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1. EL BOOM DE
L'ARQUITECTURA

Probablement avui dia la gent s’interessa per |'arquitectura
més del que ho havia fet en qualsevol altre periode de la

1. THE BOOM
OF ARCHITECTURE

Today probably more people are interested

in architecture than ever before in the course of history.

This is gratifying but not necessarily
an advantage. Architecture has become a cultural

historia. Aixo és afalagador, perd no comporta

necessariament cap avantatge.
L‘arquitectura ha esdevingut una industria cultural, amb els
seus mercats i els seus consumidors, com qualsevol altra
inddstria cultural.
No obstant aixo, quan parlem d'arquitectura la situacié és
una mica més complicada que quan ens referim a altres béns
de consum, ja que |'arquitectura encara manté una esfera
hegeménica que, en part, la situa fora de |'abast
T ; ; del mercat. Aquesta esfera hegemonica inclou la
transformacié del poder i del sentimentalisme de
la cultura occidental en simbols.
Aquesta transformacio del poder és estretament
relacionada amb el client que encarrega un
edifici. Encarregar arquitectura i ser-ne
responsable encara és un acte arcaic de fundar,

industry, with its markets and consumers like any other
cultural industry. Only the situation is a little more
complicated with architecture than with other consumer

goods, for it still has a hegemonic sphere which partly
puts it out of reach of the market.
This hegemonic sphere is the symbolisation of power

and the sentimentality of Western culture.

The symbolisation of power is closely
linked to the client who commissions a
building. Commissioning architecture
and being responsible for it is still an
archaic act of founding, of establishing
an existence, whether in the case of

Hermann Pitz. “Héuser”, 1979.

politicians and impressive public
buildings, heads of a business group and
a new administrative building, or in the

case of a family and their single-famil 5 T S
pid Eng g d’establir I'existéncia, tant en el cas dels politics i

els impressionants edificis publics o els
responsables de grups empresarials i la
construccio d'un nou edifici administratiu, com en
el cas d'una familia i el seu habitatge unifamiliar.
Especialment en les feines menors, com ara la

house. Particularly in the case of small
tasks like a single-family house,
architects are always faced with this
issue of power within the client's family.
The sentimentality of Western culture is
its belief in architecture as the "mother

of all arts”. The architect as a “creator of construccié d'un habitatge unifamiliar, els
arquitectes han de resoldre la qgiiestié del poder
dins els limits de la familia del client.

El sentimentalisme de la cultura occidental és la

space”, a "seer of the third dimension”,

is still regarded as an artist in possession
of special knowledge and a special

tradition. A position which was already
concepcid de |'arquitectura com la “mare de

totes les arts”.
L'arquitecte, en tant que “creador d'espai”, com
a "visionari de la tercera dimensid”, encara es

shaken by Modernism, or rather by the
‘new architecture” of the twentieth
century and is currently in a state of
increasing dissolution. The architectural
boom has certainly given new
significance to the symbolisation of
power. The further fate of architecture
and its relationship to Western culture
must be viewed ambivalently.

considera un artista en possessio d'un
coneixement i d'una tradicio especials.
Una posicid que ja va trontollar amb el moviment

symbolisation of power
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modern, o més aviat amb la “nova arquitectura”
del segle XX, i que actualment és en procés de
desaparicio.

De fet, amb el boom de I'arquitectura, la
transformacié del poder en simbol ha adquirit un

Q;Oba[ phEtit'bc’”'ieo’bs CD"T”TZ’ C"f:t:’e nou significat. El futur de I'arquitectura i els seus
that architecture has been linked wit

furniture and fashion, with lifestyles and

P. Johnson, cover of Time magazine.

The yuppie architecture of the eighties and its

“Architecture as a cultural industry” also
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provides the framework for the
possibility of architecture as "random
furnishing”. It is in keeping with the new

lligams amb la cultura occidental s'han d’enfocar

d'una manera ambivalent.
“L'arquitectura com una indUstria cultural” també
proporciona el marc per a la possibilitat de considerar

trademarks. There is no longer that “culture of the true

and genuine” championed by the educated bourgeoisie

with its accepted values and correct, culturally binding

I'arquitectura com a “moblament disposat a |'atzar”.

El fet de seguir les pautes de la nova cultura mundial de
consum de la petita burgesia ha comportat la unié de
I'arquitectura amb el mobiliari, la moda, els estils de vida i
les marques. Ja no existeix aquella “cultura de
|'autenticitat”, encapgalada per |la burgesia culta, amb els
seus valors establerts i les solucions culturalment acceptades
i correctes. L'arquitectura ha esdevingut una mena de
moblament que es pot comprar en qualsevol moment,
independentment de |'estil.

Agquests articles de mobiliari ja no requereixen cap mena de
conviccid sobre el contingut que vehiculen, sind que es
poden canviar voluntariament segons la temporada, com la
roba. L'Unica “raé per a la importancia” del fet d'establir
quina arquitectura hauria de ser escollida per qui, quan i per
quin motiu ens la proporcionen els instruments del

solutions. Architecture has become a kind of furnishing
that can be bought at any time and in any style.

And these articles of furnishing no longer demand any
belief in the contents they transport; on the contrary,
they can be changed at will and according to the
season, like clothes. The only “reason for the
significance” of what architecture should be chosen by
whom, when, and for what purpose is supplied by the
instruments of marketing.

For no "cultural industry” can exist without its media
environment. This comprises the "lifestyle magazines”
as well as the serious journals and, of course, also the
sophisticated intellectual congresses and symposia.
Whatever the most arcane avant-garde circles conceive
will inevitably find its way into the broader media.

The process of cultural seepage from high culture to
mass culture still works, albeit differently from the way it
did before present-day “mediatisation”. Previously,
knowledge and experience were passed on within the

Downtown Atlanta, 1994. Foto Ramon Prat.

marqueting, ja que cap indUstria cultural no pot existir sense
various disciplines. From the visual artists to the
architects and then to the builders into the everyday
process of building. Today this "seepage process” takes
place within the media, as a media culture that parallels
the culture of realities. One could also term it the
“touristisation” of culture. What starts out as a minority
hint becomes a mass event.

But there is also a constant minority programme.

el suport dels mitjans de comunicacio.
Agquests complements inclouen tant les revistes de decoracio
com la premsa especialitzada, sense oblidar els sofisticats

congressos i simposis intel.lectuals.
Qualsevol aspecte que concebin els cercles de I'avantguarda
més arcana inevitablement tindra sortida als mitjans de

comunicacié. El procés de filtracio de I'alta cultura cap a la




cultura de masses encara funciona, malgrat que d'una
manera diferent de com funcionava abans de |'actual
mediatitzacié. Abans, el coneixement i I'experiéncia es
transmetien des de l'interior de les diverses disciplines.
Dels artistes plastics als arquitectes i als constructors, fins al
procés quotidia de construccid.

Avui dia aquest "procés de filtracié” té lloc a l'interior dels
mitjans de comunicacié, en tant que cultura mediatica que té
el seu paral.lelisme en la cultura de les realitats.

Aixd també es podria anomenar la “turistificacid” de la
cultura. El que comenca com un fet privat es converteix en
un esdeveniment de masses.

Pero també hi ha un programa minoritari continuat.

2. LA POSTMODERNITAT PERPETUA
Actualment s'estd demostrant que la postmodernitat no ha
estat mai Unicament un estil arquitectonic, sind que és un
estat cultural. En el debat sobre arquitectura, des de la
realitat interior del debat arquitectonic fins al cercle dels

2. PERENNIAL
POST-MODERNISHM

The fact that Post-Modernism has never been
merely an architectural style, but rather a cultural
state, is currently being corroborated. In the

Le Grand Louvre i le Grand Arche, Paris.

consumidors interessats en el tema, la postmodernitat és
considerada una cosa del passat.

Des de fa alguns anys, més exactament des de la segona
meitat de la década dels vuitanta, la cultura arquitectonica
s'ha expressat per mitja d'una nova simplicitat, de

cossos estereometrics, sense pretensions i d'una

debate on architecture, from the inner reality of the
architectural debate all the way to the circle of

interested consumers, Post-Modernism is

La “turistificacié” cultural. The cultural “touristisation”.

considered a thing of the past. For several years
now or, to be more precise, since the second half
of the eighties, architectural culture has expressed

materialitat limitada.

El debat sobre arquitectura després de "|'estil postmodern”
—que encara perseguia el somni de |'acceptacid i la
comprensié universals de |'arquitectura— s’assembla al
debat contemporani de les arts plastiques.

El debat ha esdevingut autista, autoreflexiu i tautologic.

Es semblant a les normes i les formes de percepcié de l'art

itself with a new simplicity, stereometric bodies, a
lack of pretentiousness and a restrained materiality.
The architectural debate after the “post-modernist
style” —which still pursued the dream of universal

acceptance and a universal understanding of
architecture— resembles that of the contemporary
visual arts. The debate has become autistic, self-
reflexive and tautological. It is similar to the rules
and forms of perception of conceptual art; it is
what it is; a rose is a rose is a rose; the wooden

conceptual; és el que és: una rosa és una rosa;

la finestra de fusta és una finestra de fusta i és una finestra
de fusta perqué la finestra és feta de fusta...

Per entendre’ns: la nova arquitectura minimalista requereix
un condicionament i una codificacid de la percepcid
gestaltica. Per dir-ho encara d'una manera més general:
tothom qui no sap que la nova arquitectura és arquitectura,
ho tindra dificil a I'hora de distingir la seva diferéncia
artificial dels fenomens quotidians.

L'arquitectura, de la mateixa manera que |'art conceptual,
esdeve aixi |'obra de l'intel.lecte i de la memadria, i només es
pot distingir per mitja de |'activacié de la memoria

historica de la disciplina.

I no és rellevant si aqui tractem d’un rebuig que culturalment
i sociologicament és necessari —després de |“estil
postmodern i com a reaccid a aguest estil— o bé si tractem
del proper nivell cultural i sociologic de les necessitats i les
percepcions més refinades.

Per qué? Perqué 'arquitectura existeix no com a idea sind

window is a wooden window and it is a wooden

window because a window is made of wood...
Generally speaking, the new architecture of
Minimalism requires a specific conditioning and

encoding of gestalt perception. To put it even

more generally: anyone who does not know that

new architecture is architecture will not easily be

able to recognise its artificial difference from

everyday phenomena.

Like conceptual art, architecture thus becomes the
work of the intellect and memory, recognisable
only by the activation of the historical memory of
the discipline, and it does not matter whether we
are here dealing with a refusal which is culturally
and sociologically necessary —after the post-
modernist style and as a reaction to it— or with the
next cultural-sociological level of refined needs and

perceptions. Why so? Because architecture exists

not as an idea but only as architecture; it wants to
be built and used, and for this reason alone a
refusal is not possible. The communication, the
debate, will take place in any case, even with the
non-conditioned user (it is just that he no longer
understands the language). And since refined
needs and perceptions are no longer the result of
the individual training of the senses, but are

solament com a arquitectura; s’ha de construir i s'ha
d'utilitzar i per aquest sol motiu no és possible un rebuig.

La comunicacié, el debat, tindran lloc de totes maneres, fins
i tot entre |'usuari no condicionat; el fet és que aquest usuari

ja no entén el llenguatge.
A més, les necessitats i les percepcions més refinades ja no
son el resultat de la formacié individual dels sentits, sind que

prescribed by the media, they merely son establertes pels mitjans de comunicacié i, simplement,

cal seguir-les.

El que s'ha de tenir present pel que fa a aquest
desenvolupament en la conscienciacio de la persistent
condicié postmoderna és el fet que, des del punt de vista
cultural i historic, no es pot tornar enrere quant al
coneixement que ja s'havia adquirit. | la base per assolir
aquest objectiu és, sens dubte, el paral.lelisme i la igualtat
de les diferents formes i fenomens.

La postmodernitat ens ha ensenyat, d'una manera ineludible,
que ja no hi ha una arquitectura Gnica i exclusiva, siné que hi
ha moltes arquitectures paral.leles. Per aguesta mateixa rad

need to be followed.

What has to be kept in mind concerning this
development in awareness of the ongoing post-
modernist condition is the fact that from a cultural-
historical viewpoint there can be no “relapse”
behind knowledge that has once been acquired.

And the basis for this is undeniably the parallelism
and equality of different forms and phenomena.
Post-Modernism has indelibly printed on our minds
that there is no longer a single and unique
"architecture”; instead, there are many parallel
“architectures”.

Furthermore, and for this reason, there is also no

longer any binding canon of values. tampoc no hi ha cap canon de valors fixat.




L’aplicacié de la historia es converteix en métode propagandistic.
Instal-lacié temporal per promoure la reconstruccié del Schloss. Berlin, 1993. Foto Jordi Bernadé.
The application of history turns into a marketing operation. Temporary structure built to promote

the reconstruction of the Schloss. Berlin, 1993.

The taboos of both Modernism and anti-
Modernism have been broken; so anything is
possible. One could also call this a total
"Disneyfying"”: a constant shift between ambiences
which, while harmonious in themselves, differ vastly
from each other from the formal point of view and
are constantly accepted by a public which, due to
its complete “mediatization”, is able to go along
with these enormous cultural jumps.

One can enjoy the garish adventure playground of
Disneyworld while at the same time delighting in
the silent archaism of a chapel by Peter Zumthor.
One can enjoy the wild conceptual and urban
power of an airport —Frankfurt, Amsterdam or
Zurich— and at the same time find oneself
adequately supplied and pleasantly cared for in the
aesthetically violent ambience of a new bar in
Barcelona.

Whether we like it or not, the post-modernist
condition is all-pervasive and completely
penetrates our daily lives. We have no choice but
to constantly re-encode our senses in order to find
our way through the different environments of this
heterogeneous world. Whoever believes that
amidst these conditions of everyday urban life
there is today only one possibility of contemporary
architectural design can only do so either with a
sophisticated schizophrenia or else will end up in a
permanent crisis of cultural paranoia.

4

Els tabus del moviment modern i de I'antimodernitat s'han
ensorrat i ara qualsevol cosa és possible.

Podriem anomenar aquest fenomen una "disneyficacio”
total, un canvi constant entre atmosferes que sén
harmonioses per elles mateixes perd que presenten
diferéncies formals entre elles, i la constant acceptacio per
part d'un public que, atesa |la seva completa mediatitzacio,
és capag d'adaptar-se a aquests enormes salts culturals.
Podem gaudir del mén estrident i aventurer de Disneyworld
i, alhora, experimentar plaer en |'arcaisme silenciés d'una
capella de Peter Zumthor.

Podem gaudir del poder salvatge, conceptual i urba d‘un
aeroport —Frankfurt, Amsterdam o Zuric— i, alhora, sentir-
nos ben servits i a gust en |'atmosfera estéticament violenta
d'un nou bar a Barcelona.

Tant si ens agrada com si no, la condicié postmoderna
s'escampa per tot arreu i penetra en les nostres vides
quotidianes. Només tenim |'opcié de recodificar els sentits
per tal de trobar el nostre cami a través dels ambients
diferents d'aquest mén heterogeni.

La persona que cregui que enmig d'aquestes condicions de
vida urbana quotidiana hi ha actualment una sola possibilitat
de disseny arquitectonic contemporani, només pot arribar a
aquesta conclusié per mitja d'una sofisticada esquizofrénia
o, altrament, entrara en una crisi permanent de

paranoia cultural.
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Podem gaudir del poder salvatge,

conceptual i urba d’un aeroport i, alhora,
sentir-nos ben servits i a gust en
I’atmosfera estéticament violenta d’una
discoteca de moda.
One can enjoy the wild conceptual and urban
power of an airport and at the same time
find oneself pleasantly cared for in the
aesthetically violent ambience of a fashion
discotheque.




5. THE "HANDWRITINGS"
OF THE VARIOUS STYLES

| would like to create a synthesis between the

of Post-Modernism accompanied by mass media
marketing. One possibility of such a synthesis are

the “handwritings” of the different styles. It is a

natural law of any cultural industry that it functions

the star system that a star has a recognisable
“handwriting”. And it is a natural law of the star
system that this “handwriting” will also give

rise to a new style.

Since there is no longer any "pure doctrine”

of correct contemporary architecture in our post-
modernist condition, there are different
“handwritings” instead. There are also no longer
any modern architects or traditionalist architects or
avant-garde architects. Right and left, conservative
and new, old and young —these fundamental
camps have been dissolved into personal styles.
The inauguration of Post-Modernism in the early
sixties remains the last recollection of a possible
fundamental content revolution in architecture.
What was inaugurated at the time, however, was
not the rediscovery of the "historical”, but the
enthronement of the proponents of different
styles, the star architects.

Of course, prior to the era of architecture
as a cultural industry, a debate still went
on about the content and the different
possibilities and future ways of
architecture. In the seventies, there was
the legendary debate between the “New
York five" (Graves, Eisenmann, Meyer,
Gwathmey, Hejduk) and the “Whites” and
the “Greys" of the Midwest under the
leadership of Venturi and Scott-Brown.

As is well-known, this was followed by the
abalition of the stylistic contradiction by
Charles Jencks and his “language of post-
modern architecture”. The last great
debate occurred in 1980 on the occasion
of the post-modernist Venice Biennale,
when Christian Norberg-Schultz and
Kenneth Frampton distanced themselves
from the “randomness” of Charles Jencks’
argumentation and contrasted this with
the magic of a system of reference to the
“unique site”, the genus loci, on the one
hand, and developed the strategy of a
“critical regionalism” on the other.
Almost fifteen years have passed since
then, and no debate between different
ideologies of contemporary architecture
of a comparable sharpness regarding its
content has subsequently taken place.
That should provide food for thought.
The cause of the suspension of the debate
for fifteen years is simple: it is the
mutation of architecture into a cultural
industry, the total pervasion of the post-
modern condition of parallelism. An often quoted

attempt to revive the debate was made by Ignasi
de Sola-Morales with his distinction between an
“archaism” of architecture which he presumes in

the case of the masters of Post-Madernism (Rossi,
Grassi, Isozaki, etc.) and the new “Minimalism”
which he attributed to the new stars (Herzog & de
Meuron, Siza, etc.). | consider this attempt by Sola-
Morales to have failed, however, since he
disregarded the essence of Post-Modernism, the
star system and the personal styles.

In both Archaism and Minimalism, any (popular)
system of reference outside the field that still

distinguished the “Historicism of the post-
modernist style” was completely disregarded

The curious and naive attempt to find links in the
archives of history has been overcome. What has

architectural boom and the temporary permanence

only by means of a star system. It is a natural law of

The only reality left is the reality within architecture.

3« LES "ESCRIPTURES"
DELS DIVERSOS ESTILS

M‘agradaria fer una sintesi entre el boom arquitectonic i la
permanéncia temporal de la postmodernitat acompanyada
pel marqueting dels mitjans de comunicacio de masses.
Una possibilitat per dur a terme aquesta sintesi serien les
escriptures dels diferents estils.

La llei natural de qualsevol inddstria cultural és que el seu
funcionament només és possible per mitja d'un star system.

La llei natural d'aquest sistema és que |'estrella té una
escriptura o cal.ligrafia que el caracteritza.

I la llei natural d'aquest sistema és que aquesta escriptura
també donara lloc a un nou estil.

Ja no hi ha una "doctrina pura” de |'arquitectura
contemporania correcta en la nostra condicié postmoderna;
el que hi ha sén diferents escriptures.

Tampoc no hi ha arquitectes moderns, ni tradicionalistes, ni
d'avantguarda. Dreta i esquerra, conservadors i innovadors,
grans i joves, aquests grups fonamentals s’han dissolt en
estils personals.

L'inici de la postmodernitat a comencament de la decada
dels vuitanta és I'Gltim record d'una possible revolucié del
contingut en |‘arquitectura. El que es va encetar llavors,
pero, no va ser el redescobriment del fet historic, sind el
triomf dels qui proposaven estils diferents, els

arquitectes estrelles.

Abans de I'era de |'arquitectura com una industria
cultural, encara es debatia el contingut, les
diferents possibilitats i el futur de I'arquitectura.
A la década dels setanta va tenir lloc un debat
llegendari entre els "cinc de Nova York"” (Graves,
Eisenmann, Meyer, Gwathmey i Hejduk), els
“blancs” i els “grisos” del Midwest nord-america,
sota el liderat de Venturi i Scott-Brown.

Com és sabut, aquest debat va continuar amb
I'abolicié de la contradiccié estilistica per part de
Charles Jencks i el seu “llenguatge de
I'arquitectura postmoderna”.

El darrer gran debat va tenir lloc el 1980 amb
motiu de la Biennal postmoderna de Venécia, on
Christian Norberg-Schultz i Kenneth Frampton es
van allunyar de la "fortuitat” de I'argumentacié de
Charles Jencks i van comparar-la amb la magia
d'un sistema de referéncia de |'“emplacament
unic”, el genius loci, d'una banda, desenvolupant
I'estratégia d'un "regionalisme critic”, de |'altra.
/ Han passat gairebé quinze anys i d'aleshores enca
no hi ha hagut cap més debat d'aquesta intensitat
entre les diferents ideologies de |'arquitectura
contemporania pel que fa al contingut.

Aixo ens hauria de fer reflexionar.

La causa de la supressid del debat durant quinze
anys és simple; es deu a la mutacié de
I'arquitectura en una inddstria cultural, la

Richard Meier. Projects for the Museum of Contemporary
Art (Barcelona, 1987) and the Swissair North American

nord-americana de Swissair (Nova York, 1990).
Headquarters (New York, 1920).
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Contemporani (Barcelona, 1987) i la seu

impregnacio total de la condicié postmoderna
del paral.lelisme. Ignasi de Sola-Morales va dur a terme un
intent, sovint esmentat, de fer reviure el debat amb la
distincio entre un “arcaisme"” en |'arquitectura, que atribueix

als mestres de la postmodernitat (Rossi, Grassi, Isozaki, etc.),
i el nou "minimalisme" que aplica a les noves estrelles
(Herzog-De Meuron, Siza, etc.).

Crec que aquest intent per part de Sola-Morales ha
fracassat ja que no va tenir en compte |'esséncia de la
postmodernitat, |'star system i els estils personals.

En tots dos estils, |'arcaisme i el minimalisme, no es va
prendre en consideracid cap sistema (popular) de referéncia
fora de I'ambit que encara diferenciava “I'historicisme de

I'estil postmodern”.
L'Gnica realitat que ens queda és la realitat dins
|'arquitectura. L'afany curids i innocent de trobar vincles en

els arxius historics ja ha estat superat.




La “disneyficacio
total: Els tabiis del
moviment modern i
de Yantimodernitat
s’han ensorrat i ara
qualsevol cosa és
possible.

La ciutat moderna
convertida també
en estereotip.

Hotel New York,
Euro Disney, Paris.

remained is the issue of the artist’s “handwriting”,
the aura of his personal style, which is regarded by
many people as the "artistic quality” in
architecture.

This aura, this artistic quality, this "sacred aspect”,
will continue to constitute architecture as an

The total
“disneyfying”: Taboos
artistic discipline in future. This surprising of both modernism

unigueness must, however, be seen against a and anti-modernism

fundamentally new background have been
broken and anything
4. THE POWER OF is possible.

The modern city

is also turning into a
stereotype.

Hotel New York,
Euro Disney, Paris.

EVERYDAY ARCHITECTURE

| began thinking about the text for this talk with
some weariness. | am saturated with the images,
shapes and colours of contemporary architecture.
Driven by hectic excitement and curiosity, | have
followed the sensational buildings and profound
discussions on contemporary architecture almost
around the globe. In doing so | made a simple,
straightforward discovery. One travels thousands
of kilometres pursuing some mysterious lead in
order to find somewhere, in some city, a building
of contemporary architecture. This arduous
journey is accompanied by thousands of ordinary
new buildings. The question therefore occurred to
me more and more often why that sought-out new
building was the goal | was looking for, rather than
the ordinary, everyday building situation along the
way. This question arose particularly whenever |
would travel the same itinerary again after a short
interval, such as taking the train to Rotterdam
from Amsterdam airport, past the typical Dutch
meadows stretching all the way to the horizon, the
new housing developments and the new industrial
estates. Every time | passed through, there were
more buildings. Whether one of those buildings
was better than another was no longer so very
important. What increasingly caught my attention
was the general state of urbanisation. And more
and more | left the path of an architectural expert

and focused my perception on the differences
between ordinary, everyday buildings and their

everyday forms.

Pedestrian areas and shopping centres, airports
and housing estates on the periphery of the city,
public transportation systems and the ritual of
taxis —they sharpened my perception for the local
cultures in general and the differences between
them. | began to follow the signals of general
interest and discovered that beyond the debate
within architecture a tourist reality had long
established itself. In everyday life and in the reality
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El que resta és el resultat de I'escriptura de |'artista,
|"auréola del seu estil personal, que molta gent defineix com
la “qualitat artistica” en |'arquitectura.

Aquesta auréola, aquesta qualitat artistica, aquest “aspecte
sagrat”, sera la base de |'arquitectura en tant que disciplina
artistica en el futur.

No obstant aixd, aquesta singularitat sorprenent s'ha de
contemplar dins un marc fonamentalment nou.

4. EL PODER DE

L'ARQUITECTURA QUOTIDIANA

Vaig comengar a reflexionar sobre el text per a aquesta
conferéncia amb un punt d’avorriment.

Estic saturat amb les imatges, les formes i els colors de
|'arquitectura contemporania. Encoratjat per I'entusiasme
febril i la curiositat, he seguit els edificis sensacionals i els
discursos sobre arquitectura contemporania gairebé arreu
del moén. En fer-ho, vaig descobrir un fet simple i planer.
Hom viatja milers de quilometres a la recerca d'un indici
misterios per tal de trobar en algun lloc, en alguna ciutat, un
edifici d'arquitectura contemporania. En aguest recorregut
pends m'acompanyen milers de nous edificis ordinaris.

Per aixo, cada vegada més sovint em preguntava per qué el
meu objectiu havia de ser el descobriment d'aquest nou
edifici i no pas la situacié dels edificis ordinaris i quotidians
que hi ha al llarg del cami.

Aquesta pregunta sorgia especialment sempre que feia el
mateix itinerari per segona vegada després d'un curt
interval, com ara agafar el tren des de |'aeroport
d'Amsterdam fins a Rotterdam a través dels tipics prats
holandesos que s'estenen fins a I'horitzd, les noves cases en
construccié i els nous poligons industrials.

Cada vegada que hi passava hi havia més edificis.

El fet que algun d'aquests edificis fos millor que els altres no
era la gqliestid principal.

El que més m'atreia era |'estat general d'urbanitzacio.

, aixi, anava abandonant la visié de I'expert en arquitectura i
centrava la meva percepcié en les diferéncies entre els
edificis ordinaris i quotidians i les seves formes quotidianes.
Les zones de vianants i els centres comercials, els aeroports i
les urbanitzacions a la periféria urbana, els sistemes de
transport public i els rituals dels taxis van aguditzar la meva

percepciod de les cultures locals en general i les diferéncies
que hi havia entre aquestes cultures. Vaig comengar a seguir
els camins de l'interés general i vaig descobrir que més enlla
del debat intern de |'arquitectura, ja feia temps que s’havia




El conjunt histéric o el monument es conserven o sovint es construeixen com a

dissenys que convenen des d’un punt de vista social i politic.
Estudis MGM de Hollywood o el centre historic de Salzburg.

The old city or the monument are preserved or constructed as a politically and socially
desirable design. MGM Studios in Hollywood or the old centre of Salzburg.

of cities and countrysides, “architecture” is used
as a system of signals and its event and
entertainment value has become a new category
which is a decisive influence especially on
practical, everyday building activity.

What therefore is the result of my subjective
international research into architectural values?
As a consequence of the post-modernist condition
of culture and the circumstances of architecture as
a cultural industry, the “beautiful object, the
beautiful ensemble” and the attractive city or
village as such have acquired a new significance.
The strategy of preservation and even production
of the historically extant and traditional
predominates everywhere in the world. History,
tradition, traditional values, represented as
buildings and architecture, provide that social
support which a rapidly modernizing technology
threatens to destroy. The old city, the historic
ensemble, the monument, the landscape —they
are preserved, or by now more often constructed,
as a politically and socially desirable design.

If and when contemporary architectural
achievements are made possible next to these
historical ensembles and monuments, they have to
have enough spectacular value. Among these are
the grand projects in Paris as well as the
architectural zoo of the Vitra

company and the one in

Fukuoka or the new museum

in Groningen, by Mendini,

Starck and Coop Himmelblau.

This new contemporary

architecture is commissioned

merely for its entertainment

or media utilisation value.

5. THE ANSWER
OF REALISM

| feel some relief at finally
having pointed out this power
of everyday life and its
relationship to contemporary
architecture. This also makes
it easier to define those fields
which architecture can till in
future. Let us start from the
premise that the personal
styles of the stars will function
as powerful marketing
instruments. Let us start from
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Zoos arquitectonics. Architectural zoos.
Nexus World (Fukuoka, 1991),
De Resident (Den Haag, 1993).

consolidat una realitat turistica.
A la vida quotidiana i en la realitat de les ciutats i els pobles,
I"arquitectura s'utilitza com un sistema de senyals, i el seu
valor d'esdeveniment i de lleure ha esdevingut una nova
categoria que té una influéncia decisiva, sobretot en la
practica de |'activitat constructora quotidiana.
LQuin és, per tant, el resultat de la meva recerca
internacional subjectiva sobre els valors arquitectonics?
Com a conseqtiéncia de la condicié postmoderna de la
cultura i de les circumstancies de |'arquitectura com a
industria cultural, “I’objecte bonic, el conjunt bonic” i la
ciutat o el poble atractius com a tal han adquirit un significat
especial. L'estratégia de conservar i fins i tot de crear edificis
tradicionals que perduren historicament és predominant
arreu del mén. La historia, la tradicio i els valors tradicionals,
que adopten la forma d'edificis i d'arquitectura, aporten el
suport social que una tecnologia en constant modernitzacio
amenaga de destruir.
La ciutat vella, el conjunt histéric, el monument, el paisatge
es conserven o sovint es construeixen com a dissenys que
convenen des d'un punt de vista social i politic.
Per tal que les realitzacions arquitectoniques
contemporanies siguin factibles paral.lelament a aquests
conjunts historics i monuments, han de tenir prou valor
espectacular. Entre les realitzacions esmentades hi ha
els grans projectes de Paris, com també el zoo
arquitectonic de I'empresa Vitra i el de Fukuoka, o el
nou museu de Groningen, a carrec de Mendini,
Starck i Coop Himmelblau.
Aquesta nova arquitectura contemporania és
encarregada simplement pel seu valor com a mitja
d'entreteniment o bé pel seu valor d'us per als
mitjans de comunicacio.

5.LA RESPOSTA DEL
REALISME

Em sento més alleugerit ara que finalment he
explicat el poder de la vida quotidiana i la seva
relacié amb |'arquitectura contemporania.

Aix6 tambe fa més facil de definir aquells ambits que
I'arquitectura ha de difondre en el futur.

Partim de la premissa que els estils personals de les
estrelles funcionaran com a poderosos instruments
de marqueting. Partim de la idea que I'Gs de
|'arquitectura com una mena de moblament
s'incrementara i, juntament amb aquest fet, la






Sovint, la nova
arquitectura
contemporania és
encarregada
simplement pel seu
valor d’us per als
mitjans de
comunicacio.

The new
contemporary '
architecture is often
comissioned merely
for its media
utilisation value.

Madrid, 1993. Foto Gabriele Basilico.
Madrid, visto por... (Ed. Fundacién Banesto, 1994)





