
de las necesidades del espacio publico. Blogues urbanos con viviendas de uno a tres
niveles, oficinas de dimensiones variables, y comercios y talleres en la planta baja, se
ligan con las dotaciones urbanas dentro de la misma trama formando un barrio com-
pacto. Para dar espacio a estas variedades y contradicciones, debe haber una flexibili-
dad de uso que deje libertad de eleccion. (COmMo se demuestra esta ambigledad, desde
la gran escala del planteamiento urbanistico hasta el detalle de encuentro de dos super-
ficies diferentes?

El barrio residencial de Diagonal Mar de Barcelona, en contraste, parte de una morfologia
de entramado urbano mas fiel al origen moderno, torres de apartamentos alrededor de un
gran espacio verde, con grandes agrupaciones de comercios a una distancia accesible a
pie, pero claramente separados. No hay ambigledad: los limites son visibles para
cualguiera; se manifiestan con grandes gestos facilmente legibles, como son las vallas
(sefias que dificultan la comunicacion y recalcan la separacion), y sefias menos exclu-
yentes, como son las puertas y los puentes, que marcan las diferencias, pero permiten un
intercambio controlado.

Se examinan los diferentes conceptos espaciales, para revelar si estos barrios favorecen la
convivencia correcta entre sus habitantes, con especial atenciéon a los diversos limites, tanto
imperceptibles como concretos, de estos espacios, las diferentes transiciones entre lo indi-
vidual y lo general, entre las esferas de lo privado y lo publico.
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URBANISMO DE LUGARES VIRTUALES O LUGARES VIRTUALES
EN EL URBANISMO DE LUGARES REALES?

ZARATE, M., Universidad Nacional del Litoral, Argentina

El impacto de los fendmenos de la globalizacion, el ciberespacio, las comunidades vir-
tuales, la cultura audiovisual sobre la ciudad ha desencadenado una serie de conceptua-
lizaciones, principalmente desde el ambito de los estudios culturales urbanos, acerca de las
nuevas condiciones de funcionamiento y organizacion del espacio fisico y social de la ciu-
dad en la era de la informacion, que han sido sintetizadas en neologismos tales como
atopia, ciudad de los bits, cybercities, ciudad de los quartz, tecnépolis, telépolis, technoburb,
no lugares, ciudad global, cosmopolis, entre otros.

Desde el campo del urbanismo, este fendmeno también ha generado interpretaciones y
neologismos con los que se intentan encontrar respuestas posibles a la descomposicion del
lugar urbano, en sentido tradicional: ciudad posmoderna, ciudad difusa, ciudad de villas, ciu-
dad insurgente, edge cities, hiperciudad, megaciudades, metapolis, metropolis fracturadas,
urban fields, privatopia, post suburbio, postmetropolis, exopolis, rururbanizacion o splintering
urbanism son algunos ejemplos.

El denominador comun que, al parecer, quieren representar estas conceptualizaciones es
una condicion urbana en la que lo esencial es la tension, a veces contrapuesta, a veces
complementaria, entre lugares virtuales y lugares reales, ciberespacio y espacio geografico,
comunidad virtual y comunidad real. Esta problematica, lejos de haber encontrado un en-
cauzamiento teodrico y practico posible dentro del urbanismo, se esta convirtiendo en un
problema cada vez mas polifacético y, con ello, se plantean nuevos retos cognoscitivos de
orientacion proyectual. Sobre esta cuestion se plantea una perspectiva de tratamiento posi-
ble desde el urbanismo, a partir de reivindicar el sentido y valor socioespacial simbdlico que
el lugar urbano tradicional, a pesar de todo, pueda aun contener, considerando una nece-
saria actualizacion de sus factores constituyentes en plena era de la globalizacion, la infor-
macion y los lugares virtuales. El trabajo plantea, como hipdtesis de conocimiento proyec-
tual un dialogo abierto entre ciudad analoga y ciudad real, entre lugar virtual y lugar real, a
partir de uno de los componentes esenciales del lugar, el mundo de las representaciones
sociales, los imaginarios urbanos, los esquemas y mapas mentales, como interfase
sociosimbodlica filtrada por los cibermedios y el ciberespacio, que nunca podra dejar de estar
presente entre los grupos humanos, sus actividades y los escenarios concretos que actuan
de anclaje tecnologico, cultural, econédmico y politico en los medios de comunicacién y las
sociedades de la era de la informacion.

241



IN THE FRINGE OF THE ATHENS CHARTER.
INTERPRETIVE ESCAPING FROM AN EXPECTED DEAD-END

ZAVOLEAS, Y., University of Patras, Greece

In the historical shift from disordered complexity to normality, along with the gradual harmo-
nization to the social changes caused by the transition from the middle ages to the industri-
al era, the modern movement, with its ideological arguments and novelties, offered new
organizational schemas, also visions and promises of the «push-button» civilization, pre-
sumably leading to a new, better world. Nowadays, a reverse transition from normality to
ordered complexity is in progress, as a response to modern practice’s obliterating uniformi-
ty. Historically, post-modern society was faced with unprecedented problems and situations
—at least regarding their manifestation— precisely because it was developed upon the
equally unprecedented foundations of modern society.

The paper’s scope is, by using Le Corbusier’'s Athens Charter as pretext, to show that the
conditions of the —sometimes harsh— criticism directed to the modern movement, were
ever present since its early avant-garde years. Rather than a strict set of practical rules, the
text of Athens Charter may better be viewed as a debating field, in which the dilemmas and
the humanistic values of modern urbanism are being contested, as inseparable from those
of architecture. The crisis of modern architecture may thus be viewed as the inevitable end-
ing of a gradual diminishing of its humanistic principals, in favour of other criteria; in the past,
the crisis was attributed to its relationship with technology. Upon comparative evaluation of
Athens Charter, its historical context, its adaptations and the criticism it received, the causes
of crisis of modern architecture may be attributed to deeper social convictions, which were
betokened by its own principals. Still, it is in the complexity of architecture, due to which any
of the qualities of its relationship with other disciplines needs to be constantly clarified; that
is, by definition, the conditions of crisis are constantly active.

CITY ON THE RIVER. CASE STUDY OF BELGRADE WATERFRONT

ZMIUANOVIC, V., Universitat Politecnica de Catalunya, Spain

The presence of a barrier in the relation river-city leads to formation of divergences and
autonomous spaces. This process of spatial discontinuity can compare with the processes
in nature where a «catastrophe» happens in a place of weakness, under the effect of a cat-
alyst. The analysis of the laws of nature and transformation of the spatial temporal context
can help us to arrive to the origin of discontinuity.
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Studying the urban plans, archeological material and writings show us one interesting sign
for understanding the process. The roman pathway along the river of Sava was following the
morphology of the terrain when the river was wider and afterwards surrounded the zone
which was called «Venezia», until the xx century, because of the lakes formed by the river.’
With the period of industrialism at the beginning and the middle of the xx century this «place
of weakness» became «authistic» zone and obtained another denomination «Amphitheatre
of the Sava» because of the new form of the space where paths of motorway and railways
circulate the zone.

With these three elements, the «roman road», «Venezia» and «amphitheatre» we can
metaphorically and poetically create the new «spatial existence», as «theater of social action,
as an aesthetic symbol of collective unity».?2 This transformation of physical form will mean
existential and psychosocial changes too.® Inducting the people to the new «amphitheatre»
and allowing the river to go inside the stage we would reborn «dialogic place» as interaction
between the virtuality (memory) and the reality.*

1.Joksivovic, E. Urban plan of the Belgrade 1867; «River was wider» we can find on the plan in the book
Nekropole Rimskog Singidunuma by Stefan Pop-Lazic.

2.MuMFORD, L. Phrase from « What is a city» , The culture of Cities, 1937. ; « Spatial existence» from the theorist
Norberg Schulz, interpretation of the theory of Martin Heidegger.

3.MUNTAROLA, J. Las Formas del Tiempo: Arquitectura, Educacién y Sociedad. Edition Abecedario.Barcelona.
2007.
Explication and interpretation of the theory of Giedion (physical, existential and psychosocial changes)

4.We would «reborn dialogue» from the «dialogic philosophy» of Mikhail Bakhtine, “De la préhistoire du discours
romanesque ", 1975.

PLAYSTATION. ABOUT TEACHING A NEW GENERATION OF APPRENTICES

ZUQUETE, R., Universidade Lusiada de Lisboa, Portugal

*Joseph Beuys - is an example offered to students by illustrating the desired image of a
deep relationship with intellectual work, and of a Great (in) tranquiillity, as well as the qualities
of His conceptual universe and the intense metaphorical relationship with His formal and
material expression. The intimate discovery of Beuys throughout His life, of an affectionate
and sensorial world that he chose to Express through His artistic activity, is also an example
to students,in the sense that it recognizes the seriousness and deepness of what they prac-
tice, intellectually and sensitively throughout their journey while apprentices.

Beuys as an example of posture.
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OBJECT

Since 2000 that being coordinator of the first year of architecture of the Architecture and Arts
Faculty of the Universidade Lusiada de Lisboa, | created a group of professors that have been
implementing an experimental program on teaching processes and didactics for the begin-
ning of an academic journey and discloses the disciplinary area that is Architecture. This text
intends to present the main study objects, intentions and methods that are developed with a
work in progress, in the sense that it accompanies the constant updating of the involved
themes in the teaching of this art of the real that should be Architecture, while it assures the
civic and ethic dimensions and, naturally, a deep and notorious change each passing year in
the students: their concerns, availability and empathy, that are the result of a society suffering
quick and deep mutations, that hit teenagers naturally thirsty of innovations and other stimuli.

In our faculty we begin by teaching, looking at Architecture as an art of the real, dependent
on cultural and social contexts, made of tangible things and deeply human; of materials, its
figure and light, of time, of the discovery of senses, of affections. Architecture should be
begun through the discovery of its humanity and intelligent beauty of its need. It should be
revealed by its tangibility; physical, perceptive and emotional.

In the first year of Architecture we propose the trilogy: [dea/Matter/Figure.

The world of ideas and concepts as generators of thought, culture and knowledge and of the
artistic object in general. The matter for the due inevitability that all is passible of being built
and edified. All is matter and offers a world of sensibilities and expressions to its contem-
plator, as a process of empathies, as said by Gotfried Semper in his recognized Theory of
Empathy. The Figure, because the formal lexis depends on a conceptual existence wanted
built for materiality, and because those two factors, idea and matter, determine the work of
the form with meaning, a figure, and a sequence of figures with the unfolding of the project
and its indispensible physiognomy of intelligent logic and sensitive causality — Architecture as
an integrating part of an aesthetic, cognitive and ethic answer.

We begin with the unfolding and understanding of the Logos, as a humanized system and
intelligible organization of the world, a real place in Architecture since the basis of the semi-
otic of space as the science that regulates from its own shape the senses of the relationships
between the living being and its environment. A semiotic of the human space that serves as
a theory of the significant interactions between edified structures and social and cultural con-
texts.

We propose an understanding of Architecture as a form of knowledge of the conceptual,
material and figurative reality, an epistemology of Architecture that is situated beyond a sim-
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ple practical knowledge of that reality. For the project trial, a separation of the point of view that
allows the reflection and teaching of what is learned from the projected object trial, through
apparently exterior concepts to architecture, but that are part of its complex structure.

These would be the main characteristics of the nuclear discipline for the first year of the
Licenciatura that would assume the first steps in learning the interpretation and reflection of
Architecture, beginning with the understanding of its roots in a social and cultural context, the
understanding of the compositive mechanisms of a figurative lexis part of the discipline.

The experimentation around the principles of aristotelic mimesis, understood as an act to put
in action. From the representative passage of a body of concepts to figuration while narra-
tive, intentional and creative expression - the project trial as an aesthetic, cognitive and ethic
answer.

The systematic critical reflection and interpretation of the results offers a gain of conscious-
ness of the experimentation and use of space, making it part of a constant process of re-
evaluation of the concepts, a process of re-figurative continuity as defined by Paul Ricoeur.

This set of purposes, best detailed in the chapter of INTENTIONS, will have as its final objec-
tive the recognition and understanding of the project experimentation, such as:

Recognition/Reflection/Synthesis
Concept/Lexis/Figuration
Configuration/Answer
Re-figuration/Use/Consciousness

This pragmatic proposal will be sufficiently inclusive, in a way that allows various possible
sequences in the discipline of Project in the following years and, simultaneously, clear and
specific regarding the objectives and methods. This discipline is referenced to the syn-
chronicity of a vertical coordination, reserving necessary time for the fulfilment of the scien-
tific and pedagogical objectives, specific to the teaching phase and its training specificities.

For every academic year, as a work-in-progress, the work team searches to adequate this
program and its contents to the renewed student group, to the architecture teaching reality
as a current discipline, to its contemporaneity and to the adequate reforms in course for
Bologna, for ever searching a bigger stimulus and clarity of the contents and methods, in
language and purposes, guaranteeing the due updating in search of the optimization in
accessibility to the proposed concepts and in the pursuit of excellence of the highest aca-
demic standards.
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INTENTIONS

From perception to perceptible > The disclosure, the perception of the values of Architecture
as part of the social landscape, and the passage to the perceptible as a gain of conscious-
ness. Begin the understanding of the action of /look and know how to look - visual thought.

Conceptual thought and tangible thought > the notion that all of the creative process
depends on a conceptual universe. Each problem assumes a conceptual process of its own,
of an ontological dimension (mimesis). This conceptual thought will serve as a basis for the
composition of a tangible thought, that is the act of the project as an experimental trial, visi-
ble and sensorial, always understood as an act of prospecting (research and inner discov-
ery), projective (the one that projects inner states) and prospective (makes us see ahead and
offers vision). Stimulate and adequate the imagination — abstraction.

Project Trial > as a prospecting process, a projective and prospective act, as an experi-
mental universe, aware of its heuristic dimension: its capabilities and possibilities to pass
teachings and specific sensitivities as an experiment and a process.

Initiate and develop the applicability of the acquired knowledge to practice — know how.

Development of the conception capabilities and its development — conceptual thought.
Development of the reasoning capabilities regarding a concept and its communicability.

Development of analysis skKills.

Introduction to the understanding of the purification of critical and valorization skills — synthe-
sis.

Development of knowledge management skills — transforming knowledge.

Recognition and development of some technical and operational skills.

Hermeneutics Dimension > Recognition of the complexity of language and architectonic
composition through the analytical and interpretive reading of projects and built construc-
tions. Recognition that Architecture is inhabited and is a poetic answer to a social and cul-
tural problem. Recognition of the capacity to develop an analytical, critical and systemic

thought.

Ontology > initiate by composing an ontological sensibility of Architecture: its specificities as
a cultural, technical and scientific area.
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Epistemology > first notions of the epistemological complexity, specific to the area of
Architecture, its relation with culture and knowledge.

Ethics > the ethical dimension of Architecture as a primordial duty, as civic breathing. Since
the seriousness of its process of making and experimentation to its understanding as an
answer dependent on concepts and intentions that search to shape a solution for a cultural
and social problem, beyond the mere functional and utilitarian dimension. The sensitization
for the recognition of several social sciences, their artistic and cultural contributes, to begin
to understand the place of Architecture as a dialogical discipline.
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