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LOCURA Y CcOoM

Bernard Tschumi
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No es preciso recordar en este contexto

que en Locuray Civilizacion nace Miche! Foucault dé la
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aqui caer en una 1ascinac1(’)n imelectua\ por la \ocura,
sino mas bien hacer hincapié en aue 4sta articuld algo
que suele ser negado para preservar un fréagil orden
social 0 cultural.

Una de 1as con\r\buc\ones de Jacques Lacan, en
cuanto 2 melodo\ogia. fue proponer una teoria psicoa-
nalitica que. aunque estuviese sustentada por la prac-
tica clinica, N0 pudiera ser reducida 2 esa practica. La
misma preocupacién existe hoy en \a arquitectura, enla
que la teoria arqu\\éc\()mca esta sus(éntada por 10 que
existe —€! espacio, el cuerpo el movimiento \a
historia— pero NO puede. bajo ningn concepto, ser
reducida solamente @ tales factores. Tanto en The
Manhattan Transcripts como después en \as Folies. el
objetivo era desarrollar una teoria global que conside-
rara tanto 10 inesperado como 10 aleatorio, tanto 10

pragmétlco como 10 apasnonado, y razonara aquello
que antes estaba excluido de laesfera dela arquitec-
tura porque parecia penenecer a la esfera de 1o
irracional.
Disociacion. Transferencia, punto de Anclaje

No es necesario explicar nuevamenté las disyuncio-
nes qué caracterizan nuestro tiempo. tan opuestas alas
falsas certezas propagadas genera\meme por los ideo-
logos de |a arquitectura La no-coincidencia entre sery
stgn‘mcado, entre hombre Y objeto ha sido explorada
desde Nietzsche @ Foucault, desde Joyce a Lacan.
JQuien. pues. podria exigir noy la habilidad de recono-
cer los 0bjetosy |as personas como parte de un mundo
homogéneo Y coherente?

Gran parte de Ja practica dela arquitectura —lacom-
posm()n, \a ordenacion de los objetos @ imageny seme-

janza del orden del mundo, 'a perfecmc’m de los objetos.
|a vision de un tuturo hecho de progresoy continuidad—
es concep\ua\meme maphcab\e hoy en dia, ya que \a
arquitectura solo existe @ traves del mundo en queé se
ubica. Siesté mundo implica disociacionesy destruye 1a
unidad, \a arquitectura 1o reflejara ‘\r\ev'\\ab\ememe. Los
excesos de estilo —supe(mercados doricos, bares alo

Bauhausy apanamemos de estilo gbtico— han vaciado

"~ de S\gn\f\cado el lenguaje de la arquitectura. Pero,

,cOmMo puede generarse 51gn\ﬂcado cuando 108 signos
solo se refieren @ otros signos. no significan sino qué
s6lo sustituyen: Un signo no es signo de algo, sin0 de un
efecto queé es el que asume como tal la funcion del
&gnihcanle‘ apunta Lacan “£] humo no es otra cosa que
el signo del fumador .

pero si 108 signos son yariables que son desp\azadas

con regu\andad, hay otras constantes, tales como la
forma. En arquitectura. como en cualquier otro campo el
stgmﬂcado de la forma reside solo en el hecho de que
sta puede Sef identificada. ¥ nada mas: “ g forma no
sabe mas de lo qué expresa. Es real, en tanto qué con-
tiene un ser. La forma €S el conocimiento del ser'™. El
captar fragmentos de vida va unidoala ‘\dem\ﬁcacic’m de
formas en el espacio.

La analogia con el psmoanéhsis‘ cuando s€ confronta
conla dispersiony \a despe(sonahzacic’)r\ de la arquitec-
tura con\emporénea, es posible € incluso aprop\ada.
Numerosos trabajos sobre 12 esquizofrenia han mMOs-
trado cOMO el esqu\zofrén\co se esconde en otro modo
de ser para poder existir, existiendo fuera del cuerpo y
perdnendo sus origenes, sus \imites protectores. suiden-

{idad y parte de su historia persona\. “En la esquizofre-

nia. algo sucede qué perturba la relacion del sujeto €on
|a realidad y confunde el contenido con la forma "4 Efec-
tivamente. el esqu\zoﬁrémco situa palabras y cosas en
un mismo ptano sin distingulf Sus respectivos origenes.

Enesta analogia, 1a ciudad con\emporénea y sus mul-
tiples partes (en este caso La villette) estan pensadas
para corresponderse con l0s elementos disociados de
\a esqmzofrema. La cuestion es saber cual es nuestra
relacion con partes 1an dislocadas dela ciudad. Nuestra
hipotesis aqui es que esa relacion sugiere necesaria-
mente 12 idea de transferencia. La yransferencia en
arquitectura se parece al pstcoar\é\\svs, el instrumento @
{raves del cual sé intenta la recons\ruccx()n teorica de 12
totalidad del sujeto. “La transferencia se entiende aqui
como transporte: 1a disociacion hace estallar |a transfe-
rencia en fragmentos de transferenc:a”i Enel proyecto
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de LaVillete hablamos de una formal»zac:o’n, una expre-
sion desinhibida de la disociacion = ps‘coanahsns los
tragmentos de ransterencia son \ranspor\ados al psico-
terapeuta EN arquitectura. es0s fragmentos de transfe-
rencia 00 pueden ser x(ansponados a la misma arqui-
tectura. E! entfoqué de La Villette suglere puntos de
encuentro. puntos de anclaje donde 108 fragmentos de
una realidad dislocada puedan ser comprend«dos.

En esta situacion. 12 formacion de una disociacion
requiere que s€ estructure un soporte como punto de
reencuentro £l punto de la folie se convierte €n el
toco de ese espacio disociado. actua como comun
denommador. cons\\\uyéndose como un sistema de
relaciones entre objetos. acomecnmlemos Y personas,

permn(\endo el desarrollo de una carga, un punto de

m\ensxdado

La malla dé follies permite \a oombmacnc’m de lugares
de transferencia en el contexto del solar de La Villette
Obviamente es secundarno tratar de determinar Por
adelantado |las formas arqu«\ec\émcas que son mas
apropiadas para tales situaciones de transterencia Lo
que realmente tiene \mportanma es que 'a folie sea
tanto el ugar como el objeto de la transferencta Esta
transferencia tragmemar'\a en la locura no es otra cosa
que 'a producc»()n de un reagrupam\emo eofimero de
estructuras disociadas 0 que han estallado

Aqui termina |a analogia ps«coana\iuca por supuesto.
en el mundo de! pa(:\eme imervendria un nuevo factor,
el factor simbolico, que para el ps‘\coanéhS\s es uno de
|os factores constituyentes de la realidad. Sin embargo,
el punto de anclaje _\a folie— mantiene una funcion

sintetizadora. interpreta el papel de! analista, permite el

paso desde 'a ruptura (nocion espacial) al conflicto
(nocion temporal). £l punto de anclaje —folie— permite
un enfoqué mu\t‘\dimenS\ona\, reforzando |os fragmentos
de transferencia e \mroducwendo una rees\(ucturacn()r\
sobre nuevas bases (una vez decons\rwda, \a realidad
nunca puede sef reconstruida como antes).

Esos puntos de referencia estan orgamzados en la
forma de una parrilla de puntos Tal estructura sugiere
wmph’cnameme |as rejas de un asilo o de una prision,
m\roducnendo un diagrama de orden en el desorden de
|a realidad De esta manera a folie sirve como una pre-
sencia aseguradora en un nuevo sistema referencial. L@
parrilla de puntos €8 \a herramienta estratégica del pro-
yecto de L2 Villette Articula el espacio, \o activa. Ala
vez que huye de toda 1erarquia y de composiciones:

juega un pape! politico, rechazando el a priofi, ideolo-
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MADNESS AND THE COMBINATIVE

Style today can only be the result of a cons-
cious, methodical manipulation of forms which
owes little to preconceived images. A methodology
cannot ignore the social, cultural, and historical
circumstances of its use, and current architectural
methodology will inevitably differ from that of the
past. The following text consists of two distinct

parts. The first deals with concepts of madness .

and transference; the second with ideas of combi-
nation and contamination. Both parts relate to one
another in the same way that science relates to
technique, that interpretation relates to fact — as
an uncomfortable necessity.

1. MADNESS

“"Madness would then be a word in perpetual
discordance with itself and interrogative throug-
hout, so that it would question its own possibility,
and therefore the possibility of the language that
would contain it; thus it would question itself, since
the latter also belongs to the game of language”.
Maurice Blanchot.

Madness serves as a constant point of refe-
rence throughout the Urban Park of La Villette
because it appears to illustrate a characteristic
situation at the end of the twentieth century —that
of disjunctions and dissociations between use,
form, and social values. This situation is not
necessarily a negative one, but rather is sympto-
matic of a new condition, as distant from eigh-
teenth century humanism as from this century's
various modernisms. Madness, here, is linked to its
psychoanalytical meaning —insanity— and can
be related to its built sense —folly— only with
extreme caution.! We aim to free the built folie from
its historical connotations and to place it on a
broader, more abstract plane, as an autonomous
object which, in the future, will be able to receive
new meanings.

The following text attempts to place architecture
in general, and La Villette in particular, within a
specific methodological context, drawing on ano-
ther theoretical field — namely, psychoanalysis.
This contamination of one discipline by another
should also be read as a symptom of today's dislo-
cated condition.

It is not necessary to recall in this context how
Michel Foucault, in Madness and Civilization,
analyzes the manner in which insanity raises ques-
tions of a sociological, philosophical, and psycho-
analytic nature. If | suggest that madness also rai-
ses an architectural question, it is in order to
demonstrate two points. On one hand, that norma-
lity (good architecture: typologies, Modern Move-
ment dogmas, Rationalism, and the other isms of
recent history) is only one possibility among those
offered by the combination, the genetics of archi-
tectural elements. On the other, that, just as all
collectivities require lunatics, deviants, and crimi-
nals to mark their own negativity, so architecture
needs extremes and interdictions to inscribe the
reality of its constant oscillation between the
pragmatics of the built realmand the absoluteness
of concepts. There is no intention here to descend
into an intellectual fascination with madness, but
rather to stress that madness articulates some-
thing that is often negated in order to preserve a
fragile cultural or social order.

One of Jacques Lacan's contribution, on a
methodological level, has been to suggest a
psychoanalytical theory which, while informed by
clinical practice, could not be reduced to that prac-
tice. The same concern exists today in architec-
ture, whereby architectural theory is informed by
what exists —space, the body, movement,
history— but cannot, under any circumstances, be
reduced to such factors alone. First The Manha-
ttan Transcripts and then the Folies aimed at deve-
loping a related theory which would take into
account both the unexpected and the aleatory, the
pragmatic and the passionate, and would turn into
reason what was formerly excluded from the realm
of architecture because it seemed to belong to the
realm of the irrational.

27



28

1. Las Folies. 1982.
2. Superposicién puntos-lineas-superficies. 1982
3. Planimetria general. 1983

DISSOCIATION, TRANSFERENCE,
ANCHORING POINT

Itis unnecessary to state again the disjunctions
characterizing our time, as opposed to the false
certainties generally propagated by architectural
ideologists. The non-coincidence between being
and meaning, man and object have been explored
from Nietzsche to Foucault, from Joyce to Lacan.
Who, then, could claim, today, the ability to recog-
nize objects and people as part of a homogeneous
and coherent world?

Much of the practice of architecture — composi-
tion, the ordering of objects as a reflection of the
order of the world, the perfection of objects, the
vision of a future made of progress and continuity
—is conceptually inapplicable today. For architec-
ture only exists through the world in which it loca-
tes itself. If this world implies dissociation and des-
troys unity, architecture will inevitably reflect these
phenomena. The excesses of style —Doric
supermarkets, Bauhaus bars, and Gothic con-
dos— have emptied the language of architecture
of meaning. The excess of meaning lacks mea-
ning. But how can meaning be produced when
signs only refer to other signs; they do not signitfy,
but only substitute? “A sign is not a sign of some-
thing, but of an effect which is what assumes as
such the functioning of the signifier”, notes Lacan,
“Smoke is nothing but the sign of the smoker" 2

But if signs are variables that are regularly dis-
placed, there are other constants, such as form. In
architecture, as elsewhere, the meaning of form
resides-only in the fact that form can be identified,
and no more: “Form does not know more than it
expresses. It is real, in as much as it contains
being. Form is the knowledge of being."3 Gras-
ping fragments of life is linked to the identification
of forms in space.

When confronted with the dispersion, the deper-
sonalization, the dispossession of contemporary
architecture, the analogy with psychoanalysis is
possible and even correct. Numerous works on
schizophrenia have shown how the schizophrenic
hides in another mode of being in order to exist,
existing outside the body and losing origins, pro-
tective limits, identity and part of personal history.
“In schizophrenia, something takes place that fully
disturbs the relation of the subject to reality and
drowns content with form".4indeed, the schizophre-
nic places words and things on the same plane
without distinguishing their respective origins.

In this analogy, the contemporary city and its
many parts (here La Villette) are made to corres-
pond with the dissociated elements of schizophre-
nia. The question becomes that of knowing one's
relationship to such dislocated city parts. Our
hypothesis, here, is that this relationship necessa-
rily suggests the idea of the transference. The
transference in architecture resembles the
psychoanalytic situation, the tool through which
theoretical reconstruction of the totality of the sub-
ject is attempted. "Transference is taken here as
transport: dissociation explodes transference into
fragments of transference” 5 In the La Villette pro-
ject, we speak of a formalization, an acting-out of
dissociation. In a psychoanalytical situation, the
transference fragments are transported to the
psychotherapist. In an architectural situation,
these transference fragments can only be trans-
ported on to architecture itself. The approach
behind La Villette suggests meeting points, ancho-
ring points where fragments of dislocated reality
can be apprehended.

In this situation, the formation of the dissociation
requires that a support be structured as a point of
reassembly. The point of the folie becomes the
focus of this dissociated space; it acts as a com-
mon denominator, constituting itself as a system of
relations between objects, events, and people. It
allows the development of a charge, a point of
intensity.6

The grid of folies permits the combination of pla-
ces of transference on the background of the La
Villette site. Obviosly, it is secondary to try to
determine in advance the architectural forms that
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gico de los Planes Generales del pasado. El parqué
urbano de La Villette ofrece la posib'\lidad de reestructu-
rar un mundo disociado @ traves de un espacio media-
dor —folies— en el que s€ pueden agarrar 10s injertos
de transterencia.

La parrilla de puntos de folies constituye €! \ugar de
una nueva inversion. Las folies son nuevas sefales: 08
injertos de transferencia. Estos permiten el acceso al
espacio: uno empieza con cierta ambivalencia hacia
una forma enel espacio que debe ser reencarnada Las
folies crean un punto “nodal donde simbolo y realidad
permiten la construccion delo imaginario a tra vés de la
reintroduccién de una dialéctica dé espacio y tiempo'”.
El parqué de La Villette ofrece este espacio de transi-
cion, una manera de accesoa nuevas formas culturales
y sociales €n |as que |a expresion €8 posible, aun

cuando haya desaparecido el habla.

£l proyecto de La\Villette puede pues yerse como una
exposicion innovadora de una técnica de superposxcio-
nes y puntos de anclaje. Ofrece lugares donde apre-
hender objetos y usoS. “Se construye dentro de un
mecanismo qué actua como unidad de reagrupamiento
para todos las posibilidades de colocacién"ﬁ. Es una
superficie de puntos de anclaje multirreferencia\es para
cosas 0 personas que conduce a una coherencia par-
cial pero que, con todo. desafia la estructura institucio-
nal de la cultura oficial, 108 parques urbanos, museos,
centros dé recreo, etc.
2. COMB\NATOR\A
“Aunqué cada creacion €S necesariarneme combi-
nativa, la sociedad, en virtud del vigjo mito roman-
tico de la inspiracion. no puede soportar qué se lo

digan’.
Roland Barthes. Sade, Fourier. Loyola

La fragmemacnén de nuestra loca situacion contem-
poranea sugiere \nev‘\\ab\ememe reagrupam\emos nue-
VoS € imprevistos de sus tfragmentos. Sin estar ya uni-
dos .en un todo coherente, mdependien\es de su
pasado. estos fragmentos autonomos pueden ser
recombir\ados atraves de una serie dé permu\amones
cuyas reglas no tienen nada que Ver con las de! clasi-
cismo o del movimiento moderno.

Este texto intenta demostrar, primero, que cualquier
arqunectura nueva implica \a idea de combmacnc’m, que
toda forma €S el resultado de una combinacion. Des-
pués. sefala que la nocion de combmacic')n se puede
articular en categorias giterentes. Es importanté sefialar
que 'a arquitectura no es aqui considerada como el

resultado de \a compos\cu’)n, una sintesis de preocupa-
ciones tormales Y constreﬁimientos funcionales, sino
como parte de un complejo proceso de relaciones de
1rans10rmacic’>nv Entre el puro formalismo Que reduce |2
arquitectura 3 una sere de formas (\\evadas al limite,
estas formas podrian ser informes,y S\N slgniticado) yel
realismo clasico, que intenta dar @ todas \as formas un
yalor expresivo. los aspectos del analisis estructural
(que nos atane) intentan distinguir \a naturaleza de tales
relaciones de \ranstormacic’)n.

El proposito de este texto N0 es proponer |a clase d&
nuevo rol moral 0 filosofico asociado 2 menudo con
tentativas arqu\teclc’)nicas sino que su intencion es con-
sigerar al arquitecto, en primer \ugar, como un formula-
dor un inventor de relaciones. También s€ propone ana-

lizar lo Qué sera \lamado en este contexto comblnatoria,



esto es, el }uego' de comb\nac\ones y permutaciones
posibles entre 1as diterentes, categorias de analisis
(espacio. movimiento. acomec\muemo, técnica, simbolo,
etc).en oposucu')n aljuego mas (radicional entre funcion
o uso y forma o estilo

Vista en esta perspechva, la gran preocupacn()n de la
arquitectura ya no €s la composncn(’)n ola expresion de
funcion sino que aquella s constderada como el objeto
de permu\act(’)n, la combmacxc‘m de un gran juego de
variables cuyo objeto €s re\ac‘\onar', ya sea de una
manera manifiesta © secreta, campos tan diferentes
como 13 accion de correr, 1as juntas ge dilatacion dobles
y la planta libre. gemejante juego de permutamones no
es gratuito permite que ocurran actividades nuevas Y
hasta ahora m\magmab\es gin empargo. ello implica

también que cualquier intento de encontrar un nuevo

modelo O forma de arqunectura requiere un analisis de
la gama completa de posnb\\\dades, tal como €en \as
matrices d€ pe(mu\ac\ones ysadas tanto por 108 inves-
tigadores cientificos como por 10S es\ructurahs\as. Esto
demostraria que €l sxgnmcado siempre €s una funcion
tanto de 12 posmc’)n como de 12 superficie. produmdo
por el movimiento de una ranurd vacia en 12 serie de
una estructura.

El principio conductor en \a \nvest\gac‘\én de La Ville-
te es p(eC\sameme el de la ranurd vacia. Este juego de
permu\amones fue explorado inicialmenté en The Man-
hattan Transcripts: ~el futbolista patina en el campo de
patalla™ €ra el manifiesto de \a \n\ercamb‘\abv\’\dad de
objetos. personas y acomeC\m\en\osv \nﬂuenciados
tanto por los textos poslestructura\is&as como por \as
diterentes técnicas deé montaje cmema\ogréﬁco, los
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Transcripts introdujeron de una manera teorica, 10 que
va a ser aplicado en La Villette.

Obviamente, |as técnicas de combmaci()n no carecen
de precedente La practica sadiana, tal como ha sido
analizada por Barthes en Sade, Fourier, Loyola nos da
un claro gjemplo: en gade, todas |as funciones son
m\ercamb\ab\es; sblo hay clases de acciones en con-
traposxcwén a grupos de individuos. £l sujeto de 1a
accion puede convertirse en su objeto; puede ser tam-
pién un libertino, una victima, un ayudante, un coNyuge.
El c6digo erbtico s€ aprovecha de laldgica del lenguaje
y sus variadas permu\acuones Sade demuestra: “Para
combinar incesto, adulterio, sodomia Y sacrilegio.
sodomiza €on una hostia a sy hija casada’"'’. Dentro del
mismo sistema Sade yuxtapor\e fragmentos heterogé-

neos queé per\enecen a terrenos diferentes gene(al»

mente segregados por tabues sociales (€l culo pontifi-
cio). Lo que es tmprobab\e a un nivel inicial, por ejemplo.
“‘un pavo fustigado por un enano manco”, "una escalera
en equilibrio sobre la cuerda floja" s€ convierte tanto en
una posib\\\dad de discurso como en un recurso poé-
tico. La comammacu(’m toca todos los estilos del
discurso.

Enun notable estudio titulado palimpsestes: el critico
literario Gerard Genette ha refinado estos conceptos de
t(ansformacic’m. La combmac‘nc’)n. escribe, s010 existe
dentro de un complejo sistema de relaciones de trans-
formacion Estas relaciones pueden actuar tanto €n tex-
tos enteros como €en tragmentos En el caso qué nos
concierne, el de La Villette, puede distinguirse un tipo
gene(a\ de transiomacnén llamada operaciones meca-

nicas.\.as operaciones mecanicas pueden tomar diver-

sas formas a) la permutamc’m |éxica, como en |a des-
composncvc’m del cubo de 1omx10mx 10mdela folie
original en una serie de elementos O fragmentos sepa-
rados, habitaciones cuadradas 0 rectangulares. rampas
o escaleras cilindricas, etc., que han sido ordenadas
para formar un catalogo © \éxico. Una permu(ao\ér\
|éxica supone tomar un elemento del cubo original Yy
sustituirlo mecamcameme por otro del léxico (por ejem-
plo,e T 7. cada elemento del cubo €8 cambiado por Bl
elemento del 1éxico situado en séptima posicion detras
suyo), 0 b) la permu\acxc’m hipertexrual, por la cual un
elemento del cubo sera sustituido por otro —por ejem-
plo, por un pabe\\c’)n clasico de! siglo XIX situado cerca
del solar. Este transplanté puede conducir a una trans-
formacion semantica segun su nuevo contexto

Una serie de \ransp\antacnones y permutacxones simi-

\ar a \as manipulaciones oulipianas de 08 escritores

Queneau Y perec se derva de la nocion de operacuc’)n
mecanica Esta técnica de mezcla, conocida general»
mente cOMO contammacién, puede tomar formas innu-
merables. Se caracteriza por el puro aspecto mecanico
dela (ranstormacx(’m. d\stmgunéndola asi del pastiche 0
de la parodia, que desvian cuudadosameme un texto de
su contexto inicial hacia un uso con un &gmhcado bien
conocido dé antemano Ninguna intencion semantica
gobierna las lransiormacuones de La Villette; estas son
consecuencia de la aphcactc’m de un mecanismo O for-
mula. Aunque esto puede recordar superhcna\meme a
una variacion del cadavre exquis surreaiista, ya nemos
visto an\enormeme que la relacion entre formay signifi-
cado nunca es la misma que entre S|gnmcame y signifi-

cado. Las relaciones arqux&ectc’)nncas nunca son seman-
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7. Planimetria parcial. Zona sur-este. 1987 : [ [ are most appropriate to such transferential situa-

N tions. All that counts is that the folie is both the

place and the object of transference. This frag-

/ mentary transference in madness is nothing but

LERR o o oo J the production of an ephemeral regrouping of
exploded or dissociated structures.

The psychoanalytical analogy ends here.
Indeed, in the patient's world, a new factor would
intervene, the symbolic factor, which for the
psychoanalyst is one of the constituting factors of
reality. However, the anchoring point —the folie—
keeps a synthesizing function. It plays the role of
the analyst; it allows a passage from rupture (a
spatial notion) to conflict (a temporal notion). The
anchoring point —folie— permits a multidimensio-
nal approach, reinforcing the transference frag-
ments and introducing a restructuring new bases
(once deconstructed, reality can never be recons-
tructed as before) .

These points of reference are organized in the
form of a point grid. Such a structure inherently
suggests the bars of the asylum or prison, introdu-
cing a diagram of order in the disorder of reality. In
this manner the folie serves as a securing pre-
sence within a new reference system.

The point grid is the strategic tool of the La Ville-
tte project. It both articulates space and activates
it. While refusing all hierarchies and compositions,
it plays a political role, rejecting the ideological a
priori of the masterplans of the past. The Urban_
Park a La Villette offers the possibility of a restruc-
turing of a dissociated world through an interme-
diary space —folies— in which the grafts of trans-
ference can take hold.

The point grid of folies constitutes the place of a
new investment. The folies are new markings: the
grafts of transference. These transference grafts
allow access to space: one begins with an ambiva-
lence toward aform in space which must be rein- -
carnated. The folies create a “nodal point where
symbol and reality permit the building of the imagi-
nary by reintroducing a dialectic of space and
time" .7 The park at La Villette offers such a transi-
tion space, a form of access to new cultural and
social forms in which expression is possible, even
when speech has disappeared.

La Villette, then, can be seen as an innovative
exposition of a technique on the level of superposi-
tions and anchoring points. It offers places to
apprehend objects and uses. It “builds itself into a
mechanism that acts as reassembling unit for all
the modest of locating” 8t is a surface of multirefe-
rential anchoring points for things or people which
leads to a partial coherence, yet challenges the
institutional structure of official culture, urban
parks, museums, leisure centers., etc.

2. COMBINATION

“Although every creation is of necessity combi-
native, society, by virtue of the old romantic myth
of 'inspiration’ cannot stand being told so".

Roland Barthes, Sade, Fourier, Loyola.

The fragmentation of our contemporary, mad
condition inevitably suggests new and unforeseen
regroupings of its fragments. No longer linked in a
coherent whole, independent from their past, these
autonomous fragments can be recombined
through a series of permutations whose rules have
nothing to do with those of classicism or
modernism

The following text attempts to demonstrate, first,
S ekt ow that any newarchitecture implies the idea of com-
- bination, that all form is the result of a combination

It then proceeds to indicate that the notion of com-
bination can be articulated into different catego-
ries. It should be emphasized that architecture is
not seen here as the result of composition, a
synthesis of formal concerns and functional cons-
traints, but rather as part of a complex process of
transformational relations. Between pure forma-
lism, which reduces architecture to a series of
forms (at the limit, these forms could be formless
and meaningless), and classical realism, which
attempts to give all forms an expressive value,
aspects of structural analysis (which concerns us)
attempt to distinguish the nature of such transfor-
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1cas sintacticas © formales €n el sentido de lalogica
tormal. EN cambio. una analogia mas lograda con
estas écnicas de mezclay dé montaje podria encon-
trarse en el trabajo d€ Vertov O Eisensten en cine, €
Queneau en literatura, 0 €N |as infintas yariaciones
sobre un tema inicial que s€ encuentran enlas Fugas
de J.S Bach

gin empargo. S este proceso implicara gnicamenté
\ransmrmacaones Y permu\amones derivadas de los
elementos solidos de la arqunectura (tales como pare-
des, escaleras ventanasy molduras) nNo diferiria dema-
siado de 1a mayoria de las investigaciones sobre 108
modos dé composmdn o] \(ans’ormac\(jn como tal En
contraste 'y en ogosvcw’m alas doctrinas funmonahstas.
tormalistas clasicas ¥y modernas, nuestra ambtcnc‘m ya

expresada €n The Manhattan Transcripts €S la de



deconstruir normas a(quv\euomcas para reconstrull la
arquitectura a lo \argo de aif erentes ejes indicar qué
espacio movimiento Y acomeczm\emo son parte inevls
table de una definicion minima de arqm\ec\ura y que la
disyuncion con\emporénea entre uso, torma Y valores
sociales suglere una relacion \mercamb\ab!e entre
objeto, movimiento ¥ accion De esta manera. el pro-
grama se convierte €n parte integral dela arqunec\ura Y
cada elemento de este prog(ama se convierte en un
elemento de pe ermutacion analogo 2 los elementos
s0lidos

Ninguna pe(mu\acxc'm es inocente: asi como 1a forma
de un texto NO se puede cambiar sit alterar sU signifi-
cado. de 12 misma manera ninguna permuiac@n de
programa espacio 0 movimiento deja de realizar un

cambio de signit ficado. La transformacton altera menos

_A

e L

\=
]
bl
]

los acontec cimientos Que sus s»gnmcados Especifica
mente, S€ pueden distinguir tres 1ipos basicos de rela-
ciones: @) 12 relacion reciproca. P-€ patinar en la pista
de patinaje. b) la relacion indiferente. p-€- patinar en el
patio de \a escuela.y ¢) |a relacion contlictiva, p-€ pah»
nar en la capilla. patinar en |a cuerda floja Segun 10
terminos estrictos de la logica. nada diferencia a a) de

). Sin embargo. |a diferencia real entre 1@ normativa a8y
la dssyumwa ¢ entre una relacion funcional reciprocay
una relacion contlictiva, depende genera\men\e de un
juicio moral 0 estéetico ajeno 3 \a arqunectura y alta-
mente variable De ahi que, segun las circunstancias un
edificio funcional pueda convertirse €n conflictivo ©
yiceversa: L:a Jnica distin! jon que cuenta, pues. atiende
ala motivacion

De igual modo, todas las relaciones nuevas emiten
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mational relations.

The purpose of this text is not to propose the
kind of new moral or philosophical role often asso-
ciated with architectural endeavors. Instead, it
aims to consider the architect first as a formulator,
an inventor of relations. It also aims to analyze
what will be called in this context the combinative,
that is, the set of combinations and permutations
that is possible among different categories of
analysis (space, movement, event, technique,
symbol, etc.), as opposed to the more traditional
play between function or use and form or style.

In this perspective, architecture is regarded as
no longer concerned with composition or the
expression of function. Instead, it is seen as the
object of permutation, the combination of a large
set of variables, which is meant to relate, either in a
manifest or secret way, domains as different as the
act of running, double expansion joints, and the
free plan. Such a play of permutations is not gratui-
tous. It permits new and hitherto unimagined
activities to occur. However, it also implies that any
attempt to find a new model or form of architecture
requires an analysis of the full range of possibili-
ties, as in the permutational matrices used by
research scientists and structuralists alike. Indeed,
perhaps the most important legacy of structuralism
has to do with heuristics, demonstrating that
meaning is always a function of both position and
surface, produced by the movement of an empty
slot in the series of a structure

The guiding principle of research on La Villette
is precisely that of the empty slot. This play of per-
mutations was initially explored in The Manhattan
Transcripts, "the football player skates on the batt-
lefield”® was the manifesto of the interchangeabi-
lity of objects, people, and events, Influenced by
poststructuralist texts as much as by the different
techniques of film montage, the Transcripts were
only introducing. in a theoretical manner, what is to
be applied at La Villette.

Obviously, combination techniques are not
without precedent. Sadian practice, as analyzed by
Barthes in Sade, Fourier, Loyola, gives a clear
example: In Sade, all functions are interchangea-
ble; there are only classes of actions as opposed
to groups of individuals. The subject of an action
can be turned into its object; it can also be a liber-
tine, a victim, a helper, a spouse. The erotic code
takes advantage of the logic of language and its
varied permutations. Sade demonstrates: “in order
to combine incest, adultery, sodomy, and sacri-
lege, he buggers his married daughter with a
host" 70 Within the same system Sade juxtaposes
heterogeneus fragments belonging to different
domains, generally segregated by social taboos
(“the Pope’s ass”). What is unlikely on the initial
level, i.e., “a turkey whipped by an armless dwarf”,
“a staircase perched on a tightrope', becomes
both a possibility of discourse and a poetic device.
Contamination touches all styles of discourse.

In a remarkable study entitled Palimpsestes’!
the literary critic Gérard Genette has refined these
concepts of transformation. Combination, he wri-
tes, exists only within a complex system of trans-
formational relations. These relations can act on
whole texts as much as on fragments. In the case
that concerns us, that of La Villette, a general type
of transformation called mechanical . operations
can be distinguished. Mechanical operations may
take several forms: a) that of /exical permutations,
as in the decomposition of the 10m x 10m x 10m
cube of the original folie into a series of discrete
fragments or elements, i.e., square or rectangular
rooms, ramps, cylindrical stairs, etc., which have
been ordered to form a catalogue or lexicon. A
lexical permutation entails taking an element from
the original cube and mechanically replacing it
with another from the lexicon (for example, e + 7:
each element of the cube is exchanged for the
element of the lexicon placed in seventh position
behind it); or b) that of hypertextual permutation, by
which an element of the cube will be replaced by
another —for example, by a nineteenth-century
Neo-Classical pavilion placed nearby on the site
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13. Folie P7. Buvette.
14. Folie P6. Folie Repere.
15. Folie P6. Folie Repere.
16. Folie P5. Folie Restaurant
17. Folie P6. Folie Repere.

cargas eroticas Aparte d€ @ una obvia monvacxc’m ted-
rica. la invencion de relaciones nuevas (el patallon
patina €n |a cuerda floja”) puede corresponder ala
insistente neces~dad de forzar a \a arqultectura a que
diga mas de 10 que €s capaz dé decir (8! patino en el
campo de patalla. ocasiono un desp\azamvemo erd-
1c0)"?
La Villette

Enel proyecto dela Villette emergieron desde € dos
estrateglas alternativas para establecer una basé para
esta investigacion combinativa Elinteres manifiesto de!
proyecto era aplicar preocupacnones (eoricas aun nivel
practico. pasar de las matematicas puras de The Man-
hattan Transcripts @ \as matematicas aplicadas La pr-
mera estrategia pos\b\e eralade emplear textos especi—

ticos O preceden\es arquxtectdmcos (Cen\ra\ park,



de partida y ada
solary al p(ograma Esta estrate
una organizacion © ente como un mo
udiera ser tanto
modo que Joy
ste metodo ya n
e The Manhatta

licado en la pri-
n Transcripts (E
al Park sirve de
elos Transcript
trateg'a suponia ecedentes cons-

a conhguracvcn

temas concentr!
de partida para

ndo enfoque fue €

gido: ires sistemas abstractos autdbnomos __gistemas
de puntos. lineas y superficies— fueron trazados Estos
tres sistemas. mdependnemes cada uno con su logica
interna  propt& empezarian pues 2@ contaminarse

mutuamente cuando s€ Superpus1eran

Una distincion tundamental separa estas dos estra

tegias En el primer caso, el proyecto es el resultado
de \as \ransformacwones‘ mientras que en el segundo
pasa 2 ser el origen El proyecto_ mas que sef el
resultado de un proceso de pensarmemo‘ propor-
ciona, en ultima instancia, el punto de pamda de una
\arga serie de \ransiormamones que llevan lenta-
mente a 1a realidad construida. En este sentido €S
una estructura de mutua 1mp\‘wcacwc’m, ala vez hipo-
texto € hlperlex'ro

Los procesos de combmaci n, permu\amdn y trans-
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Axonometria lateral.

Such transplantation may lead to a semantic trans-
formation in terms of its new context.

A series of transformations and permutations
similar to the oulipian manipulations of the writers
Queneau and Perec derives from the notion of the
mechanical operation. This mixing technique,
generally known as contamination, can take innu-
merable forms. It is characterized by the purely
mechanical aspect of the transformation, thus dis-
tinguishing it from pastiche or parody, which care-
fully divert a text from its initial context toward a
use with a meaning known well in advance. No
semantic intention governs the transformations of
La Villette; they result from the application of a
device or formula. While this may superficially
resemble a variation on the Surrealist exquisite
corpse, we have seen earlier that the relation bet-
ween form and meaning is never one between sig-
nifier and signified. Architectural relations are
never semantic, syntatic or formal, in the sense of
formal logic. Instead, a better analogy to these
montage and mixing techniques might be found in
Vertov's or Eisenstein's work in the cinema, Que-
neau's In literature, or in the infinite variations
around an initial theme that one finds in J.S. Bach's
Fugues.

However, were this process only to involve deri-
ving transformations and permutations on the level
of the solid elements of architecture, such as walls,
stairs, windows, and moldings, it would not differ
significantly from most research on modes of
composition or transformation as such. In contrast,
and in opposition to functionalist, formalist, classi-
cal, and modernist doctrines, our ambition, already
expressed in The Manhattan Transcripts, is to
deconstruct architectural norms in order to
reconstruct architecture along different axes; to
indicate that space, movement and event are ine-
vitably part of a minimal definition of architecture,
and that the contemporary disjunction between
use, form, and social values suggests an inter-
changeable relation between object, movement,
and action. In this manner, the program becomes
an integral part of architecture and each element
of this program becomes an element of permuta-
tion akin to solid elements.

No permutation is innocent: just as the form of a
text cannot be changed without altering its mea-
ning, so no permutation of program, space or
movement fails to achieve a shift in meaning. The
transformation alters events less than their mea-
ning. Specifically, three basic types of relations
can be distinguished: a) the reciprocal relation,
e.g.. to skate on the skating rink; b) the indifferent
relation, e.g., to skate in the schoolyard; and c) the
conflictual relation, e.g., to skate in the chapel, to
skate on the tightrope. According to the strict
terms of logic, nothing differentiates a) from c).
However. the actual difference between the nor-
mative a and the disjunctive ci.e., between a func-
tional reciprocal relation and a contlictual relation,
generally depends on a moral or aesthetic judg-
ment, which is external to architecture and highly
variable. Hence according to circumstances, a
functiona! building can become conflictual or vice-
versa. The only distinction that counts, then, is one
of motivation

Similarly, all new relations emit erotic charges.
Besides an obvious theoretical motivation, the
invention of new relations (the battalion skates on
the tightrop) may corresponded to an insistent
need to force architecture to say more than it is
capable of saying (if | skate on the battlefield, |
bring about an erotic displacement).'?

LA VILLETTE

In the La Villette project two alternative strate-
gies to establish a basis for such combinative
research emerged at the outset. The stated con-
cern of the project was to apply theoretical con-
cerns on a practical level, to move from the pure
mathe natics of The Manhattan Transcripts to
applied mathematics. The first possible strategy
was to employ specific texts or architectural pre-
cedents (Central Park, Tivoli, etc.) as starting
points and adapt them, in the sense of a movie
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tormacion —O hablando de una manera mas genera\‘
de derivacion— pueden sef clasificados. por supuesto.
dentro de un gran numero de tipos operativos Aplicarlo
o exponerlo todo en un so6lo proyecto desvirtuaria la
genuina intencion arqut(ectémca. el permitit que 0CU-
rrieran nuevas situaciones Yy actividades hasta ahora
\n\magmab(es, sin embargo. parece necesaria una
breve gefinicion de algunos d€ \os tipos caracteristicos
de derivacion aplicables como herramientd de diseno 0
como instrumentos de analisis critico. LOS prmcwpa\es
tipos de derivacion son imitacion ¥ transiormacnc’)n. Por
citar @ Genette: “Una copia es el parado’jlco estado de
(méximo) efecto imitativo obtenido por un (m:’mmo)
esfuerzo dé transformaaén“”. La parodia el pastiche ¥
el digest exponen. pPor supuesto, diterentes grados de

imitacion Y pueden ser encontrados en varias imitacio-

nes neoclasicas de la reciente historia dé \a arquitec-
{ura. Aunaue |a imitacion Y \a iranstormacnér\ son antité-
ticas (el extremo positivo de una s€ corresponde con el
extremo negalivo de la otra) existen en p(oporoones
variables en cualquier ntento de exagerar 0 saturar 108
estilos existentes por ejemplo. la transes\\\\zacx()n es
reescrbif esmist\cameme un texto, 12 modermzamén
significa gahakespearé con cazadoras de cuero, Ber-
nini con voladizos Mas cor\uetameme. |a transforma-
cion incluye \a lransiormacnén cuantitativa que puede
ser dividida en reducciones (tales como suma, exten-
sion, amp\mcamc’)n retorica, insercion de collage, ajus-
amiento de escala, elc.) gustitucion s igual @ expre-
si6n mas suma La distorsion retiene t0dos los elemen-
tos pero altera sU apariencia \compresvc’m, alarga-

miento, etc) La con\ammacxc’m implica un cambio

19. Galeria Norte-Sur
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adaptation of a book, to the site and the program.
This strategy implied considering a pre-existent
spatial organization as a mode/ which could either
be adapted or transformed in the manner that
Joyce transformed Homer's Odyssey. This
method had already been applied in Part | of The
Manhattan Transcripts (The Park),'3 in which Cen-
tral Park acts as the original or hypotext for the
contemporary hypertext of the Transcripts. The
other strategy involved ignoring built precedents
S0 as to begin from a neutral mathematical confi-
guration or ideal topological configurations (grids,
linear or concentric systems, etc.) which could
become the points of departure for future trans-
formations. This second approach was the one
selected: three autonomous abstract systems —
systems of points, lines, and surfaces— were laid
out. Independent, each with its own internal logic,
these three systems would then begin to contami-
nate one another when superimposed

A fundamental distinction separates these two
strategies. In the first case, the project is the result
of the transformations, while in the second it
becomes the origin. Rather than the outcome of a
thinking process, the project, in the latter instance,
provides the starting point for a long series of
transformations which slowly lead to the built
reality. In this sense, it is a mutually implicating
structure, both hypotext and hypertext.

Processes of combination, permutation, and
transformation —or, more generally speaking, of
derivation— can, of course, be classified within a
large number of operative types. To apply or
expose all within a single project would detract
from the genuine architectural purpose: to permit
new and hitherto unimagined situations and activi-
ties to occur. However, a brief delineation of some
of the characteristic types of derivation, applicable
as design tools or as instruments of critical analy-
sis, seems necessary. The two main types deriva-
tion are imitation and transformation. To quote
Genette: A copy is the paradoxical state of (maxi-
mal) imitative effect obtained by a (minimal) trans-
formative effort.'4 Parody, pastiche, and digest do,
of course, display different degrees of imitation
and can be found in the varied Neo-Classical imi-
tations of recent architectural history. Although imi-
tation and transformation are antithetical, the
extreme positive of one corresponding to the
extreme negative of the other, they exist in varying
proportions in any attempt to exaggerate or satu-
rate existing styles. For example, 1ran§—styhzatwon
is stylistic rewriting, modernization means Shakes-
peare with leather jackets, Bernini with cantilevers
More specifically, transformation includes trans-
longation (quantitative, transformation) which can
be divided into reduction (such as suppression
excision, amputation, miniaturization) and aug-
mentation (such as addition, extension, rhetorical
amplification, collage insertion, scale adjustment,
etc.). Substitution equals expression plus addition
Distortion retains all elements but alters their
appearance (compression, elongation, etc.). Con-
tamination implies a progressive shift from one
reality to another (vocabulary by Mallarmé, syntax
by Proust; plan by Mies, walls and columns by
Rossi). Permutation requires discrete, individual
transformation. An important category is that of dis-
junction, dissociation, rupture, dislocation, and
cut-ups.

The reason this series of transformational rela-
tions has been outlined is simple: the analysis of
our present condition as a dislocated one sug-
gests the possibility of future regroupings, just as
particles of matter in space will occasionally con-
centrate and form new points of intensity, so the
fragments of the dislocation can be reassembled
in new and unexpected relations. One mode of
rearrangement has been indicated in the first part
of this text: it takes its model from the idea of trans-
ference. A possible means of such regrouping
belongs to the techniques or devices described
here as transformational relations, including the
combinative
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NOTES

1. Folie means madnessin French, and although it
also refers to small constructions hidden by dense
foliage, its meaning —even applied to the built
object— differs considerably from that of the
English word folly: “The name generally given to
these dwellings by the eighteenth century was little
houses, not because they were small, but from a
play on words deriving from popular humour. The
idea of the folie was obviously associated with
madness, and at that time lunatics were confined
in the Hopital des Petites Maisons or Little Houses
— not the first instance, perhaps, nor the last, of a
Parisian pun”. From MICHEL GALLET, Paris
Domestic Architecture of the 18th Century (Lon-
don: Barrie and Jenkins, 1972).

2. JACQUES LACAN, Encore, Séminaire, Livre
XX. Unless otherwise noted, all translations from
the French in this text are by the author.

3. Ibid.

4. JACQUES LACAN. Les Ecrits Techniques de
Freud. Seminaire. Livre 1.

5. G. PANKOV. L’image du corps et objet transi-
tionnel. Revue Francaise de Psychanalyse, no. 2,
1976. :

6. It should be recalled here, that, after Lacan,
psychoanalysis does not have as its goal curing
patients, and that if people in analysis do get
better, it is only a welcome side effect. The same
applied to architecture. To make buildings that
work and make people happy is not the goal of
architecture, but, of course, a welcome side effect.
7. R. BIDAULT. Approche du schizonphréne en
milieu institutionnel, La Folie, |, 10/18, 1977.

8. HEIDEGGER, Questions /V. Les Seminaires.

9. BERNARD TSCHUMI, The Manhattan Trans-
cripts (London and New York: Academy Editions,
St. Martin's Press, 1981).

10. ROLAND BARTHES, Sade, Fourier, Loyola,
trans. Richard Miller (New York: Hill and Wang,
1976).

11. GERARD GENETTE, Palimpsestes Paris: Edi-
tions du Seuil, 1982).

12. One can extend this combination to the
psychological level. In the Preface to Diogenes
Casares /nvention of Morel, Borges notes that “the
Russians and the disciples of the Russians have
demonstrated ad nauseum that nothing is impos-
sible: Suicides by excess of happiness, assassina-
tions by charity, lovers who adore each other so to
split up forever, traitors by love or humility... Such
total freedom leads to total disorder’.

13. TSCHUMI, The Manhattan Transcripts.

14. GENETTE, Palimpsestes.
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