
U
S
O
S
 
F
U
G
A
C
E
S

Carmen Espegel
Andrés Cánovas
Sálvora Feliz
Arturo Blanco
Juan Tur

Primavera
2020
Etsam P56



2

Usos fugaces 

 Los modernos defendieron la relación directa 
entre la forma y la función, bajo unas premisas 
económicas, culturales, sociales y, fundamente 
tecnológicas, muy diferentes de las de nuestra 
sociedad. Frente a lo permanente, lo profundo, 
lo estable y lo solemne ahora se valora lo 
lúdico, lo efímero, lo cambiante y, hasta 
cierto modo, también lo incoherente. Además, 
los dispositivos electrónicos nos conectan con 
celeridad y nos transforman en seres multitarea 
que consumen imágenes y actividades velozmente.

 En ese estado de ambigüedad del tiempo, lo 
efímero, lo que dura un día, nos remite a la 
fugacidad de las estables funciones con las que 
hasta ahora nos manejábamos como arquitectos. 
Lo pasajero, lo momentáneo y lo transitorio son 
adjetivos que pueblan el paisaje que inunda 
nuestro entorno. La corta duración de los usos y 
su mutable situación hace que la incidencia en 
la forma no deba ser tan clara como en el siglo 
pasado. Así, la adaptabilidad extrema absorberá 
el cambio impredecible del uso.

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

 Instalaciones artísticas como el 
interdisciplinar performance, el provocativo y 
participativo happening o las acciones musicales 
flashmob que asumen cortos tiempos de percepción 
y conceptos como simultaneidad o instantaneidad, 
estarán más próximos a los mecanismos 
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proyectuales que nos permitirán entender el 
tiempo como un vector sustancial del proyecto y 
el uso cambiante como su detonante.

 Por eso se propone un proyecto que contemplará 
la posibilidad de dar respuesta a tres usos de 
muy diversa índole y escala. Se trabajará en 
tres programas, uno por mes: vivienda, cultura 
y deporte. El proyecto será un observador 
infraestructural de un cambio de uso continuo, 
de la mutación permanente de dichos programas. 
El resultado tendrá más que ver con un soporte 
o una infraestructura que con un edificio 
monocultivo. Será un sistema, un artefacto o un 
prototipo que facilite esa transformabilidad del 
uso, más acorde con la rapidez en la que vivimos 
ahora.

Metodología de curso

El taller se transformará en un laboratorio. 
Se trabajará permanentemente en clase y los 
profesores realizarán correcciones en mesa. 

Lugar

Chamartín
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Chamartín
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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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OMA. 
Memoria: Congestion Without Matter.
Parc de la Villette.



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 Citroëns.
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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