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Usos fugaces

Los modernos defendieron la relacidédn directa
entre la forma y la funcidn, bajo unas premisas
econbémicas, culturales, sociales y, fundamente
tecnoldgicas, muy diferentes de las de nuestra
sociedad. Frente a lo permanente, lo profundo,
lo estable y lo solemne ahora se valora 1lo
ltdico, lo efimero, lo cambiante y, hasta
cierto modo, también lo incoherente. Ademés,
los dispositivos electrdénicos nos conectan con
celeridad y nos transforman en seres multitarea
que consumen imagenes y actividades velozmente.

En ese estado de ambigliedad del tiempo, lo
efimero, lo gque dura un dia, nos remite a la
fugacidad de las estables funciones con las que
hasta ahora nos manejdbamos como arquitectos.
Lo pasajero, lo momentdneo y lo transitorio son
adjetivos que pueblan el paisaje gue inunda
nuestro entorno. La corta duracidén de los usos y
su mutable situacidén hace que la incidencia en
la forma no deba ser tan clara como en el siglo
pasado. Asi, la adaptabilidad extrema absorbera
el cambio impredecible del uso.

Precisamente, la no permanencia del uso, el
hecho de que esté destinado a desaparecer, seré
la premisa que dirigirad este curso.

Instalaciones artisticas como el
interdisciplinar performance, el provocativo vy
participativo happening o las acciones musicales
flashmob que asumen cortos tiempos de percepcidn
y conceptos como simultaneidad o instantaneidad,
estaran mas prdéximos a los mecanismos



proyectuales que nos permitirdn entender el
tiempo como un vector sustancial del proyecto y
el uso cambiante como su detonante.

Por eso se propone un proyecto que contemplara
la posibilidad de dar respuesta a tres usos de
muy diversa indole y escala. Se trabajarad en
tres programas, uno por mes: vivienda, cultura
y deporte. El proyecto serd un observador
infraestructural de un cambio de uso continuo,
de la mutacidén permanente de dichos programas.
El resultado tendrd mas gque ver con un soporte
o una infraestructura que con un edificio
monocultivo. Serd un sistema, un artefacto o un
prototipo que facilite esa transformabilidad del
uso, mas acorde con la rapidez en la que vivimos
ahora.

Metodologia de curso

El taller se transformard en un laboratorio.
Se trabajard permanentemente en clase y los
profesores realizardn correcciones en mesa.
Lugar

Chamartin
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TEXTOS



Foucault, M. (1967).

Des espaces autres.

Comunicacién presentada en el Cercle
d’ Etudes Architecturales, Paris.

Foucault, en el que "resuenan todavia la duda y el jdbilo de un pensamiento
en proceso de formulacién" (D. Defert).

Por su parte, El cuerpo utépico representa una reflexién particularmente
bella, mediante la cual podemos acceder a una faceta del pensamiento de
Foucault que, me parece, al menos en lo que se refiere al mundo de habla
hispana, ha quedado relativamente oculta bajo el peso de obras
monumentales como Las palabras y las cosas o Vigilar y castigar. Y es que
el Foucault que habla del "cuerpo ut6pico” resulta ligeramente diferente de
aquél que diserta acerca de los "cuerpos doéciles” o de la "muerte del
hombre"; pues, a diferencia de los planteamientos derivados de estos libros,
de cardcter erudito, critico e incluso polémico, en esta conferencia
radiofénica -a fin de cuentas dirigida a un publico amplio-, el despliegue de
un discurso de sorprendente precision conceptual y expresiva se asienta
sobre una observacién tan profunda como asequible -incluso para lectores
no especializados-, por lo que da lugar a un texto diifano, destinado a
ahondar la comprensién de la experiencia utépica del cuerpo que, de un
modo u otro, todos tenemos o hemos tenido en alglin momento.

1. Los contra-espacios, lugares reales fuera de todo lugar

Hay pues paises sin lugar alguno e historias sin cronologia. Ciudades,
planetas, continentes, universos cuya traza es imposible de ubicar en un
mapa o de identificar en cielo alguno, simplemente porque no pertenecen a
ningtin espacio. No cabe duda de que esas ciudades, esos continentes, esos
planetas fueron concebidos en la cabeza de los hombres, o a decir
verdad en el intersticio de sus palabras, en la espesura de sus relatos, o
bien en el lugar sin lugar de sus sueiios, en el vacio de su corazén; me
refiero, en suma, a la dulzura de las utopias.

No obstante, creo que hay -y esto vale para toda sociedad- utopias que
tienen un lugar preciso y real, un lugar que podemos situar en un
mapa, utopias que tienen un lugar determinado, un tiempo que



podemos fijar y medir de acuerdo al calendario de todos los dias. Es
muy probable que todo grupo humano, cualquiera que éste sea, delimite
en el espacio que ocupa, en el que vive realmente, en el que trabaja,
lugares utépicos, v en el tiempo en el que se afana, momentos
ucroénicos. He aqui lo que quiero decir: no vivimos en un espacio neutro
y blanco; no vivimos, no morimos, no amamos dentro del rectangulo de
una hoja de papel. Vivimos, morimos, amamos en un espacio
cuadriculado, recortado, abigarrado, con zonas claras y zonas de
sombra, diferencias de nivel, escalones, huecos, relieves, regiones duras
y otras desmenuzables, penetrables, porosas; estan las regiones de
paso: las calles, los trenes, el metro; estan las regiones abiertas de la
parada provisoria: los cafés, los cines, las playas, los hoteles; y ademas
estan las regiones cerradas del reposo y del recogimiento.

Ahora bien, entre todos esos lugares que se distinguen los unos de los otros,
los hay que son absolutamente diferentes; lugares que se oponen a todos los
demds y que de alguna manera estin destinados a borrarlos, compensarlos,
neutralizarlos o purificarlos. Son, en cierto modo, contraespacios. Los
nifios conocen perfectamente dichos contra-espacios, esas utopias
localizadas: por supuesto, una de ellas es el fondo del jardin; por
supuesto, otra de ellas es el granero o, mejor aun, la tienda de apache
erguida en medio del mismo; o bien, un jueves por la tarde, la cama de
los padres. Pues bien, es sobre esa gran cama que uno descubre el océano,
puesto que alli uno nada entre las cobijas; y ademas, esa gran cama es
también el cielo, dado que es posible saltar sobre sus resortes; es el bosque,
pues alli uno se esconde; es la noche, dado que uno se convierte en
fantasma entre las sibanas; es, en fin, el placer, puesto que cuando nuestros
padres regresen seremos castigados.

A decir verdad, esos contraespacios no sélo son una invencion de los
nifios; y esto es porque, a mi juicio, los nifios nunca inventan nada: son
los hombres, por el contrario, quienes susurran a aquéllos sus secretos
maravillosos, y enseguida esos mismos hombres, esos adultos se
sorprenden cuando los nifios se los gritan al oido. La sociedad adulta
organizo ella misma, y mucho antes que los nifios, sus propios
contraespacios, sus utopias situadas, sus lugares reales fuera de todo lugar.
Por ejemplo, estin los jardines, los cementerios; estin los asilos, los
burdeles; estian las prisiones, los pueblos del Club Med y muchos otros.



Borges, J. L. (1969).
Elogio de la sombra.
Buenos Aires: Emecé.

42



43



Perec, G. (1974).
Especies de espacios.
Paris: Editions Galilée.

ESCRIBIR Y LEER EL ESPACIO

El espacio y el tiempo. El tiempo y el espacio. Dos cate-
gorias que sirven para explicar toda realidad, dos coorde-
nadas que se entrecruzan para decir un algo antes indefi-
nido, inexistente. Todas las preguntas posibles pueden ser
respondidas por medio de estos dos gjes: aunque unas rea
lidades sean mas «temporales» y otras mas «espaciales», ef
registro «espaciotemporal», la hibridacion o amalgama de
ambos es la dimension de un concepto filoséfico que per-
mitira resolver el dilema por medio de un binomio, de dos
téerminos contrapuestos pero complementarios e insepa-
rables, porque una reafidad no puede ser explicada, ni
siquiera pensada, sin requertir la presencia de esta doble
idea.

Hay realidades que se desarrolian o tienen lugar en el
tiempo, es decir, tienen un comienzo y un final. Son obser-
vadas en un continuum, en una duracion, sin un comienzo
o un fin evidentes o visibles y en desarrollo o mutacion per-
manente. Asi, el tiempo parece estar presente en la reali-
dad cotidiana del hombre, aunqgue bien es verdad que de
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una manera un tanto inasible, inaprensible, inmaterial. El
tiempo es unha hocién sin referencia, una idea que tiene un
monton de palabras para no referirse a ningan objeto con-
creto (en el sentido mas referencial}, sino a sensaciones
0 aprehensiones de una experiencia impuesta por las cos-
tumbres humanas, obligadas a su vez por el devenir cos-
mico implacable (noche/dia, verano/invierno, etc.), y no
tanto por un acto intelectivo, pragmatico o experimental.
Un reloj es una maquina que no produce nada o que no se
refiere a nada, solamente es una cifra o conjunto de cifras
de una abstraccion (las horas, los minutos, los segundos)
porgue lo realmente material que esta ocurriendo en ese
instante del decir la hora, de ‘marcar’ el tiempo, es el mo-
vimiento astral o astronémico de unos objetos llamados
Tierra, Sol, Luna, etc., el sistema en que nuestro planeta
esta inmerso y cuyo devenir temporal, precisamente, es
algo irreal, inaprensible por o menos para el ser humano,
para el terricola de a pie... ((cuanto tiempo ha transcurri-
do desde el Big Bang? sen qué momento preciso de ese
acontecimiento nos encontramos ahora? ¢;cuanto nos que-
da de esa expansion continuada producto del Big Bang?).
Por lo demas, nuestra nocion del tiempo tampoco se gjus-
ta a parametros demasiado claros; un minuto de un acci-
dente de trafico puede parecer una vida entera, mientras
que una experiencia superficial o banal desaparece ense-
guida de nuestro consciente. Sin embargo parece claro
que el tiempo se asimila a una percepcion de nuestra exis-
tencia que podria ser identificada con categorias como la
duracion, la consecutividad, la ilacién, la causa-efecto, la
ordenacion, la deduccién, la seriacion, ete.
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Por otro lado, el espacio es una dimension, una exten-
sién, una materialidad, una realidad, una configuracion,
una estructura, la induccién, la diseminacion, la fragmen-
tacién... Todo tiene lugar en el espacio, todo es el espacio
o todo es espacio u ocupa un espacio (la teoria de los agu-
jeros negros ha demostrado que el vacio también ocupa
su lugar junto a lo demas), la materia y la antimateria; el
lleno/vacio es el espacio dinamico o la dinamica de un
espacio siempre en transformacion (como la materia que
es), porque no hay principio ni fin, sino cambio incesante
y transformacién evolutiva o involutiva de una materiali-
dad. La ordenacion del espacio («ordenacion» es un témmi-
no asimilado en principio a lo temporal, como muchos
otros términos que fluctaan incansablemente de un cam-
po conceptual a otro y viceversa, lo cual da idea def con-
fusionismo que a veces recubre los conceptos de tiempo
y de espacio), la ordenacion del espacio supone asi pues
una configuracion o estructura, una disposicion de la ma-
teria diseminada o dispersa que no es una fragmentacion
caodtica o dinamitada de la materia, sino agrupaciones
nucleares del todo en multiples partes, entre las que se
establecen y mantienen relaciones de variada tipologia y
nivel (proximidad/distancia,asimilacién/disimilacién,
analogia/diferencia, aposicién/contraposicion, y cuantas
se quieran descubrir 0 poner en funcionamiento).

Ademas, respecto del Big Bang, origen de toda la ma-
teria conocida, el espacio que compartimos en la galaxia
¥, en concreto, en nuestro planeta (donde el hombre desa-
rrolla su actividad) es simplemente una parte del todo se-
parado y disperso, es decir, una particion o fragmento que
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encajaba anteriormente con otras partes en un todo supe-
rior inidentificable al dia de hoy. Por tanto no se puede
concebir el espacio como totalidad sino como fragmento,
iniciando asi una dinamica extensional que hace que todo
lo espacial se asimile a lo fractal, de modo que pensar el
espacio es establecer ya de entrada un ordenamiento en
las ideas que responda a esa fragmentacion propiamente
dicha del objeto espacial.

La vision del fragmento, su analisis y enunciacién, asf
-como la sintesis de esa fraccion que se opera sistematica
y continuamente en la realidad, son un tema topico en la
literatura perequiana. Desde la primera novela, Las Cosas,
la fragmentacion del devenir narrativo de unos personajes
en una historia, la fragmentacién de un mundo concreto,
se hace a partir de la presencia en el texto de cerca de un
millar de objetos diferentes, enumerados todos ellos sin
orden taxondmico, pero con una cuidada y prudente dosi-
ficacion. El mundo que algunos representan como una to-
talidad o, al mends, bajo la forma de un mensaje tras-
cendente de una totalidad, no es sino el conjunto de mdl-
tiples cosas u objetos que surgen por doquier, sin orden
aparente, aunque a veces se les pueda dar una- ordena-
cion (véanse las teorias de Baudrillard o Moles al respec-
to). Tal es el primer desafio que Perec plantea al lector. Pe-
ro, de hecho, toda su obra se plantea como una parcelacion
de fragmentos diferentes que no tienen por qué constituir
un todo, aunque el todo exista, es decir, hoy podemos ya
tener la vision del conjunto cerrado de la obra de Perec,
pero sus obras, en tanto que son cada una de ellas una
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unidad diferenciada en relacién a las otras, constituyen
una red intensisima y significante en la que cada elemen-
lo ha guardado su sentido de forma auténoma. No hay vo-
luntad de crear un todo, sino dispersion enriquecida de
obras/espacios diferentes y casi autarquicos donde el es-
critor performa un proyecto singular.

Como se ve, el paso del tiempo apenas si llega a signi-
ficar en Las Cosas ¥, del mismo modo, apenas si tiene va-
lor una interpretacion diacrénica de fa produccion pere-
yuiana. Al final de la vida de Perec (la vida ses un tiempo
0 €s un espacio?), o poco antes, aparece La Vida instruc-
ciones de uso: las obras acumuladas durante arios, 10s ex-
perimentos que enriquecieron el taller oulipiano se funden
©n un crisol majestuoso y gigantesco; es la organizacion
pautada mediante formulas logico-matematicas lo que per-
mite gestionar ese mundo aparentemente caético de la
acumulacion objetal; (a sintesis organizada y sistémica de
los objetos, de lfos personafes, de las historias, es decir,
del cumulo fragmentario, queda realizada y resuelta ple-
namente en un edificio-novela de novelas donde cabe to-
do, donde se relaciona todo; pero ese todo es relativo, es
apenas una metafora del mundo, porque el todo es ina-
barcable y porque el texto literario sblo puede pretender
emular (con cierto desvio ademas) la realidad en que se
inspira.

De este modo, aunque sea ligeramente, queda enterado
el fector que «escribe» fa lectura de La Vida instrucciones
de uso, asi se aproxima y llega a aprehender el fragmen-
to, no se sabe si para apropiarselo en una sintesis demen-
te y paranoica, o si para determinar alin mas exactamen-
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La configuracion del tiempo: observaciones
sobre la historia de las cosas.
Madrid: Alberto Corazdn.
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OMA.
Memoria: Congestion Without Matter.
Parc de la Villette.

Parc de la Villette

The program by the city of Paris was too large for the site, leaving no space for a park.
The proposed project is not for a definitive park, but for a method that - combining
programmatic instability with architectural specificity - will eventually generate a park.

The idea comprises 5 steps:

1. The major programmatic components are distributed in horizontal bands across the

site, creating a continuous atmosphere in its length and perpendicular, rapid change in

experience.

2. Some facilities - kiosks, playgrounds, barbecue spots are distributed mathematically
according to different point grids.

3. The addition of a “round forest” as architectural elements.

4. Connections

5. Superimpositions

In the second phase, the nature element was elaborated in the form of a series of “wings”,
that created - as in a theater - the illusion of a park without consuming the territory that
was needed for the overabundance of activities.

Elegy for the Vacant Lot
The permanence of even the most frivolous item of architecture and the instability of the
metropolis are incompatible.

In this conflict the metropolis is, by definition, the victor; in its pervasive architecture

is reduced to the status of plaything, tolerated as décor for the illusions of history

and memory. In Manhattan this paradox is resolved in a brilliant way: through the
development of a mutant architecture that combines the aura of monumentality with

the performance of instability. Its interiors accommodate compositions of program and
activity that change constantly and independently of each other without affecting what is
called, with accidental profundity, the envelope.

The genius of Manhattan is the simplicity of this divorce between appearance
and performance: it keeps the illusion of architecture intact, while surrendering
wholeheartedly to the needs of the metropolis.

This architecture relates to the forces of the Groszstadt like a surfer to the waves. In the
seventies, architects wallowed, on the contrary, in fantasies of control.

Looking back at history they rediscovered not only old forms, a new erudition arrested
at the first page of the history book - the door, the column, the architrave, the keystone
— but also the symptoms of a former power and status — the endless axes, the impressive
symmetries, the vast compositions. Were they not the work of architects?
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Inflated by nostalgic dreams of omnipotence, its consciousness as much enriched as
eroded by an exclusive concentration on form, the profession faced the end of the 20th
century in a confident mood. Ambiguous illustrations of this fact were a series of great
competitions (mass graves without tombstones: never has a single profession been so
shamelessly drained of energy and money as architecture in the past 15 years), each the
potential beginning of a triumphal march towards a new kind of city, a new urbanity.

In the first La Villette competition (1976), the architects were free to propose a whole new
quartier — a fragment of the new, more humane city of the future. Offered the opportunity
to imagine an ideal episode of late 20th century life, hurtling en plein vitesse towards

the third millennium, they proposed, finally, an environment fit for glass blowers and
horseshoers driving prewar Citroéns.

Later — half emboldened by what? — this call to arms for the reconstruction of the
European city became even more arrogant and dogmatic in militancy of its declarations.
Shame to all those who signed the declaration of Palermo!

Meanwhile, OMA’s imagination — rigorously out of sync — was consumed by twin
preoccupations: program (simple interest in what happens), which seemed the unrealized
project of a marginal band of modern architecture; and the phenomena of Manhattan,
which seemed, in many ways, its casual materialization. A combination could define a
plausible relationship of architecture, modernity, and the metropolis (their home base).

The second La Villette competition (1982) seemed to offer the ingredients for a complete
investigation of the potential for a European Culture of Congestion. Here was the par
excellence metropolitan condition of Europe: a terrain vague between the historical city

— itself raped by the greedy needs of the 20th century — and the plankton of the banlieue;
on it, two pieces of history marooned like spaceships. It was one of those nothingnesses
of still infinite potential that in this case could be preserved since its program could not be
expressed in form, a program that insisted on its own stability.

If the essence of Delirious New York was the section of the Downtown Athletic Club
— a turbulent stacking of metropolitan life in ever-changing configurations; a machine
that offered redemption through a surfeit of hedonism; a conventional, even boring,
skyscraper; a program as daring as ever imagined in this century — La Villette could
be more radical by suppressing the three-dimensional aspect almost completely and
proposing pure program instead, unfettered by any containment.

In this analogy, the bands across the site were like the floors of the tower, each program
different and autonomous, but modified and “polluted” through the proximity of all
others. Their existence was as unstable as any regime would want to make them. The only
“stability”” was offered by the natural elements — the rows of trees and the round forest —
whose instability was ensured simply through growth.

What La Villette finally suggested was the pure exploitation of the metropolitan condition:
density without architecture, a culture of “invisible” congestion.
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Capitulo 1

Cuando lleguen al alto de Sobrepuerto estara, seguramente, comenzando a
anochecer. Sombras espesas avanzaran como olas por las montafias y ¢l sol,
turbio y deshecho, lleno de sangre, se arrastrara ante ellas agarrandose ya sin
fuerzas a las aliagas y al montdn de ruinas y escombros de lo que, en tiempos,
fuera (antes de aquel incendio que sorprendioé durmiendo a la familia entera y a
todos sus animales) la solitaria Casa de Sobrepuerto. El que encabece el grupo se
detendra a su lado. Contemplara las ruinas, la soledad inmensa y tenebrosa del
paraje. Se santiguard en silencio y esperard a que los demas le den alcance.
Vendran todos esa noche: José, de Casa Pano, Regino, Chuanorts, Benito el
Carbonero, Aineto y sus dos hijos, Ramoén, de Casa Basa. Hombres endurecidos
todos ellos por los afios y el trabajo. Hombres valientes, acostumbrados desde
siempre a la tristeza y soledad de estas montafias. Pero, a pesar de ello —y de los
palos y escopetas de que, sin duda alguna, han de venir armados—, una sombra
de miedo y de inquictud envolvera esa noche sus ojos y sus pasos. Contemplaran
también por un instante las paredes caidas del caserén quemado y, luego, el lugar
que alguno de ellos sefialara ya con la mano en la distancia.

Alo lejos, frente a ellos, en la ladera opuesta de la montaiia, los tejados y los
arboles de Ainielle, ahogados entre pefias y bancales, comenzaran ya entonces a
fundirse con las primeras sombras de una noche que, aqui, contra el poniente,
llega siempre mucho antes. Visto desde la loma, Ainiclle se cuelga sobre el
barranco, como un alud de losas y pizarras torturadas, y solo en las casas mas
bajas —aquellas que rodaron atraidas por la humedad y el vértigo del rio— ¢l sol
alcanzara a arrancar aun algin ultimo destello al cristal y a las pizarras. Fuera de
eso, el silencio y la quietud seran totales. Ni un ruido, ni una sefial de humo, ni
una presencia o sombra de presencia por las calles. Ni siquiera el temblor
indefinido de un visillo o de una sibana colgada en el frontal de alguna de
cualquiera de sus multiples ventanas. Ningun signo de vida podran adivinar en la
distancia. Y, sin embargo, los que contemplen el pueblo desde las altas campas de
Sobrepuerto sabran que, aqui, entre tanta quictud, entre tanto silencio y tantas
sombras, yo les habré ya visto y estaré esperandoles.

Reanudaran la marcha. Pasadas las ruinas de la casa, el sendero continta
monte abajo, en direccion al valle, atravesando robledales y canchales de



pizarra. Se estrecha en las pendientes, pegado a la ladera, como una gran culebra
que se arrastrara en busca de la humedad cercana. A veces, lo perderan
brevemente entre los matorrales. Otras, desaparecera por completo, y durante
largo trecho, bajo un espeso manto de liquenes y aliagas. Solo yo lo he pisado en
todos estos afios. Caminardn, pues, en silencio, muy despacio, siguiendo
fijamente al de adelante. Pronto llegara hasta ellos el rumor hondo del rio. Una
lechuza —quiza esta misma que ahora cruza mi ventana— elevara su grito entre
los robledales. Definitivamente, la noche habrd caido y el que dirija al grupo
encendera su linterna y detendra sus pasos. Todos los hombres le imitaran casi al
instante. Como atraidos por una misma sombra, todos los ojos se clavaran en la
espesura del barranco. Y, entonces, al contraluz amarillento y fantasmal de las
linternas, mientras las manos buscan en silencio una vez mas la caricia nerviosa
de las armas, descubriran entre los chopos la silueta del molino —erguido aun, a
duras penas, sobre la podredumbre de la hiedra y el olvido— v, luego, al fondo,
recortandose en el cielo, el perfil melancoélico de Ainielle: ya frente a ellos, muy
cercano, mirandoles fijamente desde los ojos huecos de sus ventanas.

El borboton del rio llenara sus corazones cuando vadeen la corriente por la
vieja pontona de maderos y tierra apelmazada. Quizas, en ese instante, alguno
piense en dar la vuelta y regresar sobre sus pasos. Pero serd ya tarde. El camino
se pierde con el rio tras las primeras tapias y sus linternas habran ya iluminado
ese sordido paisaje de paredes y tejados reventados, de ventanas caidas, de
portones y cuadros arrancados de sus marcos, de edificios enteros arrodillados
como reses en el suelo junto a otros incolumes aun, desafiantes, que yo ahora
todavia puedo ver a través de la ventana. Y, entre tanto abandono y tanto olvido,
como si de un verdadero cementerio se tratara, muchos de los llegados
conoceran por vez primera el terrible poder de las ortigas cuando, aduefiadas ya
de las callejas y los patios, comicnzan a invadir y a profanar el corazon y la
memoria de las casas. Nadie, sino algin loco —pensara mas de uno en ese
instante—, puede haber resistido completamente solo tanta muerte, tanta
desolacién durante tantos afios.

Durante largo rato contemplaran el pueblo en medio de un silencio sepulcral.
Todos ellos lo conocen desde antiguo. Alguno, incluso, tuvo familia aqui y
recordara los tiempos en que subia a visitar a sus parientes por las fiestas de otoiio
o de la Navidad. Otros volvieron, ya en los afios ultimos, para comprar ganado y
algunos muebles viejos cuando la gente comenzo a dejar el pueblo vy se deshacia
sin demasiadas exigencias, sin excesiva lastima ni ambicioén, de todo cuanto
pudiera reportar algin dinero con ¢l que empezar una nueva vida en la tierra
baja o en la capital. Pero, desde que murié Sabina, desde que en Ainiclle quedé
ya completamente solo, olvidado de todos, condenado a roer mi memoria y mis
huesos igual que un perro loco al que la gente tiene miedo de acercarse, nadie ha
vuelto a aventurarse por aqui. De eso hace ya casi diez afos. Diez larguisimos



Virilio, P. (1988).
Estética de la desaparicidn.
Madrid: Anagrama.

Este mundo, tal como lo vemos, est4
sucediendo.

PasLo bE Tarso

Durante el desayuno son frecuentes las ausen-
cias, y la taza volcada sobre la mesa es una conse-
cuencia bien conocida. La ausencia dura unos
segundos, comienza y termina de improviso. Los
sentidos permanecen despiertos, pero no reciben las
impresiones del exterior. Puesto que el retorno es
tan inmediato como la partida, la palabra y el
gesto detenidos se reanudan alli donde fueran inte-
rrumpidos. El tiempo consciente se suelda automa-
ticamente formando una continuidad sin cortes apa-
rentes. Las ausencias, denominadas picnolepsia (del
griego pycnos, frecuente),! suelen ser muy numero-

1. Catherine Bousquet. Macroscopies, nimero 6, pag. 45: «La
epilepsia —sorpresa en griego— no reviste una forma, sino rou-
chas, hay pues que hablar de las epilepsias, desde el grande al
pequefio mal. Desde el punto de vista neurolégico, cualguier
crisis epiléptica es el resultado strictu sensu de uma descarga
hipersincronica de un conjunto de neuronas... El diagndstico
clinica de la epilepsia ha evolucionado poco, salva que hoy dia
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sas, cientos al dia, y en general pasan desapercibi-
das para quienes nos rodean. Mas para el picnolép-
tico nada ha sucedido; el tiempo ausente no ha
existido. Sélo que, sin que lo sospeche, se le escapa
en cada crisis una pequefia parte de su duracién.
Por lo comun, los mas afectados son los nifios,
y la situacién del joven picnoléptico pronto se vuel-
ve insostenible. Se le quiere forzar a dar cuenta de
hechos que no ha visto, aunque se hayan desarro-
llado efectivamente en su presencia, y como no lo
logra, se le trata de retrasado y se le acusa de disi-
mular y mentir. Secretamente confundido y angus-
tiado por las exigencias de su entorno, debe trans-
gredir sin cesar Jos limites de su memoria para
buscar la informacién. Si al pequefio picnoléptico
se le muestra un ramo de flores y se le pide que lo
dibuje, dibujard no sélo el ramo, sino también el
personaje que lo colocé en el vaso e incluso el pra-
do donde fue recogido. Costumbre de ensamblar las
secuencias, de adaptar los contornos para hacer
coincidir lo visto y lo que no pudo ser visto, aquello
que se recuerda y lo que, desde luego, es imposible
recordar y hay que inventar, recrear, para otorgar-
le verosimilitud al discursus? Con el tiempo, el jo-
ven picnoléptico se verd obligado a dudar del saber

se distingue entre el ataque epiléptico y epilepsia propiamente
dicha, v se reserva este término para las crisis cronicas.»

2. Del Latin discurrere, correr aqui y alld, término que des-
cribe bien la impresion de prisa y falta de ilacién del conoci-
miento corriente en el picnoléptico.

8
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Augé, M. (1993).

Los no lugares.Espacios del anonimato.
Antropologia de la Sobremodernidad.
Barcelona: Editorial Gedisa.

De los lugares a
los no lugares

Presencia del pasado en el presente que lo
desborda y lo reivindica: en esta conciliacion ve
Jean Starobinski la esencia de la modernidad. En
este sentido hace notar, en un articulo reciente,
que autores eminentemente representativos de la
modernidad en arte se han dado "la posibilidad
de una polifonia en la que el entre cruzamiento
virtualmente infinito de los destinos, de los
actos, de los pensamientos, de las reminiscencias
puede reposar sobre un bajo continuo que emita
las horas del dia terrestre y que marque el lugar
que en ella ocupaba (que podria ain ocupar) el
antigno ritual". Cita las primeras paginas del
Ulyses de Joyce, donde se hacen oir las
palabras.de la liturgia: "Introibo ad altare Dei";
el comienzo de A la Recherche du temps perdu,
donde la ronda de las horas en torno al
campanario de Combray ordena el ritmo "de una
vasta y unica jornada burguesa.."; o tambicn
Histoire, de Claude Simon, donde “los recuerdos
de la escuela religiosa, la plegaria latina de la
manana, el benedicite del mediodia, el angelus
de la tarde fijan puntos de referencia en medio

de
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las vistas, los planos recortados, las citas de todo
orden, que provienen de todas las etapas de la
existencia, del imaginario y del pasado historico, y
que proliferan en un aparente desorden, en torno
de un secreto central..." Estas "figuras premodernas
de la temporalidad continua que el escritor moder-
no cree mostrar que no las ha olvidado en el mo-
mento mismo en que se libera de ellas" son también
figuras espaciales especificas de un mundo que
Jacques LeGoff mostrd como, desde la Edad Media,
se habia construido, alrededor de su iglesia y de su
campanario, mediante la conciliacion de un paisaje
nuevamente centrado y de un tiempo reordenado.
El articulo de Starobinski se abre significativamente
con una cita de¢ Baudelaire y del primer poema de
los Tableaux parisiens, donde el espectaculo de la
modernidad retine en un mismo vuelo:

...cl taller que canta y que chatla;

las chimeneas, los campanarios, esos mastiles de la
ciudad,
Y los grandes ciclos que hacen sonar con la etemidad.

"Bajo continuo" (marche de basse!: la expresion
utilizada por Starobinski para evocar los lugares y
los ritmos antiguos es significativa: la modernidad
no los borra sino que los pone en segundo plano. Son
como indicadores del tiempo que pasa y que sobre-
vive. Perduran corno las palabras que los expresan
vy los expresaran ain. La modernidad en arte pre-
serva todas las temporalidades del lugar, tal como
se fijan en el espacio y la palabra.

Detras de la ronda de las horas y los puntos
salientes del paisaje se encuentran, en efecto, pala-
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bras y lenguajes: palabras especializadas de la li-
turgia, del "antiguo ritual", en contraste con las del
taller "que canta y que charla"; palabras también
de todos aquellos que, hablando el mismo lengua[ie,
reconocen que pertenecen al mismo mundo. El lu-
gar se cumple por la palabra, el intercambio alusivo
de algunas palabras de pasada, en la connivencia y
la intimidad complice de los hablantes. Vincent
Descombes escribe, asi, a proposito de la Francoise
de Proust, que ésta comparte y define un territorio
"retorico” con todos aquellos que son capaces de
entrar en sus razones, con todos aquellos cuyos afo-
rismos, vocabulario y tipos de argumentacion com-
ponen una "cosmologia", a la que el narrador de la
Recherche llama la "filosofia de Combray".

Si un lugar puede definirse como lugar de
identidad, relacional e histdrico, un espacio que no
puede definirse ni como espacio de identidad ni
como relacional ni como histérico, definird un no
lugar. La hipotesis aqui defendida es que la
sobremodernidad es productora de no lugares, es
decir, de espacios que no son en si lugares
antropologicos y que, contrariamente a la moderni-
dad baudeleriana, no integran los lugares anti-
guos: éstos, catalogados, clasificados y promovidos
a la categoria de 'lugares" de memoria", ocupan alli
un lugar circunscripto y especifico. Un mundo
donde se nace en la clinica y donde se muere en el
hospital, donde se multiplican, en modalidades
lujosas 0 inhumanas, los puntos de transito y las
ocupaciones provisionales (las cadenas de hoteles y
las habitaciones ocupadas ilegalmente, los clubes
de vacaciones, los campos de refugiados, las barra-
cas miserables destinadas a desaparecer o a degra-
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Corner, J. (1999).

“Reprogramming the Surface.” En Recovering

Landscape: Essays in Contemporary Landscape
Theory.

New Jersey: Princeton Architectural Press.

In recent years, a number of urban projects in Furope have falien between the
traditional categorics of landscape and urbanism. ‘These works signal a shif of
emphasis from the design of enclosed objects to the design and manipulation
of larger urban surfaces. They also indicate a renewed interest in the instru-
mentality of design—its enabling funcdon—as opposed to representation and
stylization, Here, the term landscape no longer refers to prospects of pastoral
innocence but rather invokes the functioning matrix of connective tissue that
organizes not only objects and spaces but also the dynamic processes and events
that move through them, This is landscape as active surface, structuring the
conditions for new relationships and interactions among the things it supports.”

In describing fandscape as urban surface, I do not mean to refer to simply
the space between buildings, as in parking lots, planted arcas, and residual
spaces. Neither do I want to limit the use of the term landseape 1o wholly green,
natural, or recreational spaces. Instead, 1 refer to the extensive and inchisive
ground-plane of the city, to the “field” that accommeodates buildings, roads, unl-
ities, open spaces, neighborhoods, and satural habitats, This is the ground
structure that organizes and supports a broad range of fixed and changing activ-
ities in the city. As sucly, the urban sutface is dynamic and responsive; like a cat-
alytic emulsion, the surface hterally unfolds events in time.

In this sense, the vrban surface §s similer to a dynamic agricultural field,
assuming different functions, geometries, distributive arrangements, and
appearances as changing circumstance demands, This adaprability derives in
part from the planar character of the surface, w its smooth and uninterrupted
continuity, but also from the equipment and services embedded within it. Thue,
if the goak of designing the urban surface is t increase its capacity to suppostand
diversify activities in time—even activities that cannot be determined in
advance—then a primary design strategy is to extend its continuity while diver-
sifying its range of services. This is less design as passive ameliorant and more as

active aceclerant, staging and sekting up new conditions for uncertain futares.?

Fig. 1. The contemporary metroputis—an dudless cityscape,



Alex Wall

The Contempurary Metropolis
Much of the reason for revising practices of lendscape and urbanism today
derives from the changing nature of cities. The traditional notion of the city as a
historical and institutional core surrounded by postwar suburbs and then open
countryside has been largely replaced by a more polycentric and weblike sprawl:
the regional metropolis (Fig, 1). Here, multiple centers are served by overlap-
ping netwarks of transportation, electrenic communication, production, and
consumption. Operatienally, if not experientially, the infrastructures and flows
of marterial have become more significant than static political and spatial
"boundaries. The influx of people, vehicles, goods, and information constitute
what urban geographers cali the “daily urban system,” paintinig a picture of
urbanism that is dynamic and temporal.’ The emphasis shifts here from forms of
uthan space 1o processes of urbanization, processes that network across vast
regional—ifnot global—surfaces.®

The effects of urbanization today are multiple and complex, but three are of
particular significance with regard to planning and design. First is the rise of
new kinds of urban site. These are the ambiguous areas that are caught between
enclaves. They may even be so extensive as to constitute entire generic zones,
These might be called peripheral sites, middle landscapes that are neither here
nar there, and yet are so pervasive as to now characterize the dominant environ-
ment in which most people actually live.” In contrast, the old city centers are
becoming increasingly themed around tourist and entertainment functions. A
second effect of modern urbanization is a remarkable increase in mobility and
access, This refers not only 10 the increase of private automobiles and trans-
portation alternatives—that, for many, encompasses a fully fledged lifestyle—
bur also to the rising density of population, the increased instability of capital
and investnient, and to the abundance of informaticn and media.

Athird effect, and a conseguence of the above twe, involves a fundamental
paradigm shift from viewing cities in formal terms to looking at them in
dynamic ways. Hence, familiar urban typologics of sguare, park, district, and so
on are of less use or significance than are the infrastructures, newwork flows,
ambiguous spaces, and other polymaorphous conditions that constitute the con-
temporary metropolis. Unlike the treclike, hierarchical structures of traditional
cities, the contemporary metropolis functions more like a spreading rhizome,
dispersed and diffuse, but at the same time infinitely enabling *

These emergent conditions demand that designers and planners revise their
approaches roward the making of urban projects. A renewed concern with infea-

structure, services, mobility, and with the provision of flexible, multfunctional
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surfaces promises a revitalized role for the design professions. The grafting of
new instruments and ¢quipment onto strategically staged surfaces allows for a
transformation of the ground-plane into a Jiving, connective tissuc between
increasingly disparate fragments and unforeseen programs. s

There is, of course, a recent history to these shifts. In the 1950s, architects
and critics already were increasingly preoccupied with the larger urban environ-
ment. The rapid spread of cities and the atomization of buildings across vast
landseapes reduced che distinctions between city and countryside as well as the
differences between places.” During the Aspen Design Conference in 1955, the
architect/planner Victor Gruen exhorted architects to look beyond the Himits of
the individual building to the environment, to the context in which the building

was to function. He proclaimed:

Architecture today cannot concern itself only with that one set of struc-
tures that happen to stand upright and be holiow “huildings” in the
conventionat sense. It must concern itself with all man-made elements
that form our environments: with roads and highways, with signs and
posters, with outdoor spaces as created by structures, and with cityscape

and landscape.®

Gruen's context for these remarks was his view that it was less individual
buildings that needed the atention of design and more the landscapes that
were emerging as cities dispersed across the region, His work was aimed
toward resisting decentralization and undifferentiated sprawl by creating new
sodes of concentration and focus. Ferhaps it was his Buropean background
that made it impossible for him to accept the idea of 2 continuously setded,
dispersed landscape.

By the mid-1960s, the programs for rebuilding Burepean cities following '
the second world war and American cities as part ol urban renewal policies sim-
ulated new thinking about large-scale nrbanism and landscape. Some of the
more radieal speculations proposed new forms of settlement type. The Floren-
tine group Supersmadio envisaged a continuously developed, artificial surface.
Yaa their project Supersurface 5, the formal device of the grid was inscribed across
a pure, planar tandscape, providing both a metaphor and an instrument for the
networks of energy and information that could extend to every corner of the
cartl: (Fig. 2).” In contrast, the projects dsawn by the British group Archigram
showed concepts of plug-in communities and new infrastructural support land-

seapes.® Their agenda was not only to empower the individual but also to stage
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event-siructures that could bring about new metropolitan dynamics. Depicted
in many of Archigram's ideas were individuals phugging into larger networks of
interactive information, education, and entertainmenc, While projects such as
Rokplug and Logplug proposed atransitory and flexible existance on the surface,
others such as Jastent City proposed large-seale infrastructares to suppoit mass
events and activities—an image inspired, perhaps, by the emerging echnology
of rock concerts and festivals (Fig. 3).

The surategic aspects of Archigram’s work derive from the inherent flexibil
ity of the designed system; parts can be added, removed, or rearranged at wiil,
accommodating a range of uses at different times, from mass exhibitions and
festivals one day to individual mobiie homes and gardens the next. These radi-
cal speculations demonstrated tangible, urbanistic rechnigues for making urban
environments that used emerging technology w0 achieve individual freedom

within new collective structures,

A Field of Social Instruments

Many of the above themes provided an early inspiration to Rem Koolhaas and
the Office for Metropolitan Architecture (OMA), based in Rotterdam. Since the
1970s, Koolhaas and his colleagues have continuously and critically developed
the role that program plays in the making of a project. More than aware of the

bLighly changeable and unpredictable characteristics of the contemporary

Fig. 2 {op). Frwe Tales. Supersiudio, 19711973, Source: Superstuciv and Radicals {Tokyo:
Japan Interior, 1982}, 13.

Fig. 3 {bottom). instant City: Sequence of E“ffecr. Archigram, 1970, The descent of the event-
structure "instant city airships” on & typical English town intensifies, ‘infiitrates, and stimulates
new networks in the old, sleeping ¢ity. Source: Peter Cook, ed., Archigram {Londen: Studio Vista,
1972),
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metropolis, these architects have attempted, in a mumber of ways, to push idcas
of program roward more dynamic and productive ends. Program is viewed as
the engine of 2 project, driving the logic of form and erganization while
responding to the changing demands of socjety. If the problems of urbanization
had been identified in the 19505 and 1960s and the new rechnologies for
rethinking these issues were developed during the late 19605 and invo the 1970s,
then the specific development of new design strategies has occurred since that
time, largely under the vision and direction of Kﬂui_haas and OMA. A seminal
moment in this trajectory of ideas occurred in 1982, during the competition for
the Parc de ta Villette along the industrial periphery of Paris.

One of the first and most daring of President Mitterand’s Grands Projets, the
Pare de la Villette awoke designers o the difficulties of dealing with large-scale
abandoned tracts of land in the city, especially when the intentions of the com-
missioning agency were both ambitious and uacertain.” The 121 acres of land
were left over from the old nineteeath-century slaughterhouse cmrlp]ex that
once occupicd the site, There were many logistical problems, especially in terms
of site reclamation and modernization of services. This was further complicated
by a bewildering and exhaustive list of programmatic demands by the client,
together with a sense of uncertainty about what, how, and when different parts
of this program would be developed.

The problem, then, was less one of design in terms of styling identity, repre-
sentation, or formal composition, and much more one of strategic organization.
The surface had ta be equipped and staged in such a way as to both anticipate
and accommodate any number of changing demands and programs. OMA
responded with the superposition of four strategic layers for organizing different
parts of the program: the “east-west strips” of varying synthetic and natural
surfaces, the “confettt grid” of large and small service points and kiosks, the
various “circufation paths,” and the “large objects,” such as the linear snd
round forests {Fig. 4). The designers described their multilayered project as
a "landscape of social instruments,” where the quality of the project would
derive from the uses, jJuxtapositions, and adjacency of alternating programs
over time.”

Rather than a fixed design, the project offered the city a framework for

developing flexible uses as needs and desires changed. The strips and gride

Fig. 4. Plan, Parc de la Villette, competition entry. Office for Metropalitan Architzcture,
1983,
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across surfaces, the point services, and the larger structures were designed to be
both responsive and adaptive. The action of sliding one thing over another
aliowed for quantitative changes without loss of organizational structure. This
framework of flexible congestion, whose character and efficacy lies in its capacity
to adaptto change, sera significant precedent in later formulations ofurbanism.

One such formulation was proposed by Koolhaas and OMA in 1987 for the
new town of Melun-Senart, France.” This project reverses the formal and struc-
tural roles of figure and ground, building and open space (Fig. 5). Rather than
concentiating on the planning and arrangement of buildings, variousty pro-
grammed voids are owtlined. These derive from a careful analysis of existing
conditions, habitats, historical fragments, existing infrastucture corridors, and
new programs. Together they form a sort of massive hieroglyph, isolating vari-
ous islands for future development.

The voids exercise a greater effect on the subsequent built environment
than does the design of particular building layouts. They provide a resilient

structure that can withstand the unpredictable political and eco-

nomic pressures that architects and urban designers are rarely able
to influence. Melun-Senart continues a logic that progressively
reverses the significance normally attacked w buildings and
directs attention instead to the spaces in berween. By incorporating
the character and potential of the wrban plan in the designed char-
acteristics of the voids, the designers leave the building sites open
and undetermined. Basically, anything can take place on the island
sites as long as the void framework is preserved. As with the Parc at

la Villerte, the design is first a tactical strategy, anticipating the

uncertainties of future development.

Mability and Access: Surface as Gollector and Distributor

The design and integration of new transportation infrastructure is central to the
functioning of the urban surface. The importance of mobility and access in the
contemporary metropolis brings to infrastructure the character of collective
space. T"ransportation infrastructurc is less a self-sufficient service clement than
an extremely visible and effective instrument in creating new nerworks and rela-
tionships. Whereas the railroad station and the airport offer a centralized infra-

structural condition—a density that almost resembles the city, in terms of

Fip. . Planning diagrams, Meiun-Senart new town, Office for Metropolitan Architecture, 1987,
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services and programs—the more amorphous connective web of roads has
rarely been recognized as a collective space unto nselll As the Ttalian architect
Victorio Gregotti argues:

We are trying to return a positive morphological value to the road. . .in

an attempt to revive it as a component of the settiement event and by

restoring the road to the architeetural realm [while] foreing one’s disci-

pline to consider the problems it implies a3 its own specific ones”

One very clear example, in answer to Gregotti, is the second beltway of
Barcclona, completed for the 1992 Olympics. The northern are, the Ronda de
Dal, extends between the interchanges at the Diagonal Avenue (northwest)
and the Trinitat Park {northeast) and was designed by a team of architects and
engincers led by Bernardo de Sola (Fig. 6). The Ronda de Dalt was conceived
to achicve not the highest throuph-capacity of vehicles but the highest capacity
of collection and distribution among local and regional transportation net-
works. The design also created opportunides to reconfigure the local conditions
for new programs and open space. This is especially the case at the interchanges,
where new typologics between landscape and building have begun to emerge.

Thus, the significance of the design of this highway is less its scenic and effi-
ciency value than the road’s actual capacity to stimulate and support new forms
of urban space. This is achieved partially by the segregation of the seetional
character of the road, with faster (regional) lanes in the centes, flanked by slower
(local} lanes that conneet with new frontage and neighborhood streets. In some
places, the space above the highway is occupicd by new public buildings, espe-
cially high-volume structures such as sports venues. New parks and recreational
arcas are also designed into the system, linking once isolated housing estates to
larger public spaces. The Ronda de Del thus demonstrates, in contemporary
terms, the forgotten idea of the 1920s parkway as an instrument of connectian,
convenience, and mobility,

A second example of new infrastructural design demonstrates how the
space of mobility may also be a collective space. Among the northern suburbs of
Paris, between St. Denis and Bobigny, is 2 mix of industrial zones, large social
housing estates, cemeteries, hospitals, and areas of waste ground, Existing

transportation infrastructure reflects the nineteenth-century pattern of sadial

Fig. ©. Aerial view. Ronda de Dalt, Barcelona. Bernardo de Sola, [.M.P.U.S.A, 1982,
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extension and effectively divides communitics inte separate sectors. Between
1990 and 1895, the landscape architect Alexandre Chemeroff and the Bureau
des Paysapes implemented the design of a new trolley line running between St.
Penis and Bobigny (Fig. 7). This is a nine-kilometer line with twenty-one sta-

tions, and it is the first tangential boulevard in this area of Paris, initiating new

.relationships among once isolated sectors, Because of this new transportation

line superimposed across the urhan fabric, the project forms the basis for a hose
of other urban interventions.

The tramline is, literally, 2 link that provides a coherent system across an
otherwise fragmented field. It comprises three series: the material of the surface;
the vegetation structure of hedges, trees, and plantings; and furnishings, such as
bollards, fences, lamps, trellises, and seating, Organized in different configura-
tions, the families of surface, vegeration, and furnishings produce a contrapun-
tal effect in relation to the untidy irregularity of the surrounding
fabric. The integrity and continuity of these elements produces
not only an image of }Sublic space but atso the necessary environ-
mental conditions to support public activities. On 2 Sunday
moming, for example, the line is crowded with French familics of
African, Arabic, and Asian background making their way to and
from the street markets along the length of the [ine.

Chemetoff s design is a prime cxample of haw infrastructure
engages social and imaginative dimensions as much as it does
engineering concerns. It effectively integrates pares of the ciry,
reduces the marginalization and segregation of certain social groups, and stim-

ulates new forms of interaction.

An inhabitable Surface

The design of large-scale infrastructuses sisch as those discussed above provides
new conditions for other kinds of surface project. One such example is Bduard
Bru’s Vall d'Hebron Park in Barcelona, completed in 1992 {Fig. 8). This is a
26-hecrare site in the inner suburbs, formerly dominated by an oppressive land-
seape of postwar social housing. Located directly north of the Gothie center
and its nineteenth-century extension, the park spans the buttresses of the
mountain chain to the north of the city. Bru understood thar the beloway is the

best location for leisure facilities that serve local and metropolitan users. Thus,

Fig. 7. 5t. Denis-to-Bobigny Tramway, Alexandre Chemetoff, 1088-1903,
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the park is a collage of sports surfaces, routes, and park elements. In particu-
lar, the elaboration of the routes creates an intermediate landscape between the
Ronda (Paseo Vall d'Hebron) and the surrounding neighborhoods. As Bru
describes: A
This movement means that when existing elements permit, the streets
become whirlpools, widening and forming what we might call deltas in
the public arcas of the parl. The streets are asphaltic flows; they find
geometries contained between the interstices and move according to

circle arcs and clothoids

Bru deseribes a dynamic and changing landscape, one where the demands

of changing programs lead wa dlﬁ"erent readmgof the site. Moreover, he reficcts

many of these uses through new techmqucs of material fabrication. In using

grass, wood, metal, concrete, asphalt, and recycled rubber tres in new and
unusual ways, Bru creates a lively surface that promotes a diversity of functions.
The auromobile, rog, is not excluded from this park, but rather fully incorpo-

rated into its design. As the designer describes:

Driving to a super-market car park, and spending
Sunday with the car door open, listening to the radio
while the children play in the car park is a highly
respectable castom, Here, the users surround them-
selves with those objects most dear to them: the car,
the children, the radie. And they spend their Sunday
placidly"”

Waiting for Appropriation

The Netherlands, especially the city of Rotterdam, has provcd to be a steady
source of innovation with repard to addressing the increased complexity of the
growing metropolis. Partly this is due to the culture of the country, essentially
progressive and technologically oriented, but it is alse duc to the very real prob-
lems of density and growth since the end of the second world war, The work of
OMA has certainly played 2 role in the advance of new approaches toward

urbanism; recently 2 younger generation of designers also has begun ro make its

Fig 8. Aetial view, terra-:és and surfaces, Vall d"Hebron, Barcelona, Eduard Bru, 1982,

241




Alex Wail

mark, Foremast among these is landscape architeet Adriaan Geuze
and his practice, West 8.7

The work of West & exemplifies the claims that landscape
architects may absorb urban design into a newly synthetic practice
of landscape wrbanism. Rotterdam's industrial context and
Geuze's particular apticude for large-scale strategic thinking have
contributed to the making of projects that support a diversity of
uses and interpretations over time, Geuze prefers “emptiness” to
overprogramming and argues that urban dwellers are more than
able 1o create, adapt to, or imagine whatever they want . In
designing for indeterminate futures, ke argues, new urban con-
sumers may create and find their own meaning in the environ-

ments they use. As Geuze writes:

The urbanite is sclf-assured and well-informed,

finds his freedom and chooses his awn sub-cul-

tres, The city s his domain, exciting and
seductive. e has proved himsclf capable of
finding his way around the new landscape nd

of making places his own.”

If, in the traditional Evropean city, the urban
square was the place where civic and religious power

was represented, then West 8's conternporary Bin-

nenrotte market square and Schouwburgplein are
zones where the public appropriates and modifics
the very surface of the city, These surfaces are extremely simple and spare, yet
they are designed in such a way that many different cvents can be supported. A
range of services and equipment is embedded in the surface and can be appro-
priated atany moment. This is especially evident in the Schowwbusgplein, com-
pleted in 1996 (Figs. 9, 10).

This great square is in the center of Roterdam and is surrounded by the-

aters, restaurants, cafés, and a new cinema complex, As in many public spaces
Fig. @ {top). Layered axonometric, the Schowwburgplein, Rotterdam. Adrizan Geuze and West 8,
18941987

Fig, 10 (bottom). View of the Schovwburgplein, Rotlerdam. Adriaan Geuze and West 8,
1594-1957. '
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today, the presence of an underground struéture—in this case, a car parape—
; impos::s constraints with regard to weipht and planting. Geuze turned this con-
dition into a positive by replacing the existing heavy paving with a new
lightweight metal and woad surface. Below this surface construction are a hos
of utilitics and services, including lighting that produces a Milky Way of light
across the floor ar night. The square is also ficted with fence- and tent-post holes,
enabling temporary structures and coverings to be erected. The principal the-
atrical elements on the site are four 35-meter-high lighting masts, whose crane-
fike forms echo the great strucrures along Rotterdam’s docks. By dropping a
coin into a machine, people can cause the fight to move up or down according to

their needs or whimsy.

Flow and Surface

A similasly conccived urban surface is the project for the Yokobama Design
Forum produced by Keolhaas and OMA in 19922 The site is at the nexus of
road, rai}, and shipping traffic and is dominated by two large market-hails and

car-parking levels. Here, a carefi fulan '1]}'315 of the ex1stmg use paterns of the site,

mc]udmg vehicular and populat;on volumes révealed that ‘the site was rca]ly

occuplcd only betw:zen the howss of four and ten in the mommg, thc Testof the

tine, the site was empq To maximize the use of the site over longer penods of
tirne, the design had to address the problem of inventing new programs and pro-
visions. ‘Thus, the surface is itsell folded or warped in order to create a continu-
ous field that is then impregnated with new elements and structures. This
concept enabled the design team to propose a twenty-four-hour use chart o
show a moxc heterogeneous mix of functions and activities throughout the day
{Fig. 11). The space of form is here replaced by the space of events in time.
Another scheme in Yolohama, this time
for the International Port Terminal and
designed by Foreign Office Architects in 1996,
also produces a continuous yet differentiated
surface as a means of reconciling the complex-
ity of the program.® The various floors of the
picr are folded and rolled one into the other
through a building technology that allows for

the construction of continuously convex and

Fig'.' 11. Assembiage of prograns over twenty-foor houes, Yokehama, Japen. Office for Metropoli-
tan Architecture, 1982,
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cancave floors (Figs. 12, 13), This form is intended to
mediate between the competing dimensions of the
program-—the differences between land and séa,
natives and foreigners, city and harbor, and public
and private. Morcover, the cilangeéble character and
size of ships docked along the pier is accommadated
in a scheme that is both flexible and open. Rather

than a typologically defined building with discrete

enclosure and limits, the design provides a field that

creases and warps to allow for alternate uses and

needs. The designers provided the city with a project

that is at once private and secure and public and

open, “a model that is capable of integrating differ-

ences into a coherent system; an unbounded Jand-

seape rather than an over-coded, delimited place,"*

Surface Strategies

The projects considered above are all located in pre-

viously built sites, whether open space—as in la Vil-
lette and the Schouwburpplein-—or infrastructure,
as in Ronda de Dalt or the Yokohama terminal. Even the projects of Mehun-
Senast, Vall d'Hebron, and the $t. Denis—Bobigny tramline incorporate and
link existing contexts. Rcl;uilding,__ incorporating, connecting, intcns_ifyjr_;g_u
these words describe not only the physical character of ﬁueé‘c);-;.rr.)jc.cts but also

rogrammatic function, They are instruments, or agents, for unfolding

new urban realities, designed not so much for appearances and aesthetics as for
their instigative and structuring potential. Their strategies are targeted not only
toward physical but also social and eultural transformations, functioning as
social and ccological agemes. 1t is possible to-summarize the more praductive

principles and strategies for designing the urban surface as follows.

Thickening. Av the Schouwburgplein, West 8 conceived of 2 thickened, multi-

layer surface that solved not only technical problems, such as drainage, strue-

Fig. 12 {top). Aeriat view, Yokoharma Infernational Port Terminal, Japan, Foreign Office Architects,
1995,

Fig. 13 {battorn). Plans, Yekohama Internationat Port Terminal, Japan. Foreign Office Architects,
1995, .
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rure, and utilities, but also brought a greater dramatic effect to the square while
muluplying its range of uses, The expansion of inhabitation of subterranean
networks in cities such as Montreal and “Fokyo, and of aerial passageways in
cities such as Atlanta and Minneapolis, effectively multiplies the number of
public ground-planes. The mululevel movement of people, together with the
connector flows of elevators, moving stairs, ramps, and so on, creates a mar-
velous spectacle in the city. This is the thickened surface, continuous, multiple,

and dynamic,

Foidmg Cutting, warping, end folding the surface creates a kind of smooth
gculogy that ) ]oms interior and exterior spaces into onc continuous surface. At
the new port in Yokohama, Foreign Office Architects adopted a continuous,
folded surface, as in a multilayered laminate wherein each floor “rolls” into oth-
ers, Sectional joining and definition varies as the program demands. Conse-
quently, the flows of people and poods combine 1n newly visible ways, as

raditional zonal separations become more fluid and interactive.™

N::w ma!emzfs  Developing new and synthetic materials brings 2 welcome diver-
51ty to the pedestrian realm. At the Vall d’Hebron, the use of asphalt, rubber
tires, wood, and metal in new ways expresses and provokes new activities. The
appearance of graffiti, skateboarders, and boom boxes does not necessarily mean
that the park is in any way compromised; on the contrary, the presence of these
everyday features acknowledpes certain trends in youth culwure while extending

the range of uses wypically associated with parks.

Nongrograrnmed wse. Equipping the surface with services and furnishings that
can be appropriated and meodified by the public enables a diverse and flexible
range of uses. Instead of comprising elements serving only one function, a
design that can accommodate many functions is both economical and enriching
of social space. Eduard Bruand Adriaan Geuze are two designers who are espe-
cially interested in making things and places that are indeterminate in their
functions and thereby allow their users to invent and claim space for themselves,
Such investment by the users subsequently ensures a long and affectionate

occupation of public space,

Impermanence. Program and function are, perhaps, the most changeable aspects
of any city. Necds and desires can change overnight, and city administrators

must be able to respond quickly without massively overhauling entire tracts of
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fand. Designing to create an indeterminate and propitious range of affordances
replaces the traditional fascination of designers with permanence with that of
the temporal and dynamic. The OMA projects at la Villette and Mehun-Senart
offer not only a designed landscape bur also a framework capable of absorbing
foture demands without diminishing the integrity of the project. Indeed, the
integrity of the project is predicated upon such changing demands, juxtaposing

conditions as a great montage of effects.

Movement. In popular culture, the instruments and spaces of mobility—espe-
clafly the automobile and the freeway—have provided new sites of collective
life. A real challenge to urban design is to accept that infrastructure is as impor-
tant to the vitality and expericnce of the contemporary metrepolis as the rown
hall or square once was, At the Ronda de Dalt, Bernarde da Sola egploited the
section of the site to create a new and public type of urban corridor, collecting,
distributing, and connecting a great range of users and functions. As we mave
into the rwenty-first century, one of the primary roles of urban design will be the

reworking of movement corridors as new vessels of collective fife.

Conciusion
The projects and ideas discussed above address the complexity and density of
reconstructing cities and landscapes woday. The emphasis is on the extensive
reviorking of the surface of the earth as a smooth, continuous matrix that effec-
tively binds the increasingly disparate elements of our environment together.
This synthetic form of creauvity draws from all of the traditional disciplines of
landscape architecture, architecture, urban planning, and engineering. The
conditions these practices engage—mobility, density, congestion, instability—
demand new techniques of practice, new modes of representation, and new
kinds of discussion and conceptualization. Such activities can no longer be said
ta apply only to peripheral and deselict sites, a5 now even the most wraditional
city centers involve the same issues. Cities everywhere are competing to retain
investment, capital, tax basce, popularion, infrastruerure, and amenities. The
function of design is not only to malke cities atiractive but also 1o male them
more adaptive, more fluid, more capable of accommodating changing demands
and unforeseen circumstances,

We are witnessing a recovery of certain landscape themes and techniques
that seem to have particular applicability to these problems. First, of course,

landscape is the horizontal and continuous surface, the field that is best appre-
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hended in maps and plans. Here, plans are of particular significance because
they organize the relationships among parts and activities; all thinps come
together on the ground. But a second use of landscape is the attention it draws to
processes of formation and thus to issues of temporality, ef?icg_cy,_fnd“change.
‘That many landscape architects study and are inspired by ceology is especially
significant here, for ecology addresses the interrelationships of parts and
dynamic systems.”

Also, landscape architects are taught early on to appreciate larger regional
scales (watersheds, ecosystems, infrastructures, and settlement patterns, for
instance) as well as understanding smaller, more intimate places as part of the
larger framework. The surfaces they see are not just visuel patterns but more
mutable and thickened topographies, systemic and alive. If landscape architec-
wre has been thought of as merely an art of amelioration, of secandary signifi-
cance to buildings and urban planning, then today it finds itself assuming a
more relevant and active role in addressing the regional and ecological gues-
tions that face sociery—questions about place. time, ant process,

In the aftermatl of the 1980s building boom, the potential and significant
field of action today is less the design of monuments and master plans than the
careful modification and articulation of the urban surface. The surface is
manipulated in two ways: as planar folds and smooth continuities, and as a ficld
that is grafied onto a set of new instruments and equipment. In cither case, the
surface becomes a staging ground for the unfolding of Future events, The surface
is not merely the venue for formal experiments but the agent for evolving new
forms of social life. . )

The projects described above suggest how the surface may supporr future
buildings and programs. Perhaps the synthesis of landscape, architectural, and
wrbanistic skills into a hybrid form of practice may allow for the invention of
newly supple and reflexive built fabrics, new landscapes.™ Such dynamic sur-
face structurings may be the only hape of withstanding the excesses of popular
culture—restless mobifity, consumption, density, waste, spectacle, and infor-
mation—while absorbing and redirecting the alternating episodes of concen-
tration and dispersal caused by the volatile movement of investment capital and -

power.

Notes
Twould like to thank James Corner for his meny suggestions in finalizing this essay.
1 Many of the themes surrounding the shifi from object to surface wore presented and
" discussed in & symposium and exhibition ealled “Cityscape: The Urban Surface,”
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Jorge Fondebrider (2012).

Prbélogo en Tentativa de agotamiento de un lu-
gar parisino.

Barcelona: Editorial Gustavo Gili.

Tentativa de Perec

Parte sustancial de la obra de Georges Perec puede
ser considerada como el trabajo de un cronista. Pienso
en Plinio, en Herodoto, en Tdcito, en Julio César, en
Marco Polo, en Bernai Diaz del Castillo, en el Inca
Garcilaso o en Concolorcorvo para citar apenas algunos
ilustres ejemplos que lo anteceden en Ia tarea de
explorar, describir y nombrar el espacio y lo que lo
puebla, asi como las maneras de llevar a cabo este
poblamiento. En la mayoria de los autores menciona-
dos los nombres de animales, plantas, pueblos, cos-
tumbres, objetos, trayectorias e itinerarios permiten
dejar sentadas las bases de lo que mds adelante vamos
a llamar zoologia, botdnica, etnologia, historia y todas
las otras ramificaciones que constituyeron lo que, durante
miicho tiempo, se entendic por saber. La diferencia, no
obstante, radica en que Perec —que escribe en la
Francia de Braudel y de Lévi-Strauss— nombra y
describe para sus lectores no ya realidades ajenas,
distantes en la geografia y, en ocasiones, en el tiempo,
ni los hechos de hombres célebres, sino la realidad mds
tangible, la que puede ser corroborada por quien lee con
sdlo abrir la puerta de su casa y salir, o ni siquiera: a
veces basta com la observacion, el mero recuerdo, la in-
trospeccion.

E] espacio de Perec es, entonces, “nuestro” espacio;
los datos que de él obtenemos son “sus” datos (los de
Perec, gue en todo momento deposita una singular
carga autobiogrdfica en todo lo que escribe), pero nos
sirven por analogia. En su proyecto (y conviene desta-



car aqui que Perec —como buen francés— es un escritor
que proyectaba muy racionalmente lo que escribia)
destaca la voluntad de establecer una antropologia del
hombre contempordneo. Para ello se propone (segin
hace constar en el breve ensayo ‘;Aproximacion a
qué?”, un trabajo que, a modo de declaracion de prin-
cipios o Justificacion, abre el pequerio volumen L’infra-
ordinaire), “Interrogar lo que tanto parece ir de suyo
que ya hemos olvidado su origen. Volver a encontrar
algo de la sorpresa que podian experimentar Jules
Verne o sus lectores frente a un aparato capaz de
reproducir y de transportar los sonidos. Porque esa
sorpresa existié, y miles de otras, y son ellas las que nos
han modelado.”

Si bien este propdsito data del comienzo de la
actividad de Perec como escritor, puede afirmarse que,
a pesar de la incomodidad manifiesta que le supuso
teorizar sobre su labor, ésta se le fue haciendo cada vez
mds consciente con el correr de los afos. En “Notas
sobre lo que busco” (que abre Penser/Classer) Perec
intento una clasificacion de sus trabajos: “Si trato de
definir lo que quise hacer desde que comencé a escribir,
la primera idea que me viene a la mente es que nunca
escribi dos libros semejantes, nunca tuve ganas de
repetir un libro, una férmula, un sistema o una manera
ya elaboradas en un libro precedente. Esta versatili-
dad sistemdtica varias veces desorienté a algunos criti-
cos preocupados por volver a encontrar de un libro a
otro la ‘huella del escritor’; y quizds también ha descon-
certado a algunos de mis lectores. Me valié la repu-
tacion de ser una especie de computadora, una madquina
de producir textos. Por mi parte, me compararia mas
bien a un campesino que cultiva diversos campos; en
uno sembraria remolachas, en otro alfalfa, en un
tercero maiz, etc. De la misma forma, los libros que



(publicado por Nouvelle Revue de psychanalyse, N°
16, 1977), La rue Vilin (publicado por el periddico
L’Humanité, 1/ de noviembre de 1977), el texto ra-
diofonico Tentative de descriptions de choses vues au
carrefour Mabillon le 19 mai 1978 (publicado por el
Atelier de Création Radiophonique, N¢ 381, 25 de
febrero de 1979), y Allés et venues rue L’Assomption
(publicado en el N° 76 de la revista L’Arc, dedicado
integramente a Georges Perec).

El lector comprobard que, salvo algunas reflexiones
de cardcter mds bien general y ciertas notas de humor
—y en Perec el humor es una presencia permanente—
Tentativa de agotar un lugar parisino es apenas una
larga lista, por momentos intencionada, de lo que se ve
desde distintos lugares de la Place St Sulpice de Paris;
nuevamente una acumulacion de nombres, objetfos y
situaciones que constituyen la rutina de dos dias y
medio de vida cotidiana. Lo que ocurre es, como dice el
texto, lo que pasa cuando no pasa nada. Lo que se
nombra es lo que se ve, y lo que se ve nos lleva, por
momentos, a lo que se podria Imaginar o se Imagina.

Hecha esta prevencion —que bien puede servir para
ahorraries la lectura a quienes busquen en el texto
metafisica y drama, sexo y violencia—, considero que

Tentativa de agotar un lugar parisino es ftambién un
breve ensayo sobre la percepcion a partir de los datos
que ofrece el entorno de un barrio mds o menos céntrico
y la forma de aprehenderlos. NI mds ni menos; ni tanto
ni tan poco.

Jorge Fondebrider
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