«Too many things, too few forms»

If we consider the recent history of ar-
chitecture, we can distinguish four pe-
riods. One period that goes from 1920 to
1940; a second period which, after the
war, extends from 1945 to 1965; the third,
1965-85; and finally, from 1985, what one
could consider to be a new era. Each of
these periods has a duration of 20 years.

1920-1940. The era of modern times;
the cra of experimentation, declarations
and manifestoes.

The period 1920-40 was sustained by
hope in the development of architecture
coupled with a belief in economic deve-
lopment could be considered.

The second period, 1945-1965, corres-
ponds to a genuine expansion, both eco-
nomic and architectural, at least from the
point of view of the quantity and volu-
me of construction. This was the moment
of expansion of the peripheries, of over-
crowded centres and so many other new
problems.

It is well known that architects have
always considered themselves at the
mercy of events and that architectural and
urban thought has often slackened. Pre-
cisely for this reason, the third period I
pinpoint, that is 1965-85, is a period of
critical revision as well as economic stag-
nation. It is the period of the return to
the city and the end of the large scale plan-
ning projects. This return to the city was
emphasised further in Iraly, in 1966 when
Aldo Rossi published his book, L'Archi-
tettura della cinta. On a European level,
1968 marked a primordial urban event in
France as a result of which, in 1970, a ti-
gure of the sature of Henri Lefevre was
to write his book The Right to the City.

The seventies were characterised by
this kind of urban reflection, a reflection
in times of crisis. Let us not forget that
in 1975 one of the cases most analysed was
indeed the case of the project for the his-
torical centre of Bolugna. It;l]y. It cons-
tiruted a |0gic of recovery, of u(lmp|utiur‘u
of preservation and rehabiliatation which
by chance —although this chance is not
so surprising as it seems— found its gua-
rantee at a time of economic recession lin-
ked to the ol crisis.

On the threshold of a new era, which
1 would define as the transition into the
new century, the question posed is whe-
ther in 1985 it is possible to speak of a
project for the future of architecture. Af-
ter a period of both economic and demo-
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Si considerem la historia recent de ’arquitectura, hi podem distingir quatre etapes. Una,
que va de 1920 a 1940; una segona etapa que, després de la guerra, s’estén de 1945 a 1965,
una tercera etapa que va de 1965 a 1985, 1 finalment, des de 1985, allo que potser podriem
considerar una nova etapa. Les etapes que diferencio tenen una durada de vint anys cada una.

1920-1940. Es el temps o els temps moderns. Els temps de les experiéncies, de les declara-

cions manifestes.
Els anys compresos entre 1920 1 1940 es mantenen en una esperanga en el desenvolupa-

ment de l'arquitectura, juntament amb l'esperanga en un desenvolupament economic.

La segona etapa, 1945-1965, correspon a una auténtica expansié economica i arquitectoni-
ca alhora, a 'expansié de les periféries, a la commocié dels centres 1 a tants altres problemes nous.

Es sabut que els arquitectes sempre s’han vist superats pels esdeveniments i que el pensa-
ment arquitectonic i urba sovint ha flaquejat. Precisament per aixo, la tercera etapa que dis-
tingia, és a dir, els anys 1965-1985, és I'etapa de les revisions critiques, alhora que una etapa
d’estancament econdmic. Es I'etapa del retorn a la ciutat i del final de les grans empreses de
planificacié. Tornada a la ciutat, i cal recordar que, pel que es refereix a Italia, el 1966 Aldo
Rossi publica el llibre I arquitectura de la ciutat. A nivell europeu, 1968 constitueix un esde-
veniment urba primordial. Com a conseqiiencia d’aquest esdeveniment, a Franca concreta-
ment, el 1970, un personatge com Henri Lefevre escriura el seu llibre E/ dret a la cintat.

Els anys setanta vénen caracteritzats per aquesta reflexié urbana, que és una reflexio de
crisi. Recordem que el 1975 un dels casos més analitzats era, efectivament, el cas de la politica
del centre historic de Bolonya, a Italia. En una logica de la recuperacio, del complement, de
la conservacid, de la rehabilitacid, aquesta [ogica troba casualment —i la casualitat no és tan
sorprenent com sembla— el seu fiador en un moment de crisi economica, vinculada a la crisi
del petroli.

Al llindar d’una nova etapa, que jo qualificaria de transicié al nou segle, la qiiestio que
es planteja és saber si el 1985 es pot parlar d’un projecte de futur per a 'arquitectura. Després
d’una etapa d’estancament tant demografic com economic, la finalitat de I’arquitectura no

pot ser simplement completar una realitat, transformar una realitat ja existent; no es pot inse-
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rir simplement dins d’una logica, d’una economia d’inversio, és a dir, efectuar millors inversions.

Avui en dia ens trobem també en una situacio en qué es té la sensacié que els arquitectes
son una mica com els bons gestors de I’arquitectura, és a dir, que no pretenen transformar
les coses radicalment, siné actuar de tal manera que la inversid que facin sigui més rendible.
Falta tambeé saber en benefici de queé; de moment diré nomeés que, en la meva opinid, aquesta
situacié de recol-locacié de les inversions pot estar mancada d’impuls, de perspectiva.

Respecte a periodes anteriors, a Europa hi pot haver disparitats, oposicions, moments en
queé un pais ocupa una posicié més important en relacié a d’altres. Si agafem els anys 20-40,
la nova arquitectura a nivell europeu és internacional, tot i que pugui posseir moments regio-
nals. Tots els paisos participen en el desenvolupament de I’arquitectura a nivell europeu, Fran-
¢a, Alemanya 1 els Paisos Baixos tal vegada amb un cert avantatge. Ben al contrari, els anys
45-65, els paisos que dominaran 'escena europea seran aquells que tenen una politica de cons-
truccid publica molt activa.

Franga és important en la mesura que, juntament amb la Gran Bretanya, és el pals que
quant a habitatge ha desenvolupat la politica social, econdmicament més forta. En contrapo-
sicié a aquest fet, a partir del moment en que, als anys 65 1 85, entrem en una etapa de crisi,
podem afirmar amb tota certesa que el pais que presentara les propostes més interessants sera
Italia, a partir d’un dels esdeveniments més importants, a saber, la Triennal de Mila el 1973.

Malgrat tot, Itilia tenia alguns satel-lits: Espanya, I'Espanya de Barcelona, ’Espanya del
Pais Basc; Portugal, el Portugal de Porto; el Ticino.

A Ttalia es van renovar algunes problematiques arquitectoniques per dos motius: en pri-
mer lloc, perqué Italia havia produit una generacié d’arquitectes de transicid, a saber, els Gar-
della, els Ridolfi, Ernesto Rogers 1 aquells que es convertirien en els principals protagonistes
dels anys 65-85, Gregotti, Rossi, etc... A Franga, per posar 'exemple oposat, aquesta generacié
d’arquitectes de transici6 es va perdre en la massa de la construccio que es produl.

El segon motiu per queé Itilia esdevingué potser el pais més important del moment és,
tal vegada, que es trobava al marge, precisament, de la politica d’expansio quant a la construc-
ci6 d’habitatge social de masses. A Itilia es vivia la ideologia del pla, pero a falta de viure
la realitat del pla. Es llavors en aquells anys quan es renoven una série de qiiestions, especial-
ment les relatives a la disciplina arquitectonica. Perd em sembla que, a partir dels anys vuitan-
ta, Italia es queda sense alé. Ha donat vida a una série d’idees, perd no les ha arribat a materia-
litzar siné en comptades ocasions, especialment quant a la reflexié urbana. Que queda avui
dia del valor d’exemple de Bolonya? Es podria dir que quasi res. Actualment Italia es complau
en 'organitzaci6 de vastes confrontacions sense cap altre objecte que les exposicions. El 1985,

la situacié resta oberta, ’hegemonia italiana ha disminuit, assistim a una mena de pluricen-

graphic stagnation, the goal of architec-
ture cannot silnply be Lo CU""PlElL‘ a
rca]ity, trﬂnsform an alrcady CXiS[iﬂg rea-
]ity; it cannot simply insert itself into a
logic, into an investment economy, and

make better investments.
Today we are also in a situation in

which one has the impression that archi-
tects are a little like good administrators
of architecture. They do not propose to
transform things radically, but rather act
in such a way that the investment made
should be as profitable as possible. It still
has to be seen also who or what will be-
nefit from this investment; but for the
moment 1 shall just say that this situation
of redistributing investments may lack
impulse and perspective.

In Europe, as regards the previous si-
tuations there may have been disparity,
opposition, moments in which one
country was more important than others.
If we take the period from the 20s to the
40s, the new European architecture was
international. Although this internatio-
nalism may have had regional accents,
every country participated in the evolu-
tion of architecture on a European level
with perhaps France, Germany and the
Netherlands slightly in the lead. On the
other hand, between the years 1945 and

1965 the countries which were to domi-
nate the European scene were those with
a very active public building policy.

France was important in that, toget-
her with Great Britain, it was undoub-
tedly the country which, in terms of
housing, developed the strongest socio-
economic policy. In contrast, from the
moment when, in the period between
1965 and 85, we entered into a period of
crisis one can say without fear of contra-
diction that the country that was to put
forward the most interesting proposals
was Italy, as witnessed in the 1973 Milan
Triennial, one of the most important
events in the field.

Italy nevertheless had a few satellites:
Spain, the Spain of Barcelona, the Spain
of the Basque Country; Portugal, the Por-
tugal of Oporto; and Ticino.

In Iraly certain architectural problems
from the past were tackled once again for
two reasons: in the first place, because
Italy had produced a generation of archi-
tects of the transition: the Gardellas, the
Ridolfis, Ernesto Rogers, and those who
were to become the main protagonists of
the 65-85 pcriod: Grcgmti, Rosst, etc. In
France, the opposite case, this generation
of architects of the transition was lost in
the mass of construction that took place.

A second reason to explain Iraly’s im-
portance at the time may be precisely be-
cause it was far from a policy in favour
of construction of mass housing. It was
the ideology, as opposed to the reality, of
the plan that was lived in laly. It was du-
ring those years that a series of questions
was posed once again, especially those re-
lated to the discipline of architecture. |
believe, however, that as from the eigh-
ties ltaly has been left breathless. Life has
been given to a series of ideas, but they



have taken material form only in a few
cases. Especially regarding urban reflec-
tion, what is left today of the value of the
example of Bologna? One might say prac-
tically nothing. These days Italy delights
in organising vast confrontations with no
other purpose in mind except exhibitions.
In 1985, the situation is clear: Italian he-
gemony has decreased and we are witnes-
sing a kind of generalised pluricentralism,
It is perhaps this very circumstance that
allowed such a figure as Kenneth Framp-
ton to speak, some time ago, of critical
regionalism, from the moment when lea-
ders disappeared from the foreground to
be replaced by their disciples and those
who formed part of their circle.

It is from this point of view that Spain,
in my opinion, occupies a very special po-
sition. It is the country where, at the mo-
ment, architecture is richest and most
abundant and is not limited to the pro-
duction of a handful of architects who
might form a school. Spain is not Tici-
no, where there are practically no more
than four well known architects; Spain
is not the Portugal of Oporto, where ev-
erything revolves around one single figu-
re, Alvaro Siza. Furthermore, Spain like
Italy, has its masters of the transition, be
the Coderch, Oiza, de la Sota or, closer
to the present, Rafael Moneo or Oriol Bo-
higas.

I believe we are witnessing a re-analysis
of the architectural discipline; a falling
back on the realism and the pragmatism
of the profession, and in this sense Spain
may represent this position of proximity
in quite an explicit way. While lecturing
I-Ur “Quﬂdf.‘l‘nﬁ" some two yC:lrS ﬂgD' i e~
fered to this situation in which architec-
tural thought and practice are closely re-
lated. Given this state of affairs, I believe
it should not be considered negative the
fact that Spanish architecture is thought
Df as [hﬂ' ]'L'Su]t Of EXCL'“[‘UI Crﬂf[sﬂlﬂn’
ship. It is rather a sign of the beginning
Df a rCCanuCSt Which undoutedly 11515
many hidden dangers. This reconquest of
the discipline had been one of the objec-
tives of Italian reflection during recent
years: architecture as a private cultural
field, as a discipline that requires know-
ledge and as close a relationship as possi-
ble with a history of architecture.

However, this analysis of the discipli-
ne runs the risk of being very limited if
we speak too much about the autonomy
of architectural discipline, compared to
a history of work, of the profession, as
Manfredo Tafuri has stated.

Architecture as a protession inevitably
places the architect in the position of
craftsman rather than that of artist. The
architect as craftsman works within the
limits of an unchanging world, a world
of stagnation. It is not surprising, there-
fore, that this idea of the architect-
craftsman should harmonise with the
search for comfortable models for the pre-
sent, since to be a craftsman, to know
one’s own trade, is to master a technique
and certain manufacturing processes. The
trade is the order of the comprehensible,

trisme generalitzat. Es potser aquesta circumstincia el que ha permés a algti com Kenneth
Frampton parlar, des de ja fa cert temps, de regionalisme critic. Es a partir del moment en
que els dirigents desapareixen del primer pla quan sorgeixen aquells que estaven en la seva
orbita per passar a ocupar la seva posicié.

I des d’aquest punt de vista, Espanya ocupa, segons la meva opinid, una posicié molt espe-
cial. Es el pais on Pactualitat de la produccié arquitectdnica és més rica, més abundosa i no
queda limitada a la produccié d’uns quants rars arquitectes que formarien una escola. Espan-
ya no és el Ticino, on practicament no hi ha més que quatre arquitectes coneguts. Espanya
no és el Portugal de Porto, que s’agrupa al voltant d’una sola personalitat, Alvaro Siza. I d’al-
tra banda, Espanya, com Italia, té els seus mestres de transicid, ja siguin Coderch, Qiza, de
la Sota o, més propers a nosaltres, Rafael Moneo o Oriol Bohigas.

Assistim, em sembla, a un replegament disciplinat, a un replegament sobre el realisme,
sobre el pragmatisme de la professié. I en aquest sentit Espanya pot representar bastant expli-
citament aquesta posicio de proximitat. Fa dos o tres anys, quan “Quaderns” em va fer I’ho-
nor de convidar-me a una conferéncia, és el que vaig denominar una situaci6 en la qual es
contemplava I'arquitectura en una relacié de proximitat a l'ofici. Aixi, doncs, em sembla que
no s’ha de considerar com una qualitat negativa el fet que I’arquitectura espanyola sigui consi-
derada com el resultat d’un excellent treball artesanal. Es més aviat el senyal del desenllag
d’una reconquesta disciplinada que oculta, sens dubte, molts perills. Aquesta reconquesta dis-
ciplinada havia estat un dels objectius de la reflexié italiana dels darrers anys: 'arquitectura
com a camp cultural particular, com a disciplina que suposa un coneixement, un saber, que
suposa també una relaci6, tan propera com possible, amb una historia de I'arquitectura.

Pero aquesta reconquesta disciplinaria pot portar a un replegament sobre si mateixa si par-
lem massa d’autonomia de la disciplina arquitectonica, comparada amb una historia del tre-

ball, de la professid, com ha afirmat Manfredo Tafuri.

Larquitectura com a professio porta irremissiblement a plantejar I’arquitecte com a artesa
abans que com a artista. L'arquitecte com a artesa delimita un mén que no canvia, en estanca-
ment. No és sorprenent que aquesta idea de 'arquitecte-artesa trobés les aspiracions tran-
quillizadores del moment, donat que ser artesa, conéixer el propi ofici vol dir dominar una
técnica 1 uns procediments de fabricaci6. Lofici és 'ordre d’allo que és comprensible, d’un
saber racional o racionalitzable, que podem compartir.

Un exemple d’aquesta reflexio sobre 'arquitecte-artesa, vaig sentir-la fa poc en una confe-
réncia que oferia Aurelio Galfetti a Paris, que presentava les seves obres i també la situacid
del Ticino. Galfetti unia explicitament tres coses: I’arquitectura com a professié, 'arquitecte-

artesd més que no pas artista i el fet que —deia ell— no es neix arquitecte, siné que I'arquitecte
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es fa, adquireix la competéncia per a ser-ho.

Un altre cas que inclouria en aquesta giiestio de I'arquitecte-artesa, encara que quedi llunya,
¢s de plena actualitat: la qliestio de arquitectura High-Tech. L'objectiu de persones com Renzo
Piano o d’un enginyer tan important com Peter Rice, no és desenvolupar altes tecnologies,
sind més aviat obtenir una utilitzacié gairebé artesanal, més que una utilitzacié d’alta tecno-
logia. Aquesta actitud artesanal de I’arquitectura amaga, evidentment, diversos perills a part
del fet de tancar-se o limitar-se a "anica disciplina de la professio.

El primer perill, al qual m’acabo de referir, és el perill anacronic que fa que amb freqiien-
cia escoltem de boca dels arquitectes: «|’artesania es mor, I'artesania és a punt de desaparéixer».
Que els artesans, els auténtics, son com vells aristocrates de la feina. I no és sorprenent que
el tema de 'artesania se’l relacioni forgosament amb el regionalisme, dins d’un sistema de li-
mitacions relatives.

El segon perill d’aquesta consideracié referent a I’arquitecte-artesa consisteix a concedir un
lloc preponderant a I'empremta individual, a la ma del qui executa, perque en cada objecte
produit es reconeix l’artesa per una série de signes, d’habilitats manuals. Larquitectura, des
d’aquesta optica, pot convertir-se en una iconografia.

Es compreén llavors la posicié d’un personatge com Rem Koolhaas quan reclama allo que
anomena una arquitectura del que és neutre, anonim, en la qual I'empremta queda esborrada,
no és impositiva, on la preséncia de I'arquitecte es torna discreta.

Quan Rem Koolhaas planteja d’aquesta manera el seu treball arquitectonic, el planteja també
en un aprofitament d’una arquitectura moderna, contemporania, ordinaria, comuna. I és pre-
cisament la ra6 per la qual als anys vuitanta hem pogut assistir, em sembla, a una mena d’efer-
vescencia de les singularitats, a una mena de concurréncia liberal en I'era de la mediatitzacié
de l'arquitectura.

Es una situacié clarament estranya per a l'artesania, perqué en lera de la mediatitzacié,
la imatge de I'arquitectura resulta ser més important que la mateixa arquitectura en la seva
realitat construida. Perqueé 'arquitectura es creu en l'obligacié de ser fotogenica.

Una conseqiiéncia més d’aquesta efervescéncia de les singularitats és la ampul-lositat dels
signes. Només cal veure dos exemples de I'arquitectura internacional: Ricardo Bofill i Arata
Isozaki. Apunten clarament a I'arrogancia, a I'agressivitat publicitaria. Arriben a una mena
d’obscenitat i pot ser que al final ens cansem de coneixer la intimitat dels individus, la intimi-
tat de les seves obsessions. El final d’aquesta efervescéncia de singularitats seria convertir I’ar-
quitectura en un art decoratiu, per erudit i cultivat que aix6 fos. A nivell internacional, la
situacié correspon a una abséncia de moviments, a part d’allo que alguns volen reconeixer

com identitats regionals. En aquest cas recordo una vegada més les paraules de Kenneth Framp-

rational knowledge that we can all share.

One example of the reflection on the
architect-craftsman I heard a short time
ago in atalk given by Aurelio Galfetti in
Paris, in which he presentud his own
‘\\’Ol'l’(S ﬂﬂd HISO SPDk(.' aboul LhL' Siluali(}n
in Ticino. Galfeuti brought three things
explicitly together: architecture as a pro-
fession; the architect-craftsman rather
than artist; and the fact that —so he said—
no one is born an architect but, rather,
an architect is made. He acquires the skill
to become an architect.

Another case that I would place with-
in the context of the architect-craftsman,
although at a somewhat further remove,
is, in fact, very much part of today’s scene:
the question of High-Tech architecture.
The aim of people such as Renzo Piano
or an engineer of the standing of Peter
Rice is not to develop high technologies
but rather to obtain an almost crafts-
manlike use. This craftsmanlike approach
to architecture doubtlessly conceals dan-
gers apart from that of shutting onesclf
up in a single discipline of the profession.

‘I'he hirst danger, to which I have just
referred, is the anachronical one which
makes so many architects say, “Craft-
smanship is dying; craftsmanship is about
to disappear”, that craftsmen, genuine
craftsmen, are like old aristocrats in the
field, and it is not surprising that the sub-
ject of craftsmanship should become ine-
vitably related to regionalism, within a
system of relative limitations.

The second danger inherent in this
consideration regarding the architect-
craftsman lies in granting a predominant
place to the individual stamp, to the hand
thﬂt executes, bCCRUSE J‘l'] Hac}] Ubicci i[ ].S
possible to recognise the eraftsman by a
series of signs and manual skills. Occasio-
nally this can become intolerable and ar-
chitecture converted into a kind of ico-
nography, a permanent representation of
the architect who created it.

It becomes possible then to understand
the position of figures such as Rem Kool-
haas when he makes a claim for what he
calls neutral, anonymous architecture in
which the personal stamp is obliterated
and the architect keeps a low protile.

When Rem Koolhaas poses thus his ar-
chitectural work, he does so also in fa-
vour of a modern, contemporary, ordi-
nary, common architecture. And this is
precisely the reason why, in my opinion,
we are witnessing in the eighties a kind
of effervescence of particularities, a kind
of liberal concourse in the era of the me-
diatisation of architecture.

This clearly represents a strange situa-
tion for the crafstman because, in the era
of mediatisation, the image of architec-
ture becomes more important than archi-
tecture itself as a constructed reality. Ar-
chitecture believes it has to be photogenic.
Yet another consequence of this efferves-
cence of particularities is a certain pom-
posity of signs. One only has to look at
two examples of international architec-
ture: the work of Ricardo Bofill and Arata



Isozaki, in which one cannot help noti-
cing arrogance, the aggressiveness of ad-
vertising, until a kind of state of obsce-
nity is reached and finally one becomes
tired of knowing so much about the pri-
vate life and obsessions of individuals. The
final result of this effervescence of indi-
viduality would be to make architecture
into a kind of decorative art, however
scholarly or refined it may be. On the in-
ternational level, this situation corres-
pands ta a a lack of movements, leaving
aside what some would consider to be re-
gional identities. In this case once again
I recall the words of Kenneth Frampton
on the identity of schools.

What, then, is it that characterises the
period now beginning; the period of ef-
fervescence of individualities? We can
consider it a symptom of the fact that the
world of architecture has not ended, that
it cannot remain confined within the li-
mits of craftsmanship or decorative arts.
Architecture must continue being an ar;
the production of forms that must once
again give sense to reality.

We might simply set down large-scale
distinctions: for example, the contrast bet-
ween an architectural process and archi-
tectural work considered at its conclusion,
in its finitude. This is the position of Mies
van der Rohe.

The other direction might be to con-
sider the work as unfinished, its termi-
nation being always provisional. This po-
sition, which is not traditional, we might
say is defended by people such as Eisen-
main and Tschumi; it is also the posture
of Rem Koolhaas.

Deconstruction-construction:  these
two antithetical dimensions are never to-
tally absent from any project, whatever
its nature may be. This is one of the few
possibilities of an era of transition, in
which it 1s possible to consider only in-
dividual works and their own coheren-
ce. The architect is like an authar who,
in relation to his work, possesses his own
private rationale.

The development of a work allows us
to understand it, situate it. However, for
every coherent work, how many are there
that find their ruisorn & étre outside them-
selves, in the influences they receive from
a multitude of horizons, from works we
would be perfectly justified in calling cha-
meleonic?

As far as | am concerned, to be inte-
rested in individual coherence is not to
remain permanently locked inside the
strictly private dimension of each indivi-
dual, but rather to examine what can go
beyond this. To stay inside individualism
is to become lost in the multiplicity of
phenomena. Nevertheless, there always
exist too many things for one single lan-
guage to express. “There are toe many
things and too few forms’; as Gustave Flau-
bert said in reference to literary produc-
tion, but which, in my opinion, could be
applied equally well to the present situa-
tion in architecture. Gustave Flaubert sta-
ted, immediately afterwards and referring

ton o les identitats d’escoles.

Llavors, ¢que caracteritza el periode que s’obre, el periode d’efervescéncia de les singurali-
tats? El podem considerar com un simptoma del fet que el mén de I'arquitectura no esta con-
clos, que no es pot quedar en els limits de I'artesania o de I'art decoratiu. Uarquitectura ha
de seguir sent un art, I'arquitectura és produccié de formes que han de tornar a donar un
sentit a la realitat.

Podem simplement establir unes grans distincions, per exemple, una oposicié entre un
treball arquitectonic i 'obra arquitectonica, considerada en la seva conclusié, en la seva fini-
tud. Es la posicié de Mies van der Rohe.

Laltra direccié seria un treball en qué I'obra fos considerada com a inacabada, en un acaba-
ment sempre provisional. Aquesta orientacio del treball, que no és tradicional, podem dir
que és defensada per persones com Eisenmann, per Tschumi. Es també la posicié d’un perso-
natge com Rem Koolhaas.

Deconstruccio-construccid, aquestes dues dimensions antitétiques mai no estan totalment
absents d’un projecte del tipus que sigui. Es una de les poques possibilitats d’una etapa de
transicio, en queé ja només es poden considerar les obres individuals i la seva coheréncia. Lar-
quitecte é com un autor que posseeix, en relacid amb la seva obra, una racionalitat particular.

El desenvolupament d’una obra permet comprendre-la, situar-la. Perod, per molt poques
obres coherents, ¢quantes tindran la seva ra6 de ser fora de si mateixes, en les influéncies que
reben de multiples horitzons, obres a les quals podriem anomenar ben bé com de camale6?

Interessar-se per les coherencies individuals és, per a mi, en definitiva, no quedar-se en la
dimensioé estrictament singular de cada individu, sin6 voler examinar que és allo que el sobre-
passa. Quedar-se en 'individualisme és perdre’s en la multiplicitat dels fendmens. Ara bé, sempre
existeixen més coses que aquelles a les quals un llenguatge pugui donar comptes. «Hi ha massa
coses 1 insuficients formes». Va ser Gustave Flaubert qui pronuncia aquestes paraules a propo-
sit de la produccid literaria que, en la meva opinié, poden aplicar-se també a [actual situaci6
de l'arquitectura. Gustave Flaubert afirma, a continuacié d’aquesta frase, parlant de la critica
literaria: «S°ha de fer critica literaria —cito textualment— com es fa historia natural, amb ab-
sencia d’idees morals». «No es tracta de declamar sobre aguesta o una altra forma, sind d’exposar
en queé consisteix, com es relaciona amb una altra i per que viu.

«Massa coses, insuficients formes». La forma, per Flaubert, es troba més enlla de la indivi-
dualitat, de la singularitat, més enlla de I’afirmacié personal de I'artista, és la concretitzacid
d’una problematica d’escriptura; 1 per tal de posar un exemple que em sembla molt explicit,
parlaré de Mies van der Rohe. Segons la meva opinio, la seva arquitectura déna testimoni del

mateix que deia Flaubert, per al qual —cito textualment— «el piblic no ha de saber res de nos-
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altres. Les prostitucions personals, en art, m’indignen. Lautor, en la seva obra, ha de ser com
Déu a Punivers: present a tot arreu, visible enlloc. Lefecte, per a l'espectador, ha de ser una mena
d estupefaccion,

Mies van der Rohe és el mateix. D’altra banda, va ser ell qui va dir: «Déu es troba en el
detall». Mies és la despersonalitzaci6 de I'arquitectura, amb una arquitectura que només podia
haver estat feta per una personalitat extraordinaria, Mies és a tocar de la universalitat. La indi-
vidualitat del personatge ja no té cap importancia, simplement aquest conserva un poder de
fascinaci6. Cito Flaubert: «El gue em sembla bonic, el que m'agradaria fer és un llibre sobre
no res, un llibre sense lligams externs que se sostindria per si mateix, per la forca interna de lestil.»

Es evident que el Pavelld de Barcelona és un llibre sobre no res, que el Museu de Berlin
és un llibre sobre no res. Aquestes obres son vertaderament I’afirmaci6 de la forca interna
d’un estil.

A proposit de Flaubert, esmentaré un altre escriptor, Marcel Proust, que va escriure un
article extraordinari sobre l'estil de Flaubert, un dels poquissims articles que dedica a un es-
criptor. Marcel Proust insisteix en la virtut purgativa, exorcitzant de la imitacié. Diu: Cal
fer una imitacio voluntaria. I ell mateix fa una imitacié de Flaubert, per a després poder tor-
nar a ser original, no fer tota la vida imitacions involuntaries.

Hem d’actuar de manera que la comprensio de les obres sigui de tal forma que no ens
porti a fer una imitacié qualsevol, i, ben al contrari, anar més enlla d’aquesta comprensid,
cap a la produccié d’una nova arquitectura.

He escollit I'exemple de Mies van der Rohe per destacar que més enlla de la particularitat,
de la individualitat, ell abastava un determinat nombre de caracters que podem qualificar d’uni-
versals.

Mies supera radicalment el particularisme de tota artesania. No es queda crispat, efectiva-
ment sobre I'afirmacié de la personalitat, per restituir a 'arquitectura més valor de llenguat-
ge. Larquitectura no esta feta inicament per respondre a programes. Ha de fer descobrir mons,
1 en aixo consisteix el seu valor com a art. La seva dimensio utopica de proposta és el que,
necessariament, li fa recuperar una dimensié social que ha perdut, per replegar-se constant-
ment a una finalitat d’arquitectura artesanal.

Dimensié social i, per tal d’evocar un altre arquitecte, Le Corbusier. Es evident que la seva
arquitectura no pot ser considerada simplement en si mateixa, siné que nomeés pot entendre’s
a partir de]l moment en qué examinem aquesta dimensié de proposta utopica 1 social per a
'arquitectura. Dues qiiestions que afecten I’arquitectura: I'arquitectura com a llenguatge, com
a enunciaci6 d’una coheréncia individual que ha de concernir els problemes universals; 1 per

altra part també, seguint Le Corbusier, ’arquitectura entesa com a repte social, és a dir, com

to literary criticism, “Literary criticism™
—and I quote— “must be like natural his-
tory, devoid of moral preconceptions. (...)
It is not a question of speaking out in fa-
wvour ﬂfar against this or !?]Jatfumr, but ra-
ther of showing of what it consists, how it
velates to another, and why it is alive.”

“Too many things; too few forms”
Form, for Flaubert, goes beyond indivi-
duazlism, singularity, beyond the personal
statement of the artist. It is the specifica-
tion of a problem of writing, and by way
of what I consider a highly explicit exam-
ple, I shall speak of Mies van der Rohe.
As Isee it, his architecture exists to bear
witness to what Flaubert said, for whom,
and I quote, “The public should know no-
thing of us. Personal prostitutions in art en-
rage me. The author, in his work, must be
like God in His universe: present everywhere
but visible nowbere. The effect, for the ob-
server, must be a kind of stupefaction.”

Mies van der Rohe is the same. Besi-
des, it was Mies who said, “God s in de-
tails”. Mies is the depersonalisation of ar-
chitecture that could only have been
produced by an extraordinary persona-
lity; he borders on the universal. The in-
dividuality of the person no longer has
any importance; it simply preserves a po-
wer to fascinate. To quote Flaubert once
again, “What seems to me a beantiful idea,
what I should like to do, is to write a book
about nothing, a book without exterior
borids, that would stand up on its own by
virtue of the inner strength of its style.”

It is evident that the Barcelona Pavi-
lion is a book about nothing; the Berlin
Musenm is a book about nothing. They
are. indeed, the affirmation of the inner
strength of a style.

In connexion with Flaubert, I shall
quote another writer, Marcel Proust, who
wrote an extraordinary article on Flau-
bert’s style, one of the few articles he de-
voted to another writer. Marcel Proust
insists upon the exorcising, purging vir-
tues of imitation, He says, “A wvoluntary
imitation must be made.” And he himself
imitates Flaubert in order subsequently
to be original again and never again make
involuntary imitations.

We must act in such a way that our
understanding of works is such that we
do not make any kind of imitation, but
rather, on the contrary, go beyond this
comprehension towards the production
of a new architecture.

I have chosen the example of Mies van
der Rohe to point out that beyond parti-
cularity, beyond individuality, he achie-
ved a determined number of characteris-
tics that we could define as being
universal,

Mies radically overcame the individua-
lity of all craftsmen. Indeed, far from cling-
ing obstinately to the affirmation of the
personality, he gave architecture more va-
lue of vocabulary. Architecture is not
made only to respond to programmes; it
must make us discover worlds, and here-
in lies the value of its art. Architecture’s
Utopian dimension is what of necessity



will allow 1o recover the social dimension a valor de proposta, quan actua efectivament per transformar el mon.
lost by constantly restating its fidelity to

craftsmanlike processcs. : Es evident que el perfode comprés entre els anys 45-65 ha privilegiat la dimensio social
I should like to evoke another archi-

tect, namely Le Corbusier. It is evident > # T - ; s 5 2

o i s el Siem s de l'arquitectura, mentre que al contrari, l'etapa de 65-85 ha afavorit la dimensi6 de Iarquitec-

red simply in its own right, but rather in
connexion with the time when we exa-
mine the dimension of Utopian social
proposals for architecture. Two questions
directly affecting architecture; architectu- 5 . . s
re as a language, as the enunciation of an reflexionar sobre la seva p0551ble combinacio.
individual coherence that must concern
universal problems; and on the other
hand, that of Le Corbusier, architecture
understood as a social challenge; in other
words, as the value of proposal, when it
works effectively to transform the world.

Evidently the period between 1945 and
1965 gave privilege to the social dimen-
sion of architecture while, in contrast, the
1965-85 period has favoured the dimen-
sion of architecture as a language.

At the moment I believe that the si-
tuation requires these two clements be
combined. This possible combination
should for us be a subject of reflection.

tura com a llenguatge.

Actualment, crec que la situacié exigeix que es conjuguin aquests dos elements. Hem de
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