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LA MIRADA ARQUITECTONICA CONTEMPORANEA: DE HOCKNEY A MIRALLES

Montserrat Bigas Vidal, Luis Bravo Farré, Gustavo Contepomi

Introduccion

En su obra “Espacio, tiempo y ar-
quitectura”, Sigfried Giedion destaca
la vigencia de la concepcion renacen-
tista del mundo a lo largo de toda la
evolucion de la tradicion artistica oc-
cidental anterior a la eclosion de la re-
volucion de principios del siglo xx. La
perspectiva renacentista seria —para Gi-
deon— uno de los descubrimientos que
mejor expresarian la manera de en-
tender el espacio como reflejo de una
concepcion global de la estructura de
la realidad: “con la invencion de la
perspectiva, la moderna nocién del in-
dividualismo hall6 su contrapartida
artistica. En una representacion en
perspectiva, cada elemento se halla re-
lacionado con un tnico punto de vis-
ta, el del propio espectador” 1.

Para Giedion, esa concepcion de la
perspectiva fue la metafora perfecta
R e ML expresd con
A 1% | entusiasmo el pa-
radigma filoséfi-
co, artistico, reli-
gioso y cientifico
de toda una épo-
ca. Autores como
Filippo Brunelles-
chi —que fue joye-
ro, lingliista, matematico, ingeniero,
escultor y arquitecto— o Leonardo Da
Vinci, pueden servir como ejemplos
ilustrativos de una vision del mundo

que permitia integrar en un mismo in-
dividuo un saber que abarcaba los do-
minios de la pura ciencia, la filosofia,
los desarrollos técnicos, las artesanias
y las artes creativas.

En el renacimiento, tal como vol-
veria a ocurrir cinco siglos mas tarde
con la revoluciéon moderna, la pintura
se anticipd a la arquitectura en el es-
tablecimiento de los y principios ex-
presivos de la nueva vision.

Partiendo de ahi, y tras un rapido re-
corrido por la historia de la arquitec-
tura siempre ligada a la de la evolucion
de las técnicas constructivas y los des-
cubrimientos de nuevos materiales, lle-
gara Giedion a la revolucion del mo-
vimiento moderno con su nueva
concepcion del espacio-tiempo. Como
antecedente y desencadenante inme-
diato, al igual que sucedi6 en el renaci-

miento, aparecen entonces los nuevos
movimientos en pintura y entre ellos,
con una relevancia especial, el cubismo.

La innovacion mds determinante en
esta nueva concepcion global del co-
nocimiento, es la consideracion de la
industria y de la técnica como reali-
dades relacionadas solamente con los
aspectos practicos, materiales y fisica-
mente funcionales de la existencia, re-
legando las artes y los conocimientos
humanisticos a un territorio reserva-
do a lo inttil, un campo tematico su-
puestamente auténomo y totalmente
aislado de la problematica material de
la existencia cotidiana.

Para Gideon no hay dudas sobre la
gravedad de las consecuencias claramente
negativas de esa disociacion en tanto que
el sentimiento y la emocion, es decir, los
temas que se asocian al arte, son com-
ponentes inevitables de toda accion hu-
mana; vienen a ser, precisamente, su
unico, propio e imprescindible motor.

Gideon reivindica para el siglo xx
la recuperacion de ese espiritu comun
que en el barroco compartian la pin-
tura, la arquitectura, la filosofia y la
matemadtica: “necesitamos descubrir
armonias entre nuestro estado intimo
y el ambiente en que nos desenvolve-
mos. Y no es posible mantener un al-
to nivel de desarrollo si este permane-
ce apartado de nuestra vida emotiva.
La mdquina, entera, se detiene” 2.
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La recuperacion de la integracion
tradicional entre la realidad simbélica
y lo estrictamente necesario en el nivel
de existencia material, es lo que ex-
plica, para Gideon, que el cubismo de
Picasso, de Gris y el purismo de Le
Corbusier —entre otros— se hayan cen-
trado en la evocacion preferente de ob-
jetos y de situaciones relacionados con
la vida cotidiana.

Le Corbusier les llama “objects a ré-
action poetique”. La mision tanto del
pintor como del arquitecto es entonces
abrir nuevos mundos de sensibilidad,
es decir, desvelar los significados emo-
tivos de la realidad material y social en
que se desenvuelve la vida cotidiana:

El artista actia como el inventor o el des-
cubridor cientifico; los tres buscan nue-
vas relaciones entre el hombre y su mun-
do. En el caso del artista estas relaciones
son de indole emotiva en lugar de ser de
tipo practico o cognoscitivo. El artista cre-
ador no quiere, por una parte, copiar
cuanto le circunda y tampoco, por otra,
que nosotros le veamos. Es un especia-
lista que en su obra nos ensefia, como en
un espejo, algo que nosotros no hemos si-
do capaces de comprender: el estado de
nuestro propio espiritu 3.

Una vision contemporanea

El cubismo puede entenderse, en-
tonces, como un nuevo método de ex-
presion de las relaciones espacio-tem-
porales ente los diversos objetos, que
responde a su vez a un nuevo con-
texto cultural y cientifico; refleja la
existencia de un nuevo paradigma y
un nuevo estado de dnimo colectivo,
aunque no necesariamente entera-
mente consciente. Se establecen asi los
fundamentos de una nueva visién que
ird sustituyendo al anterior sistema

resultante de la evolucion de los pos-
tulados del renacimiento.

En realidad, y aunque pueda pare-
cernos un sistema universalmente
aceptado desde tiempo inmemorial, la
concepcion de la vision perspectiva tri-
dimensional renacentista ha estado vi-
gente solamente durante cinco siglos y
limitada a la cultura occidental. Se co-
rresponde con la geometria euclidiana,
cuya principal virtud —y también limi-
tacion— es que es la mds intuitivamen-
te imaginable. Ciencias como las mate-
maticas y la fisica, sin embargo, se
vienen ocupando ya desde el siglo x1x
de la constatacion de la existencia de
realidades empiricas y sistemas de mas
de tres dimensiones que sobrepasan las
posibilidades de la imaginacion.

Hoy sabemos positivamente que la
descripcion fiable de un objeto real
desde un solo punto de vista fijo y
principal es imposible: el espacio, en
la fisica moderna, viene siempre rela-
cionado con un punto de observacion
movil, variable, alejado de la cualidad
independiente, objetiva, estable y ab-
soluta que le confiere el pensamiento
barroco newtoniano.

Los cubistas exploraron en sus obras
la crisis de esa vision tridimensional
que prioriza un solo punto de vista (la
que utiliza la fotografia, por ejemplo).
Intentaban acceder a un conocimien-
to mas profundo de las cualidades de
la realidad estructural constitutiva de
los objetos y de las relaciones entre
ellos. Experimentaban sobre la inte-
gracion y articulacion en una obra de
diversas situaciones de observacién,
tal como ocurre en nuestro funciona-
miento perceptivo espontaneo, am-
pliando asi el territorio de los signifi-

cados en su campo de accion. La pers-
pectiva del renacimiento es superada
dejando de existir la jerarquia previa-
mente impuesta de un centro domi-
nante que estructura, predetermina y
condiciona la lectura de la realidad. Se
integran en una misma descripcion las
visiones desde dentro y desde fuera,
desde distintos puntos de observacion.
En definitiva, al sistema de las tres di-
mensiones de la vieja concepcion del
mundo se le suma una cuarta, el tiem-
po, inseparable de ellas, con el mismo
grado de integracion e interdependen-
cia relacional.

La nocién misma de representacion
estd en crisis; las formas o el color de-
jaran de tener como objetivo principal
la reproduccion fiel de aspectos de lo
real. Pasaran ahora a ser la expresion
de niveles diferentes y paralelos de esa
realidad con su propia y auténoma exis-
tencia y con la capacidad de mostrar-
nos con mayor claridad aspectos, re-
laciones, tensiones, estructuras esenciales
y patrones de funcionamiento subya-
centes que amplian asi nuestra percep-
cién de vision vy, en definitiva, la pro-
fundidad de nuestra comprension.

A pesar de la innegable solidez cien-
tifica del nuevo paradigma y de su gran
impacto en el terreno artistico y en el
campo del humanismo, en lo relativo
a sus efectos en la arquitectura y sus
formas de expresion, conviviran du-
rante mucho tiempo nuevas propues-
tas graficas coherentes con la radica-
lidad de la nueva arquitectura —como
las descomposiciones neoplasticistas,
el suprematismo, el funcionalismo ra-
dical o el constructivismo— con el man-
tenimiento de la utilizacion de la pers-
pectiva unifocal tradicional. Asi sucede
en incluso en personajes tan entusias-



tas de la renovacion moderna como Le
Corbusier o Mies Van Der Rohe, lo
que no deja de ser un indicio de que la
nueva arquitectura es mas una evolu-
cién que se construye a partir de la he-
rencia del pasado que la ruptura radi-
cal o tabla rasa que pretenden algunos
manifiestos de la época. La transfor-
macion de la arquitectura hasta apro-
ximarse a la nueva realidad cientifica
y cultural de que nos habla Giedion,
no se produce con misma inmediatez
y radicalidad de las vanguardias artis-
ticas. Es un proceso que se inicia en la
primera mitad del siglo xX y desde en-
tonces no ha dejado de evolucionar,
auque con diferentes ritmos y con una
trayectoria que nunca fue lineal.

El organicismo de Aalto represen-
td, sin duda, un avance significativo
porque incorporaba con naturalidad
conceptos como la fragmentacion te-
matica, la influencia del contexto, de
lo verndculo, el orden conglomerado
y el rechazo tanto de los esquemas je-
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rarquicos neoclasicos como de los con-
ceptos tedricos —cualesquiera que se-
an- si pretenden imponer unas reglas
formales concretas o condicionar ex-
cesivamente la dindmica “natural” del
proceso de generacion de las propues-
tas. En sus dibujos, la expresion de esa
libertad compositiva coexiste todavia
con el empleo de la perspectiva aun-
que concediendo al contexto un papel
cada vez mas determinante. En la mis-
ma trayectoria, una de las caracteris-
ticas de la arquitectura de Robert Ven-
turi que sus dibujos se encargan de
realzar, es su aceptacion incondicional
del contexto urbano, al margen de su
mayor o menor calidad intrinseca, co-
mo parte integrante de la realidad ar-
quitectdnica que se va a transformar.
La evolucion hasta llegar a una nueva
manera de expresar la arquitectura en
armonia con la nueva concepcion del
mundo, serd lenta y gradual. La linea
que une arquitecturas tan dispares co-
mo las de Asplund, Aalto, Kahn, Ven-

2. Mario Ridolfi. Casa De Bonis: FRANCESCO CELLI-
NI, CLAUDIO D’AMATO, “Mario Ridolfi all’Accade-
mia di San Luca”. Graffiti Editore, Roma, 2003. p. 390.

turi, los Smithson y, finalmente, los
partidarios de una nueva y mas amplia
concepcion de lo orgdnico como Mi-
ralles, puede considerarse como el tra-
yecto evolutivo de las ideas modernas
en su trabajoso proceso de superacion
de los lastres del viejo paradigma.

Dibujo, perspectivay
arquitectura en Enric Miralles:
una propuesta actual

Actualmente, el rastro grafico de los
procesos productivos de arquitectos
como Enric Miralles, por ejemplo, son
una muestra de coherencia entre una
determinada opcion arquitectonica y
la forma de expresarla. Entre los pre-
cedentes mas relevantes en relacion con
sus procesos graficos de proyectacion,
cabe citar al arquitecto Albert Viapla-
na Vea, el primero con quién Miralles
colaboré en sus afios de formacion, y
también los referentes de Mario Ri-
dolfi y del pintor y dibujante inglés Da-
vid Hockney.

Juan Antonio Cortés y Rafael Mo-
neo, en un comentario sobre los dibu-
jos de arquitectura de Ridolfi, desta-
caban como uno de sus rasgos mas
caracteristicos, la gran cantidad de in-
formacién condensada que articula-
ban en el minimo de documentos po-
sibles, la compacidad del conjunto y
la capacidad de relacion entre los dis-
tintos elementos y niveles de informa-
cién que aparecen en el plano: “ En un
mismo plano cabe la planta de situa-
cion, la cubierta, la construccion, etc.
El peso de lo figurativo cuenta mucho
mas que la simple descripcion de la rea-
lidad y por eso interesa ver el proyec-
to de una vez como lo haria un cons-
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tructor que no puede disociar ejecu-
cién y proyecto en distintas etapas” 4.

El arquitecto actda como un cons-
tructor que trata de eliminar las dife-
rencias entre arquitectura y represen-
tacion; los dibujos no pretenden solo
representar en el sentido de suplir a la
realidad para facilitar su percepcion
antes de que esta exista, sino que ellos
son, en si mismos, una construccion
andloga, paralela, con sus propias re-
glas y significados. En esos dibujos, los
detalles a gran escala, la planta o in-
cluso la misma rotulacién, no forman
parte de un discurso estructurado de
lo general a lo particular sino que pa-
recen tener todos la misma importan-
cia, como formando parte de un or-
ganismo indivisible que lo mismo
puede comprenderse atendiendo al
conjunto que a cualquiera de sus com-
ponentes (Figs. 1y 2). Enric Miralles,
quien reconocia la influencia de los di-
bujos de Ridolfi sobre su propia for-
ma de expresar los proyectos, expli-
caba de esta manera el objeto de
algunas perspectivas realizadas en la
época en que colaboraba con el estu-
dio de Pifi6n y Viaplana: “En esas pers-
pectivas, la precision misma del dibu-
jO, su construccion, esta vista como un
equivalente de la construccién misma
en arquitectura. No se buscaba una
identidad con lo que podria ser una
imagen capaz de sustituir una futura
realidad construida sino una precisa
construccion en si misma.”

En los dibujos de Miralles, tanto en
su etapa con Viaplana (Fig. 3), como
en las posteriores (Fig. 4), puede re-
conocerse esa capacidad que hemos
visto en Ridolfi de relacionar elemen-
tos aparentemente heterogénos o ha-
bitualmente considerados como per-

3. Viaplana/ Pifién arquitectos. Plaga dels Paisos Cata-
lans. COL.LEGI D’ARQUITECTES DE CATALUNYA: “Obra
Viaplana/Pifon”. Ed. COAC, Barcelona, 1996. p. 6.

4. Enric Miralles y Carme Pinds. Instituto de bachille-
rato La Llauna: BENEDETTA TAGLIABUE, “Enric Mira-
lles. Obras y Proyectos”. Electa, Milano, 1996. p. 49.

5. Enric Miralles y Benedetta Tagliabue. Carrer Avin-
y6 52: BENEDETTA TAGLIABUE, “Enric Miralles. Obras
y Proyectos”. Electa, Milano, 1996. p. 6.

5/ ALBERT VIAPLANA, “Obra Viaplana/Pifion". Col.legi
d"Arquitectes de Catalunya, Barcelona, 1996. p. 114 (traduccion
de los autores).

6/ ALBERT VIAPLANA, Op. Cit., p. 117.

7/ ALBERT VIAPLANA, Op. Cit., p. 120.

tenecientes a diferentes categorias. La
concepcién arquitecténica de Viapla-
na encaja perfectamente con esa for-
ma de expresién, de la misma manera
que la evolucion arquitecténica pos-
terior de Enric Miralles tendrd su equi-
valente en sus propuestas graficas. Pa-
ra Viaplana: “...la arquitectura no es
mads que un caso particular de la Ar-
quitectura. Me interesa lo mismo San
Pedro de Roma que el hospital de San
Juan de Dios en Esplugas o la Sierra
del Tormo lanzandose de cabeza al
Ebro. También el cine y la literatura.
Hace unos pocos dias vi Sacrificio, de
Tarkovsky. El argumento se estructu-
ra de forma soterrada en la relacion
que establece un artista con su obra.
El protagonista, actor de teatro, es su
propia obra; para él, desaparecer de su
obra equivale a su autoinmolacién,
el sacrificio del titulo...” 5.

Para Miralles y Viaplana las arqui-
tecturas concretas una vez edificadas
no resultan estimulantes ni inspirado-
ras. Recurrir a la mimesis clasica ba-
sada en variantes de modelos canéni-
cos, asi como la cultura institucional
habitual, no le interesa demasiado. La
cultura por la que él apuesta, nos di-
ce, proviene mas bien de su experien-
cia con las cosas cercanas: “antes pen-
saba que habia ideas arquitecténicas
y otras que no lo eran. Ahora pienso
que es mi incapacidad la que no me de-
ja ver lo que hay de arquitectonico en
todas las ideas y en todas las cosas” 6.
En esa misma conversacion delimita el
papel de la intuicién en el proceso del
proyecto, asi como el de la actitud cri-
tica, el orden y el razonamiento: “ El
trabajo mas duro es anterior al parto.
Decidir una forma de vida, crear un
mundo sin traiciones, donde puede en-



trar todo, pero no
siempre con per-
miso de residen-
cia, eso es lo que
es dificil. En Cas-
telldefels, mientras
desayuno, dibujo los proyectos sobre
las servilletas como lo haria al dicta-
do...Existe la hora de la libertad ab-
soluta y la hora de la critica mas rigu-
rosa. Son dos momentos que no hay
que confundir y que con cierto entre-
namiento estan cada vez mds cercanos
en el tiempo. Por otro lado, yo no creo
en el orden en la arquitectura. Al me-
nos tal como lo entienden la mayoria
de los arquitectos. Por ejemplo, un con-
junto de rocas diseminadas por una
pendiente estdn ordenadas. Sin necesi-
dad de reseguir los avatares que les han
dado forma y las han situado en el lu-
gar que ocupan, veo con toda eviden-
cia que hay un orden. Muchas de las
leyes que han cumplido hasta llegar a
este momento me son desconocidas o
su rastro esta fuera de mi vista; pero
aun asi, cada una de ellas es capaz de
transmitirme con su sola presencia su
historia particular y la que la relacio-
na con las demds rocas y con todo su
entorno. El concepto de presencia se
encuentra en la base de nuestra arqui-
tectura...La presencia de una cara, de
una persona, de un objeto, de un edi-

ficio, genera un sistema de relaciones
a su alrededor a partir de la historia
concreta que los ha formado. Quie-
ro que mi arquitectura tenga la cuali-
dad de los seres vivos, y no importa
que sea imperfecta, hermosa o fea. Se
trata de que cada obra viva todo lo in-
imaginable hasta su desaparicion de-
finitiva. S6lo después de haber llega-
do a la destrucciéon podemos pensar
en construirla. Solo entonces, si aca-
$0, con la mas estricta geometria” 7.

Los dibujos, por tanto, incluso aque-
llos que aparentan ser principalmente
planos descriptivos de un proyecto
concreto, deberdn hablar mas de la
construccién de esa mirada con la que
se rastrea lo que de arquitectonico pue-
da haber “en todas las ideas y las co-
sas” que de la representacion antici-
pada de un objeto futuro.

El propio proceso de su realizacion
es una busqueda continua de la natu-
raleza de esa mirada, un desarrollo de
esa capacidad. En los “planos” de los
proyectos de Miralles (Fig. 5) se inte-
gran también diferentes niveles de in-
formacion provocando el maximo de
relaciones e interacciones entre ellos.
De Viaplana tomara ese tipo de dibu-
jo a escala que usa un solo valor de li-
nea para las plantas, los alzados, los
detalles o la misma rotulacién, de tal
manera que no es posible atribuir mas

6. Enric Miralles y Benedetta Tagliabue. Nueva sede
de Gas Natural. . EL CROQUIS n°100/101.

“Enric Miralles Benedetta Tagliabue 1996/2000".

El Croquis editorial. Madrid, 2000. p. 291.

importancia a los perfiles que definen
una letra que a los que representan un
muro, un mueble, un camino o un des-
piece de pavimentacion.

En Miralles, como en otros arqui-
tectos actuales que comparten estos
planteamientos, predomina en los es-
tadios iniciales el trabajo con plantas
y con maquetas de tanteo a distintas
escalas, que exploran diferentes op-
ciones simultineamente y que se mues-
tran siempre como vistas aéreas: en la
fase de proyecto se evitan las seccio-
nes; las perspectivas, lo mismo si se re-
fieren al entorno existente como a lo
proyectado, se sustituyen por mosai-
cos fotograficos a la manera de David
Hockney, donde no se detecta un pun-
to de vista estructurador dominante si-
no mds bien se muestra un recorrido
de la mirada que reproduce el proce-
so temporal espontaneo de la explo-
racion de un determinado lugar por un
observador. Esa cualidad temporal de
una mirada cuya duracion depende en
cada ocasion de la actitud y la dispo-
sicion animica subjetiva de cada ob-
servador es lo que diferencia a la pin-
tura y el dibujo de la fotografia, y esta
en la base de la evolucion artistica mo-
derna que hemos citado al principio
de estas lineas. El tiempo y la intensi-
dad que la mirada emplea en la ex-
ploracion progresiva del tema, es re-
conocible en una acumulaciéon de
imdgenes seriadas que forman un con-
junto con diferentes focos posibles de
atencion; de esa manera podemos ir
hacia delante o hacia atras, podemos
detener o dilatar nuestra percepcion en
funcién de nuestro propio estado ani-
mico y nuestra receptividad. La inclu-
sion de la huella del tiempo transcurri-
do al mirar es la clave de la ventaja del
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7. Enric Miralles y Benedetta Tagliabue. Frankfurt: EL
CROQUIS n°72. “Enric Miralles”. El Croquis editorial.
Madrid, 1995. p. 12.

dibujo y la pintura sobre la fotografia
instantdnea. La fotografia es hija de la
perspectiva de la camera obscura, lo
mismo que buena parte de la pintura
occidental; la pintura y el dibujo, sin
embargo, siempre son superiores en in-
tensidad y riqueza de observacién por-
que aun en el caso de la camera de Ca-
naletto, el proceso se prolonga en el
tiempo en las fases de observacion y de
realizacion (Figs. 8, 9y 10).

En un encuadre clasico de perspecti-
va el tema parece ser captado a través
de una ventana, es decir, el observador
se halla en un lugar externo que no for-
ma parte de esa realidad. Para Hock-
ney esa es su principal limitacion. Sa-
bemos ahora que esa objetividad es
imposible y que el observador forma
parte del contexto que observa, y en
consecuencia lo condiciona y lo trans-
forma con todas sus acciones, inclui-
da la propia observacion. En la tradi-
cién pictérica oriental, dice Hockney,
ello nunca fue asi: las vistas son mas
globales, no se focalizan en un solo pun-
to. El observador mira de arriba aba-
jo como a través de una gran puerta:
existe una continuidad entre ambos te-
rritorios; la division, por tanto, es fa-
cil de cruzar. Dice Hockney: “A dife-
rencia del fotégrafo, para dibujar un
modelo no has de encuadrar nada. Mi-

i

ras con los dos 0jos y puedes poner to-
do lo que quieras en el papel: toda la
estancia o solo un trocito, tanto da: la
decision la tomas tu mismo” 8. Cuenta
también como realiz6 una composicion
fotografica con la intencién de que re-
cordara un cuadro cubista de Picasso o
de Gris: “...descubri que el cubismo so-
lo puede tratar de cosas que tengas cer-
ca...yo sabia que hacia unas fotogra-
fias que no podian verse con la mirada
fija, que se podian mirar de otra ma-
nera. Podias mover la vista y asi ver-
las de muchas maneras: cada vez que
las volvias a ver parecian distintas. Ad-
verti que las cosas pueden adoptar un
numero enorme de permutaciones” 9.
A diferencia de lo que ocurre en una fo-
to clasica, donde hay que decidir que
fragmento enfocamos, en nuestra mi-
rada nunca hay una parte borrosa; la
movemos enfocando todo aquello que
encuentra en su camino, siempre hay
algo que le interesa dondequiera que
mires: “ Eso quiere decir que lo que re-
sulta interesante en si es el hecho de mi-
rar, aquello que te dice que estas vivo,
lo disfrutas, y el placer no estd en la co-
sa en si sino en la mirada 10.”

En el cine, la otra invencién visual
relativa a formas de narrar o compar-
tir miradas, el movimiento y el tiempo
aparecen también, pero el tiempo de vi-

8/ DAVID HOCKNEY, “Hockney Fotograf” (Catalogo exposicion),
Fundacio Caixa de Pensions, Barcelona 1985. p. 20 (traduccion de
los autores).

9/ DAVID HOCKNEY, Op. Cit. p. 20.

10/ DAVID HOCKNEY, Op. Cit. p. 21.

11/ DAVID HOCKNEY, Op. Cit. p. 19.

sion viene ya fijado por el director vy,
por tanto, es idéntico para todos los es-
pectadores; la secuencia de las atencio-
nes principales y el formato del encua-
dre vienen dados también. Esta mas
cerca, pues, de la perspectiva o de la fo-
to instantdnea que del dibujo, la pintu-
ra cubista o el recorrido del ojo en el
mosaico fotografico donde cada vez que
lo miramos podemos decidir el orden,
la secuencia, la intensidad y el ritmo que
imponemos a nuestra observacion. Pa-
ra Hockney, nosotros, en la vida, “nun-
ca experimentamos el tiempo detenido,
cuando el tiempo se para es que esta-
mos muertos. Experimentamos la du-
racion y la experimentamos continua-
mente: pasa” 11. Asi pues, sin el tiempo,
no es posible una verdadera experien-
cia del espacio.

Otro autor, Richard Estes, ha glosa-
do esta misma tematica utilizando los
recursos de la pintura realista. Su mi-
rada se posa también —dentro de un mis-
mo cuadro- en lo mds proximo y se
proyecta también al infinito sin reco-
nocer limitaciones en cuanto a la capa-
cidad de recorrer panoramas o abarcar
angulos de vision que serian imposibles
para un sujeto inmdévil. También en Es-
tes todo queda enfocado, confirmando
asi que a pesar del aspecto de encuadres
falsamente unitarios que presentan sus
obras, en realidad se trata de distintas
miradas secuenciales soldadas, pers-
pectivas multifocales donde no existe
la diferencia de intensidad visual entre
lo lejano y lo cercano. El aspecto de es-
tas pinturas, aparentemente fotografi-
co y realista en una apreciacion apre-
surada, se revela inequivocamente
pictorico y actual e imposible de perci-
bir de manera instantdanea cuando dis-
tinguimos los distintos enfoques en-



samblados y la imposible transparen-
cia absoluta de la atmésfera de sus pai-
sajes (como si un clima permanente-
mente invernal, soleado y ventoso
acompanase al artista a las mds diver-
sas localizaciones) que neutraliza cual-
quier sensacion de jerarquia perceptiva
espacial en funcion de la distancia; se
da ahi el mismo valor de definicion a
los detalles de los primeros planos que,
por ejemplo, al perfil del horizonte del
paisaje o del mar (Figs. 4y 5).
Volviendo a Hockney, no es de ex-
trafiar que Miralles adoptase esa téc-
nica del collage fotografico desde el mo-
mento en que la descubrié. Como en
los dibujos realizados con un solo va-
lor de trazo, en estas composiciones to-
dos los elementos parecen tener la mis-
ma importancia. Los dibujos muestran
siempre el contexto de la intervencion
incluyendo la propuesta en total con-
tinuidad con su entorno. Nunca se tra-
ta de un objeto realzado contra el fon-
do. Hablan solo de la continuidad de
la realidad y de la mirada. Del aprecio
por lo inacabado, por el proceso abier-
to. No se precisa en ellos la métrica de
los objetos, son en un ciento por cien-
to subjetivos. Sin embargo, con una de
esas composiciones puede uno llevar-
se al estudio, a la mesa de trabajo, mu-
chas de las cualidades y sensaciones tac-
tiles y visuales, lo mismo que las
evocaciones de vivencias espacio-tem-
porales recibidas de un entorno con-
creto, que ni las fotos cldsicas ni los da-
tos cuantitativos tomados normalmente
pueden registrar. También las arqui-
tecturas que resultan de esos procesos
estan pensadas para vivirlas de modo
semejante. Dificilmente se podran re-
sumir sus rasgos principales en una so-
la vista o encuadre preferente. Su cua-

8. David Hockney. George, Blanche, Célia, Alberty
Percy: “Hockney Fotograf (catalogo)”. Fundacio Cai-
xa de Pensions, Barcelona, 1985. p. 46

lidad laberintica y multidimensional
acogera con naturalidad tanto las va-
riaciones que pudieran producirse en
el proceso de su creaciéon como en su
uso posterior. Su total continuidad es-
pacio-temporal con el contexto donde
se producen les es consubstancial.
Aprender a dibujar para hacer ar-
quitectura tiene mucho que ver con
aprender a construir una mirada hu-
mana que esté de acuerdo con el con-
texto cultural concreto que le toca vivir.
Explorar y experimentar continuamen-
te nuevas y mds eficaces aproximacio-
nes perceptivas y registros graficos que
nos permitan una comprension del ob-

12 / PIERRE BOULEZ, “Le pays fertile. Paul Klee”. Editions
Gallimard, Paris, 1989. p. 147 (traduccion de los autores).

jeto de la arquitectura que esté en ar-
monia con la dinamica de la realidad,
es imprescindible. De otro modo, la iner-
cia conformista y la obsesion por la en-
gafosa sensacion de seguridad que ema-
na de la repeticion ad nauseam de lo
conocido, neutralizan las capacidades
de la imaginacién y con ellas toda posi-
bilidad de progreso: “la imaginacion,
esa facultad maravillosa, si se la deja sin
control, no hace mas que apoyarse en
la memoria. La memoria vuelve a traer
a la luz cosas resabidas, vistas u oidas,
un poco como los rumiantes regurgitan
el pasto. Quizd esté masticado, pero no
digerido ni transformado” 12.
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9. David Hockney. David Graves mirando hacia
Bayswater. “Hockney Fotograf (catélogo)”. Fundacid
Caixa de Pensions, Barcelona, 1985. p. 45.

10. David Hockney. El escritorio. “Hockney Fotograf
(catalogo)”. Fundacio Caixa de Pensions, Barcelona,
1985. Cubierta.

Nuestra experiencia pedagogica con
estas formas de expresion nos indica
que también los estudiantes de arqui-
tectura asimilan y adoptan facilmente
en las distintas fases de sus trabajos es-
ta forma de construir y registrar un ti-
po de mirada, a diferencia de lo que
ocurre con otras técnicas como la pers-
pectiva tradicional, que suelen olvidar
casi inmediatamente tras su aprendi-
zaje —a pesar de su innegable utilidad
practica como representacion de de-
terminados tipos de arquitectura en el
proceso del proyecto— y cuya com-
prension suele resultar, paraddjica-
mente, menos intuitiva de lo previsi-
ble a pesar de su evidente analogia con
el acto de fotografiar.

Las estrategias graficas utilizadas
en el proceso de elaboracion de un
proyecto estan inevitablemente vin-
culadas a la clase de arquitectura que
se va a producir. Comenzar trabajan-
do con diagramas conceptuales y bo-
cetos tensionales para clarificar obje-
tivos, direcciones explorativas e
intenciones cualitativas como refe-
rencias, explorar con modelos, si-
multdneamente, en distintos niveles y
objetos de atencién entendiendo el
proceso como un didlogo abierto, da
lugar a arquitecturas muy distintas de
las que resultan de la utilizacion de la
técnica de la mimesis cldsica y de la
idea como avance de figuracion.
Cuando es la propia accion de tanteo
constructivo la que tira del pensa-
miento, el rastro grafico que se gene-
ra es muy distinto del que resulta de
la utilizaciéon de una idea abstracta
como origen de la construccién. La
coherencia del proyecto viene, en el
primer caso, de los mecanismos utili-
zados en el proceso de su articulacion



antes que de la utilizacion repetitiva
de imdgenes o representaciones.

No es posible una ensefianza neu-
tra del dibujo en arquitectura: al em-
plear unos u otros sistemas de expre-
sion, al poner en marcha uno u otro
tipo de proceso grafico de proyecto,
estamos decidiendo ya en buena me-
dida la clase de respuesta arquitecto-
nica que resultara. Aprender a utilizar
de una o otra manera la perspectiva,
el taller de volumen, la relacion entre
determinados tipos de conceptos y sus
aproximaciones graficas, conocer el
momento adecuado para la interven-
cion de la métrica, la geometria y la
precision, el papel y la relevancia que
se conceda a la mimesis en el aprendi-
zaje de la proyectacion...todo ello
constituye el cuerpo de una discipli-
na grafica que forma parte indesliga-
ble del nucleo mismo de la ideacion
grafica de la arquitectura. Para apren-
derla, nada es mejor que la propia ac-
cién en el seno esos mismos procesos,
pero también su contraste con los mé-
todos de quienes —como los autores
que aqui hemos tratado— utilizan per-
manentemente el didlogo abierto y la
experimentacion como forma de cons-
truccion y clarificacion de la natura-
leza su propio conocimiento.

11. Richard Estes. Vista de Florencia (6leo sobre te-

la): JOHN ARTHUR, “Richard Estes. Paintings &
Prints”. Pomegranate Art Books, San Francisco.
1993. p. 92.

12. Richard Estes. Tren D. 1988. (impresion sobre ta-

bleros laminados): JOHN ARTHUR, “Richard Estes.
Paintings & Prints”. Pomegranate Art Books, San
Francisco. 1993. p. 128.
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the alternative solution, the reuse of the old mor-
phemes, is even less efficient: Post-Modern archi-
tecture has left little more than a number of cartoons.
By contrast, it seems that one of the few sensible
paths is that of the last decades in Le Corbusier’s ca-
reer: to create new transcultural symbols, melting
the old emblems of all architectures; in fact, they are
closer than we may think at first sight. In Indian ar-
chitecture, we can see Greece and Rome overlap-
ping with Persia and Uzbekistan, an end of the Islamic
belt that reaches Iberia at the other extremity, or
British Palladianism mingled with Mughal architec-
ture in Lutyens’ work.

Chandigarh has survived fifty years of monsoon, but
many ideals have been tarnished since its creation.
Nehru, far from Western capitalism or Soviet Marx-
ism, was a founder of the Non-Aligned Countries
movement, but the phrase coined to refer to this block
is now a synonym for poverty. Indian Punjab was di-
vided again, and the Capitol buildings house three
administrations: Hindu Haryana, Sikh Punjab and the
Union Territory of Chandigarh. Nehru transformed
Gandhi's National Indian Congress into a political par-
ty that fell prey to corruption. Troops sent by Indira
Gandhi stormed the Golden Temple at Amritsar, the
Sikhs sacred city, and Nehru’s daughter was mur-
dered in revenge. Just a few years ago, the Open
Hand and the Tower of Shadows were deserted, a
pair of ruins surrounded by barbed wire and machine
guns. The terrorist attacks of a few Muslims took con-
trol of Western media for weeks; by contrast, when
a mass of Hindus tore down with their hands a
mosque dating from the period of Akbar’s grandfa-
ther Babur, the news were sent to the back pages of
newspapers. In Republican France, the Islamic veil
is prohibited paradoxically for religious tolerance’s
sake, while national identity is under discussion and
Sarkozy intends to open a back door for the sons of
Maghrebi immigrants in the Ecole Polythechnique
and other Grand Ecoles. The ideals of Modern Move-
ment have waned; the aesthetics of the avant-garde
have been dissociated from social ethic, and any al-
lusion to Minimal Housing brings about wild derision.
But now, when the idea of a planetary community is
no longer a theoretical construction of a few diplo-
mats, but rather a reality quite visible in the streets
and the stores of the First World, Chandigarh’s proj-
ect, the hard and obscure task of putting forward uni-
versal symbols, remains as pertinent as the first day.

1/ SIGFRIED GIEDION, “Espacio, tiempo y arquitectura”, Ed-
itorial Dossat s.a., Madrid 1980.

SPACE, TIME AND PERSPECTIVE IN THE
CONSTRUCTION OF THE CONTEMPORARY
ARCHITECTURAL GAZE: FROM HOCKNEY
TO MIRALLES

by Montserrat Bigas Vidal,
Luis Bravo Farré, Gustavo Contepomi

INTRODUCTION

In “Space, Time and Architecture”, Sigfried Giedion
emphasizes the validity of the Renaissance concep-
tion of the world during the whole development of the
western artistic tradition previous to the beginnings
of the twentieth century revolution. The perspective
concept of the Renaissance would be —according to
Giedion- one of the discoveries that better expressed
a way of understanding space as a reflection of a glob-
al conception of the structure of reality: “by inventing
perspective, the modern notion of individualism came
upon its artistic equivalence. In a perspective repre-
sentation, every element is related to one and only one
point of view which is that of the viewer."”

That conception of perspective was the perfect
metaphor which enthusiastically expressed the artis-
tic, philosophical, scientific and religious paradigm of
a whole era. Authors like Filippo Brunelleschi —who
was a jeweller, linguist, mathematic, engineer, sculp-
tor and architect- or Leonardo Da Vinci, may be illus-
trative examples of a world vision which could inte-
grate in the same individual a kind of knowledge
simultaneously embracing the domains of pure sci-
ence, philosophy, technology, craftsmanship and the
main creative arts.

Renaissance art of painting established the main prin-
ciples of a new kind of vision way before Architec-
ture, thus anticipating what would happen again five
hundred years later in modern revolution.
Departing from this point, and after a quick journey
along architectural history always related to the evo-
lution of technology and the discovery of new build-
ing materials, Gideon will reach the modern revolu-
tion with its new space-time conception. As it
happened at the very beginnings of the renaissance,
several new trends in painting appeared at the time,
preceding architecture; among them, Cubism was
specially outstanding.

The determining innovation in this global and new
human knowledge conception, is the consideration
of industry and technique as new realities that were
only related to practical, material and physically
functional aspects of existence, so consigning art
and humanistic knowledge to the domain of thinks
that are useless, a territory which, supposedly, is
autonomous and isolated of the material problems
of our daily existence.

That kind of dissociation leaves —to Gideon- no doubts
about the seriousness of its negative consequences:

2/ SIGFRIED GIEDION, Op. Cit., p. 33.
3/ SIGFRIED GIEDION, Op. Cit., p. 450.

emotion and reason —that’s to say, the main themes
associated to art- are inevitable parts of human ac-
tion; they use to be, precisely, its unique, proper and
necessary driving force.

The twentieth century —says Gideon- justly claims the
recovery of that common spirit that architecture, paint-
ing, mathematics and philosophy used to share in
baroque times: “we need to discover harmonic rela-
tions between our intimate condition and our devel-
oping environment. And by no way can we hold a high
performing level when it be kept apart of emotional
life. In that case, the whole machine collapses.””
The recovery of traditional integration of symbolic re-
ality and the needs of our strictly material existence
is what explains—according to Gideon- that the cubism
of Gris and Picasso and the purism of Le Corbusier had
mostly dealt with objects and situations which were
related to everyday life. Those Le Corbusier called “ob-
jects a reaction poetique”. The mission shared by ar-
chitects and painters will be then to open new worlds
of sensibility, that is to say, to unveil the emotional
meanings of the social and material world where hu-
man life takes place:

“The artist acts in the same way the inventor or sci-
entific explorer does; the three of them are seeking
new relations between men and their world. For an
artist, these are relations of emotional nature instead
of a practical or cognitive one. The artist doesn’'t mean
to copy everything that surrounds him but he doesn’t
mean either to be watched by us. He is a specialist
that shows us in his work as in some sort of mirror,
something that by ourselves we would not understand:
the condition of our own spirit.*”

A CONTEMPORARY VISION

Cubism could be understood as a new way of ex-
pressing the space-time relation between objects and
a movement which also responds to a new scientific
and cultural context; it reveals the existence of a new
paradigm and a new collective mood, though it might
not be totally —and necessarily— a conscious one. In
this way, the foundations of a new vision are set, which
will substitute the old system which derived from the
principles of the renaissance.

Actually, though it could appear to us as a system the
whole world has accepted from the very age-old times,
three dimensional renaissance perspective concep-
tion has been ruling for no more than five centuries
and been limited as well to the western cultural do-
main. It relates to Euclidean geometry whose main
virtue -and its main limitation- is the easy way it can
be dealt with by human intuition and imagination.
Physics and mathematics, however, are studying -
since the nineteenth century- the existence of more-
than-three dimensional realities which are long way
beyond the possibilities of imagination.

Nowadays we positively know that the reliable de-
scription of an object from one main point of view is
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no more possible: space, in modern physics, is always
linked with the idea of a moving changing observation
point, which no longer can have that independent, ab-
solute, objective and stable condition that Newtonian
baroque was about.

Cubist artists based their work on the crisis of the vi-
sion that gave priority to a single point of view (that of
photography, for example). They tried to achieve a
deeper knowledge of the structural qualities of the ob-
jects constitutive reality and of any relations between
them. They experienced the integration and the ar-
ticulation of diverse observation settings within a sin-
gle ‘theme the same way it usually happens in our
spontaneous perceptive way, so enlarging the terri-
tory of meaning in their field of action. Renaissance
perspective is superseded, and no longer exists that
previously stated hierarchy of a prevailing centre
which would structure predetermine and condition the
reading and expression of reality. In only one de-
scription several visions can be integrated —from with-
in, from outside- using different moving points of view.
Ultimately, a fourth dimension —time- is to be added to
the three of the classic universe conception, one which
can no longer be understood as separated from the
others and which shares with them the same degree
of relational interdependence.

The crisis is concerned with the very concept of rep-
resentation; colour and form will no longer aim to ac-
curate reproduction of reality appearances. They will
now be the expression of new —different, parallel- lev-
els of perception with its own autonomous existence
and with the capacity of expressing aspects, relations,
tensions, essential structures and underlying working
patterns that so will widen our conceptual range and
—definitely- our understanding depth.

Despite the undeniable scientific solidness of the new
paradigm and its substantial impact in the artistic and
humanistic domains, as far as architecture and its new
forms of expression are regarded, new graphic ap-
proaches corresponding to the radical condition of the
new conceptions —as neoplasticist deconstructions,
suprematism, radical functionalism or constuctivism-
will coexist with the utilization of traditional mono-fo-
cal perspective. That is what happened to figures like
Le Corbusier and Mies Van Der Rohe, even though they
were both enthusiastic of modern revolution; new mod-
ern architecture, therefore, is more close to an evo-
lution based on the heritage of the past than the tab-
ula rasa or the radical break which were claimed by
some manifestos published at the time. The great
change in Architectural principles in order to approach
the new cultural and scientific paradigm which Gideon
talks about, is something that did not occur as radically
and fast as it did in the domain of artistic avant-gardes.
The change began in the first half of the twentieth cen-
tury and has been developing ever since, at different
rates and always following a non linear trajectory.

4/ JOSE RAFAEL MONEOQ Y JOSE ANTONIO CORTES, “Co-
mentarios a los dibujos de veinte arquitectos actuales.”
Monografia n° 14, Catedra de elementos de composicion,
ETSAB. Barcelona, 1976. p. 60.

There is no doubt, however, about the significant ad-
vance represented by Aalto’s organicism. It includ-
ed such concepts as thematic fragmentation, influ-
ence of the context, the vernacular, conglomerate
order and the rejection of neoclassical hierarchical
schemes as well as of any theoretical concept trying
to impose specific formal patterns or conditioning the
natural dynamics of the project generation process-
es. In Aalto’s drawings, the expression of composi-
tional freedom still coexists with the use of perspec-
tive though the role of the context is progressively
increasing. Following the same track, one of the main
features of Venturi’s architecture —which outstands
in his drawings- is his unconditional acceptation of the
contemporary urban context —no matter what level of
quality it shows- as an integrant element of the archi-
tectural reality we are going to transform. Therefore,
the evolution leading to a genuine new way of ex-
pressing architecture in a way which should be real-
ly harmonious with the new world conception will be
a slow and a gradual one. The line connecting a wide
range of architects as Aalto, Asplund, Kahn, Venturi,
the Smithsons and more recent supporters of a new
organicism like Enric Miralles, may be understood as
the evolutionary way of modern ideas in a laborious
process of getting rid of the old paradigm’s ballast.

DRAWING, PERSPECTIVE AND ARCHITECTURE IN EN-
RIC MIRALLES: A CURRENT PROPPOSAL

In our present times, the graphic track of the work-
ing processes of architects like Enric Miralles, for in-
stance, are a good sample of proper coherence be-
tween a specific architectural option and the way it is
graphically expressed. Among the most relevant in-
fluences in Miralles” method of drawing, we can quote
the architect Albert Viaplana, in whose office Miralles
collaborated during his formative years; other refer-
ences are the drawings of Mario Ridolfi and the work
of the English painter and draftsman David Hockney.
Juan Antonio Cortés and Rafael Moneo, in a com-
mentary about the architectural drawings of Mario Ri-
dolfi, pointed out what to them was one of his most
typical features, which was the great amount of graph-
ic information he condensed in the less space he could,
and his ability to relate the many different elements
and levels of information included in a drawing: “In the
same document he fits the situation plan, the roof, the
construction, etc. The weight of the figurative, ac-
counts for more than a mere description of reality and
that’s the reason for the need to see this project ata
glance, like a builder would do, because for him, exe-
cution and project can not be separated.*”

The architect acts as a constructor trying to eliminate
all differences between architecture and representa-
tion; drawings pretend not only to represent -as would
do a substitute for reality- so to be perceived prior to
its real existence; they are themselves construction,
an analogous and parallel reality constructed ac-

5/ ALBERT VIAPLANA, “Obra Viaplana/Pifion”. Col.legi
d’Arquitectes de Catalunya, Barcelona, 1996. p. 114 (traduc-
cion de los autores).

6/ ALBERT VIAPLANA, Op. Cit., p. 117.

cording to its owns rules and meanings. In these
drawings, big scale details, the plan or the labelling
itself are not part of a hierarchically structured dis-
course, but seem to belong to an organic indivisible
whole which can be understood only by looking to
the entire joint as well as observing any minor ele-
ment (figs. 1 and 2). Miralles, who admitted the in-
fluence of Ridolfi’s drawings in his own way of rep-
resenting architecture, made the following comment
about the object of several perspectives he made
when he was working at Pifion — Viaplana’s studio:
“In these perspectives, the precision of the draw-
ing, its construction, must be seen as an equivalent
of the architectural construction itself. We were not
looking for an image as a substitute for a future built
reality but a precise construction in itself.”

In Miralles’s drawings, whether those of his stage
at Viaplana's (fig. 3) or those of later periods (fig. 4),
we recognize that same capacity shown by Ridolfi,
who was able to relate items that were apparently
heterogeneous or belonging to unconnected parts
of speech. The architectural conception of Albert Vi-
aplana perfectly fits in such a form of expression as
the later work of Miralles will produce an equivalent
in his graphic design. Says Viaplana: “...architec-
ture is only a particular case of Architecture. | am
interested in Saint Peter in Rome in the same way |
am in San Juan de Dios in Esplugas (Barcelona) or
in the Sierra del Tormo rushing into the river Ebro.
The same happens in cinema and in literature. A few
days ago | watched Sacrifice, by Tarkowsky. The plot
is structured in some hidden way upon the kind of
relation an artist establishes with his work. The main
character himself, a theatre actor, is his own work;
to him, disappearing of that work is the same as self-
immolation, the sacrifice in the title...*”

Built architectures are no more inspiring or stimulat-
ing, according to Viaplana. To appeal to the classical
mimesis which is based in canonical patterns doesn’t
show any interest to him, and the same happens with
the current institutional culture. The culture he stands
for is that which comes from experience with simple
things nearby: “Il used to think that some ideas were
of an architectural kind and others weren’t. What |
think now is that it is just my lack of ability what pre-
vents me from seeing the architectural essence in
all things and ideas.®” In that same interview, Viaplana
establishes the roll of intuition in the design process,
as well as that of critical attitude, reason and order:
“The hardest work takes place before birth. Making a
decision about a form of life, creating a world without
betrayal, where everything can fit -although not al-
ways with residence permit- that is difficult stuff”. In
Castelldefels, at breakfast, | use to draw projects on
table napkins the same way I'd do listening to a dic-
tation...there is a time for absolute freedom and a time
for the most rigorous criticism. These are two moments



7/ ALBERT VIAPLANA, Op. Cit., p. 120.

we must not confound and as long as we are getting
more trained, they get closer in time. Otherwise, | dont
believe in order in architecture, or at least in the terms
most of architects use to understand it. Several rocks
spread by down a slope show me a kind of order. |
don’t need to know all the circumstances they were
through until finally set in that way, to know for certain
that there is an order. Most of the laws they followed
before this final moment remain unknown to me or their
track is kept out of my sight, but yet every one of them
is transmitting me, with its only presence, his particu-
lar story, and the story of its relation with all the oth-
er rocks and the rest of the environment. Presence
is a concept that remains at the basis of our archi-
tecture...the presence of a face, a person, an object,
a building, generates a whole system of relations
around, departing from the specific story which first
gave form to them. | want my architecture to have the
quality of the living, and to me it doesn’t matter if it is
beautiful, imperfect or ugly. What really does matter
is each work living all things imaginable until its dis-
appearance. Only after its total destruction can we
thing of construction. Only then, if at all, and with the
strictest geometry.””

Drawings, therefore, are more about constructing that
way of looking for the architectural condition in “every-
thing and every idea” than about advancing the rep-
resentation of an object to be built in the future.

The drawing process itself is a continuous search
for the nature of this gaze, a development of this ca-
pacity. In the plans of Miralles” projects (fig 5), dif-
ferent information layers are arranged together so
to produce a great number of interactions and re-
lations. He took from Viaplana that peculiar scaled
drawing which uses only one thickness in all lines,
no matter what they are representing —plans, ele-
vations, details or even letters in titles or labelling;
the profiles of a single letter are not less significant
here than those meaning a wall, a piece of furniture,
a path or a pavement slab.

In the first stages of Miralles” working process —as
in other current authors that use this kind of approach-
a lot of trial sketched plans and differently scaled mod-
els are produced, exploring simultaneously a wide
range of possibilities and always shown up in bird-eye
views. In the design stage, cross-sections are sys-
tematically avoided; perspectives, either showing en-
vironmental pre-existent or design elements, give place
to photographic mosaics in David Hockney’s way; in
those, you can not find a dominant structuring point of
view, but a trip of the eye following what could be the
spontaneous exploration route all over the place made
by an observer. This temporal quality of the sight with
variable durations that depend on each occasion of
the attitude and state of mind of the viewer, is what
makes the main difference between photography and,
on the other side, painting or drawing; this the base of

8/ DAVID HOCKNEY, “Hockney Fotograf” (Exhibition cata-
log), Fundacié Caixa de Pensions, Barcelona 1985. p. 20 (tra-
duccion de los autores).

9/DAVID HOCKNEY, Op. Cit. p. 20.

10/ DAVID HOCKNEY, Op. Cit. p. 21.

the modern artistic evolution we have quoted at the
beginning of this article.

Time and the intensity of the gaze in the progressive
exploration of subjects is what we recognize in an ac-
cumulation of serial images giving shape to a whole
with many possible attention focuses. We can so move
forwards or backwards, stop o linger on our percep-
tion spot depending on our receptivity and our sate of
mind. Including track of the time we spent looking is
the clue of the true advantage of drawing over instant
photography. Photography comes from the perspec-
tive of the camera obscura and so does the main-
stream of western painting; painting and drawing, how-
ever, are always superior in intensity and richness of
observation, for even in the case of Canaletto’s cam-
era, looking process delays for a while both in obser-
vation and realization stages.

Ina classical perspective framing the object seems to
be seen through a window or, in other words, the ob-
server is located outside the depicted reality; that is,
according to Hockney, its main shortcoming. Today we
know how impossible it is to achieve that objectivity
because the observer is always part of the subject he
is looking at and he is conditioning and transforming
it with this action. In eastern tradition —Hockney af-
firms- this was never the case: views are global, they
are not focussed in a single point. The observer looks
up and down as he would through a big door: there
is continuity between both territories and the limit is
easy for the observer to cross. Let’s quote Hockney:
“When you draw from a model you don’t need to frame
it, differently from the photographer. You are looking
with both eyes and you can include anything you want
within the paper surface, whether it be the hole room
or just a little fragment, it’s just the same: the choice
is up to you"®. He tells how he made a photographic
composition trying to recall a cubist painting by Pi-
casso or by Gris: “ | discovered that cubism can only
be about things nearby...l knew | was making a sort
of photos that could not be looked at just by fixedly
staring, they could —and so must- be observed oth-
erwise. Your eyes could wander by and around and so
look at them in many different ways: each time you
look, it seems a different theme. | realized how big a
number of permutations things can adopt™. In our way
of seeing things there’s never an out-of-focus area,
and that is the main difference with a classical pho-
tograph, where you previously decide which area will
be in focus. Our eye moves always focussing in every-
thing it meets, it is always interested in something no
matter where you point it: “the meaning of this is that
what s really interesting for us is the very fact of look-
ing, something that tells you that you are alive; you en-
joy that experience and the pleasure is not in the sub-
jectyou look but in the very act of looking™™.

If we analyze cinema, the other modern invention about
visual narration or sharing ways of vision, we realize

11/ DAVID HOCKNEY, Op. Cit. p. 19.

how movement and time are included too, but the time
is there previously set by the film director and it is,
therefore, the same for everybody; and so are the se-
quence and priority of attentions and shape of the
frame. Cinema is thus closer to perspective or instant
photography than it is to drawing, to cubist painting or
to the photographical mosaic collage where we can
always choose time, order, sequence, rhythm and in-
tensity for our observation. We, in our lives, “never ex-
perience such thing as still time; if time ever stood still,
it would mean that we are dead. We experience du-
ration and we experience it constantly: it just hap-
pens”". There is no possible experience of space un-
related to time.

Richard Estes is another author who worked on the
same theme using realistic painting. Within anyone of
his pictures, we can follow his eye lingering in the fore-
ground objects while projecting to the infinite distance
without limitations to move all over the landscape and
including such wide angles of vision that no human
eye could cover if remaining still. In Estes painting, al-
so, everything is in focus; his paintings seem at first
glance to respond to one classical framing, but ob-
serving them in a deeper way we can see different
glances accurately united, multi-focal perspectives
where there is not any difference of focus between
near and far areas. The aspect of these paintings, ap-
parently realistic in a quick appreciation, unveils its
pictorial, contemporary and non-instant looking na-
ture when we spend more time looking. We then no-
tice the existence of many different welded points of
view and an impossible and absolute transparency of
the airin his landscapes (as if the same winter, a windy
and sunny weather, was the permanent companion of
our artist in his continuous travelling through such di-
verse climates and destinations). That transparency
avoids any possible feeling of perceptive hierarchy
that distance could cause; foreground details are giv-
en the same value in terms of sharpness and colour
than the skyline of landscapes or the horizon of the
sea (figs. 4 and 5).

No wonder that Miralles adopted Hockney’s photo-
collage technique from the very moment he discov-
ered it. In these kind of composition all elements seem
to count the same as happened with the architectur-
al line drawings made all with just one thickness. These
compositions always show the context of the project
in a total continuity with the proposal. It is no more a
matter of figure against background. They speak about
continuity of reality and seeing. About the special qual-
ity of things un-finished, about work in progress. They
don‘ttalk us about the metrics or the exact proportion
of the objects, they consciously are hundred per cent
subjective. But one of those collages allows you to
take home, to the intimacy of your personal workspace,
many visual and tactile sensations of a specific far-
away context, something that could never be achieved
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12/ PIERRE BOULEZ, “Le pays fertile. Paul Klee”. Editions
Gallimard, Paris, 1989. p. 147 (author’s translation)

either with traditional data taking systems nor using
classic photography. The architectures resulting from
that kind of procedures are conceived to be lived in
a similar way. It will be impossible to resume its main
features in a principal image or a special best fram-
ing. Its labyrinthine and multidimensional quality will
naturally include all variations that occur in the cre-
ation process or in the course of its further use. They
always show a consubstantial continuity with the con-
text where they were to be built.

Learning to draw in order to design architecture has
much to do with the architect learning to construct a
human way of seeing, according to the specific cul-
tural context in which he has to live. It is essential to
incessantly explore new and effective perceptive ap-
proaches and graphic records that allow us to under-
stand that objective of architecture which is harmo-
nious with our current reality. Otherwise, conformist
inertia and obsession about the deceptive security
flowing from the repetition ad nauseam of the well
known, would surely neutralize the power of imagi-
nation and with it any hope for progress: “imagination,
that wonderful ability, if left out of control, does noth-
ing but to rely on memory. Memory will once more
bring to light well known things, seen or heard, the
same way ruminants regurgitate grass. Chewed it may
be but never properly digested or transformed.™”
Our pedagogical experience with these means of ex-
pression has taught us that architecture students as-
similate and most easily adapt this way of looking at
the various stages of their design work, in opposition
to what happens with other techniques like tradition-
al perspective, which they often forget immediately
after they had learnt it (despite its undeniable useful-
ness to represent specific kinds of architecture in the
process of project). This could probably happen due
to the un-intuitive nature of perspective conventions
when we compare them to the natural way of looking
atthings, despite the evident analogies between per-
spective and photography.

The graphic strategies used in the graphical process
of project design, are bound to the specific nature of
the architecture produced. If we initiate the work us-
ing conceptual diagrams and tensional sketches , ex-
ploration directions and referential qualitative inten-
tions, trying different models changing attention focus
and considering that process as an open dialog, all
this work will produce a kind of architecture far away
of the one that would result from the use of the clas-
sical strategies of mimesis and previously stating an
idea as an advance of the final figurative approach.
When the action of thinking is preceded by a con-
structive trial and error open receptive process, the
graphic track notoriously differs from the use of an ab-
stract idea as origin of the construction. In the first
case, the coherence of the project comes out of the
mechanisms employed in its articulation process, it

has nothing to do with the recurrent use of images
or representations.

There is not neutral teaching of drawing in architec-
ture: depending on what systems of expression we
use, what kind of graphic project process we start
with, a determinate architectural response will emerge.
Learning to use perspective in one or another way
or the volume modelling workshop, the correspon-
dence between concepts and their graphic ap-
proaches, knowing the proper moment for the use of
the metrics, geometry and precision, the roll and the
importance we give to the mimesis in the act of de-
sign...all this items form the corpus of a graphic dis-
cipline that can not be understood apart from the very
bulk of the graphic ideation of architecture. The best
for learning this it is to perform these processes, al-
so trying to understand the methodology of those
which constantly try to open new dialog and experi-
mentation as a way of constructing a knowledge and
comprehending the true nature of their way of doing.
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PEDAGOGY OF THE INITIATION IN AR-
CHITECTURAL CREATION: IMAGINARY
IMMERSION AND EMERSION, MATRIX
SPACE AND INCIPIENT PROJECT. AP-
PROACHES TO A POIETIC PEDAGOGY

by Pedro Burgaleta Mezo

Learning to draw must be for architecture students
an initiating experience in architectural creation —as
opposed to a mere propaedeutic discipline, a skill to
be learnt independently of that of projecting itself.
Consequently, in order to successfully draw as a way
of initiation, both drawing and projecting are need-
ed to be learnt concurrently. Most of the existing mis-
understandings about the drawing-projecting rela-
tionship disappear when studied simultaneously; it
is then when they get rid of those artifactual aspects
that distort them. Indeed, the kind of drawing that en-
ables to invent architecture is the one that has to be
practiced; and the resulting architecture is condi-
tioned by the drawing skills acquired at each learn-
ing stage. The relation between drawing and pro-
jecting is a never-ending dialogue that must remain
active during the whole education of an architect.
Initiating in creation can be understood as experi-
encing a series of translations between different vi-
tal situations —productive, cognoscitive situations-
or spheres of significance. These translations involve
meaning transgressions and, therefore, can be con-
sidered of poietic nature —since poiesis can be un-
derstood as the transgression of a given, established
meaning and the proposal of a new one.

At the beginning of the initiation in creation, students
will move from a situation characterized by conven-
tions and recognition, to a different one charaterized
by indetermination and exploration, and eventually
from the latter towards a situation where proposals
can be finally made. Students translate from the con-
ventional world —known through socialization- to a
sphere of uncertainty where that world is diluted
through critic and productive actions. At that point,
the possibility to propose a new world arises. This is
a cyclical process that takes part along the whole
education of the students, reaching new levels of
consciousness, growing up in parallel with their own
maturing process.

Creating is, therefore, a constant and progressive
process, and its roots cannot be determined. It takes
place along different stages of the displacement be-
tween the conventional-world and the no-world, and
between the latter and the new-world'. It must be not-
ed that this constant activity —switching between
worlds- is also a feature of our own mind since ear-
ly childhood, and the intitiation in the process of cre-
ation takes advantage on it, making it explicit, serv-
ing as a guideline and structure. So this is not an issue



