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To my missing son Francisco
Constantino Pereira Martins

A ferida que queima

a cicatriz aberta e afogada

em chamas.

(Tudo esté perdoado.

Tudo tem perdao.

Perdoa-te.)

Como uma marca num animal,
a marca dos homens maus.
Estou morto por morrer.

Na faléncia de tudo saber S6 héa um desafio,

de tudo amar, Vencer a morte.

nada fica. Vencer as mortes.

Eis o pior poema do mundo.

Prepara-te para morrer. Volta enfim a tua miséria inicial,
radical,

Compra trés fatos bonitos pobre. Lazarus.

volta a fumar e a beber

engole as noites Bebe um dia de cada vez

e entrega o teu corpo canta a lua

ao acaso. rende-te ao sol.

Aluga um quarto pequeno na tua pele verdadeira

morre sozinho a escaldar de sol, sal e sul

mas antes escreve poemas eterno moreno a amar

atodas as mulheres que amaste  todas as ondas, todo o mar.

e que te abandonaram. Desmaia na areia

Despedaca a carne, e e descansa, a espera

espera que Deus te perdoe. do beijo salvador

Senhor, nao me abandones. que nunca chega.

E nado te esquecas:

escreve com as virgulas perfeitas
e pontos finais, para o tom

dos leitores de poesia e poetas
que léem com a boca.

Escolhe sempre a luz.

As vezes

Temos que comer

O nosso préprio coragcao
Para continuar a viver.

To peace in Ukraine
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RESUMOS / ABSTRACTS

TEARING DOWN THE STATUES, BUILDING UP THE
VALUES. DISCREPANCY BETWEEN BUILT AND LIVED
ENVIRONMENT

In my paper I reflect on discrepancy between built and lived
environment, as introduced by Hannah Arendt, in her terms the public
realm and space of appereance. According to that I will ask what values
and emotions public spaces, namely in this paper, the monuments and
public art placed in the shared areas, evoke. My study question could be
outlined as follows: What role do monuments and public art play in our
lives and how do they shape and influence our identities and the ways
we perceive the world? In my presentation I will work with the thoughts
of Hannah Arendt, Judith Butler and Sandra Shapshay who promotes
an aesthetic category called “monumental” in which she finds a link
between the political and the aesthetic function of public art.

DESIGN IN EVERYDAY LIFE: MUSINGS ON THE
PROBLEM OF DWELLING

I present some musings on the intersection of design and everyday life
with special emphasis on the problem of dwelling in the city and the
role of architecture. Contrary to a reduction of aesthetic experience

to just an appreciation of what can be seen, I argue that the designal
quality especially employed by architecture in the city evokes a variety
of sensations employed to maintain the sense of balance and thus the
equation of dwelling and aesthetic experience. What I do in this paper
is to present a twofold definition to design to provide a reflection on
architecture’s role concerning the temperament of the city — design
under a kinetic utopia and design as an attempt to cut these ideals

of non-space. I first present the problem of modernity by tackling

the ideals of a kinetic utopia. This favors speed than space, and thus
what surfaces is that kinesis runs contrary to dwelling, and through
such movement, what is forgotten is the importance of design to life;
design’s first meaning emerges as part of the consumerist language of
power. Contrary to this is my second point which offers an alternative
reading to design sourced from Henk Oosterling’s equation of Dasein
and design along with an exposition of Heidegger’s emphasis on the
fourfold. I discuss the centrality of dwelling contrasted to an inability
to do so in a kinetic utopia propelled by modernity, and I contextualize
Heidegger’s explanation of dwelling and how meaning is sourced, i.e.,
Dasein is disclosed, through the balance that dwelling provides, through
the recognition of design’s importance of and in the quotidian. With
these I argue how architecture plays a fundamental role in reconsidering
how dwelling ought to be sourced in the city enthralled by the kinetic
promise, stretching the designal quality of re-understanding of oneself
as part of the architectural sphere and that everyday life is primarily an
attempt at design in the second sense.
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RESUMOS / ABSTRACTS

VISAO, EMOCAO E ARQUITETURA DIOGO FERRER

A filosofia da arquitetura enfatizou por vezes, como um problema, que P.77
a experiéncia e a concepg¢ao predominantemente visuais da arquitetura
acentuam a dimensao do afastamento, da idealizagdo e da anulacao das
vivéncias e forcas reais, o que resulta num empobrecimento da habitacao

e da vivéncia humanas. Uma experiéncia sensorial mais completa,

pelo contrario, favorece a experiéncia da proximidade imediata, da
corporalidade, da afeccdo e da emocao, e promove assim a intensificacao

da experiéncia e da comunidade ética.

Procurando esclarecimento acerca desta questao,
este estudo examina brevemente a origem do distanciamento perceptivo
e do predominio da visdo na Metafisica de Aristoteles. Prossegue esse
exame com o auxilio de O Principio Vida de Hans Jonas, estudando a
relacdo que este autor estabelece entre os sentidos e as emocoes €, mais
especificamente, entre a visao, a corporalidade e as emocoes. Estudar-se-
a0 em seguida dois dispositivos que permitem representar a experiéncia
das forcas e das emocgoes na arquitetura, nomeadamente a contradigao
e complexidade e a corporalizacdo da experiéncia. Acrescentar-se-a,
por fim, que os dados filosoficos e arquitetonicos estudados permitem
concluir que a compreensao da arquitetura requer nao s6 uma
experiéncia sensorial, corpérea e emocional, como também a educacao
da visdo e das emogoes através de conceitos éticos e teéricos.

Utilizaremos neste percurso acerca da visao e das
emocodes na arquitetura principalmente textos de Hans Jonas e Heinrich
Wolfflin e Robert Venturi, com referéncias importantes a Hegel,
Schopenhauer, Le Corbusier, Martin Heidegger, Anténio Damasio e Siza
Vieira, entre outras mais breves.

ARCHITECTURE AND PHILOSOPHY OF THE TRAGIC: DIOGO

BRAZILIAN LATE MODERNISM AS CASE STUDY HoND
This paper aims to discuss the relationship between Brazilian late
modernist architecture from 1960s, until early 1980s and the philosophy
of the tragic, starting from Marshall Berman'’s suggestion about the
“tragedy of development”, supported in Goethe’s Faust. Indeed, the
context of Brazilian late modernism is itself tragic in a Goethean regard

- as suggested by Peter Szondi: the tragedy arises from the alliance of
antagonistic forces around a common goal, in this case the constitution
of a modern, developed, urban and industrialized nation.

Such antagonistic forces were the far-right military
regime that lasted from 1964 to 1985 and the architectural field, of
libertarian and socialist orientation. Despite the political persecution of
prominent figures such as Niemeyer, Vilanova Artigas and Mendes da
Rocha, modernist architecture with brutalist aesthetics had great state
support — like no other artistic avant-garde in the period. Modernism
became a sort of official aesthetic, replicated in all regions of Brazil in
large-scale works such as public offices, power plants, factories and

P. 127
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Secondly, using the tools of Paul Ricoeur’s
phenomenological hermeneutics (Architecture et narrativité,
Urbanisme, 1998), we will explore the meaning of architecture in
correspondence with narrativity as a unity of space and time, within
the experience of the possible. According to Ricoeur, it is time, and not
space, that is the fundamental category for understanding the meaning
of architecture, an enclosure of possible narratives that, like fictions,
constitute our experience.

Barbaras’ and Ricoeur’s perspectives seem to be
opposed to each other. Indeed, Barbaras gives more importance to space
and Ricoeur gives more importance to time in order to understand the
meaning of architecture in the constitution of the experience. However,
we will propose a unitary interpretation of architecture, which integrates
the perspectives of Barbaras and Ricoeur. This interpretation will, to
this end, effect a reversal of the common view of the categories of space
and time. We will define the experience of the human being inside
architectural constructions as the unfolding of a spatial experience, in
the sense that subjectivity, thanks to memory and imagination, virtually
travels through several places at the same time when it is physically in
one, at each instant, independently of the temporal flow, which results
in the constitution of the interiority of the subject himself: the self is
his relation to the building. Next, we will define the materiality of the
architectural construction as a temporary construction: like stones
for Barbaras, the architectural construction is maintained in time. It
is because of this that architectural construction itself deploys diverse
narratives, as Ricoeur thinks, in the experience of human beings.

In sum, our presentation will argue that architecture
constitutes the most intimate experience of human beings.

PSICANALISE COMO FERRAMENTA AUXILIAR NO
PROJETO ARQUITETONICO E SUA IMPORTANCIA
PARA AS RELACOES INTERPESSOAIS PRESENTES NA
ARQUITETURA.

A arquitetura e a psicologia apresentam diversos pontos de intersec¢ao
e a pesquisa busca relacionar essas duas areas do conhecimento para
compreender como a psicologia pode ser uma ferramenta auxiliar

no desenvolvimento do projeto arquitetonico. Para este trabalho,
optou-se por estudar a psicanélise como area especifica, visto que

a proposta pretende compreender desejos e necessidades psiquicas
inconscientes dos individuos. Assim, a teoria psicanalitica se apresenta
como mais adequada pois estuda a subjetividade do ser. A arquitetura
contemporanea possui influéncia de escolas que tratavam a casa

de modo racional, priorizando a forma e a funcao, considerando
apenas as necessidades funcionais dos usuarios. Contudo, este
pensamento estd mudando e os arquitetos estdo buscando meios de
compreender melhor o seu cliente, colocando-o como protagonista

do projeto arquitetonico. Apesar disso, os profissionais ndo possuem

MICHELLE
SOUZA BENEDET;
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Number of plates 12 also correspondent to the
conception of New Jerusalem. But the most important is that the
number twelve is also represented in different measures of the cathedral.
12 ft. is the inner radius of the central apse. The same measure inherent
as well to the overlap of the structure on three vertical levels: in the heels
of the lower tier arches, under the choirs at floor level and in the heels of
the small arches above the choirs. Thus, the New Jerusalem is identified
with the church in number 12 that symbolizes the ecumenical church
established by twelve apostles.

Liturgical structure of the temple in liked first of all
with the figure of Oranta, which is place at the center of the cathedral
and makes a sense of whole interior of the temple. Traditional Oranta’s
gesture took its beginning from the early Christian art tradition. hands
raised to the level of the head —is a gesture of prayer. Thus, the context
of this Psalme proclaims the deference of the city by God from chaos as
well as from internal and external enemies.

CORPOPELECASA: REFLEXOES SOBRE O CORPO
EM-COMPOSICAO

Este artigo propde o estudo de processos de construgdo e produgio
sociais da arquitetura e da cidade que tém no entendimento do
corpo como produtor de conhecimento uma poténcia em revisitar as
epistemologias delineadas na logica de producao racional capitalista e
oferecer possibilidades ndo-lineares de pensar, sentir e produzir espacos
nao apenas para, mas com, por e através das pessoas.

Esta pesquisa propoe uma reflexao a partir de
oficinas realizadas para investigar a experiéncia do corpo no habitar.
Os estudos propostos se apoiam nas ideias: de Spinoza (2017) e
Deleuze (2011) e os corpos relacionais; Eleonora Fabido (2008) e o
programa performativo; Hundertwasser (2003) e as 5 peles; com apoio
metodologico de jogos e exercicios das artes cénicas e do corpo (danga,
teatro e performance), para estimular um tensionamento rumo a cria¢ao
de corpos, observando estruturas que condicionam sua relacio com a
casa, e buscando identificar resisténcias corpéreas as espacialidades
padronizadoras que falseiam a casa com analogia a uma maquina de
morar (Le Corbusier, 1887-1965), e busca compreender a habitacao
como construcao social: como processo (relacional e temporario) e nao
como objeto (funcional e fixo). A relagdo de fluxo entre estar e ser.

WHAT THE ARCHITECT DOES, WHAT THE
PHILOSOPHERS DO

This essay aims to offer a critical analysis, one attentive as possible
from both the first- and third-person points of view regarding the
contemporary image of the professional architect. The argument that
frames the analysis is the question of ‘how’ architects do things; that

NATALIA SA
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POSSIBLE LIFE AND CORPOREALITY. ON THE QUENTIN
NOTION OF WELL-BEING IN ARCHITECTURE GAILHAC
In his 1888 book Renaissance and Baroque, Heinrich Wolfflin P77
relates the dominant style of an architectural period to a certain state

of the one’s own body. By translating the ways of being, the bodily

attitudes and breathing movements of a certain epoch of humanity, an

architectural style thus has the function of realising the bodily well-being
(Wohlbefinden) of those who have to live in it, of those who live with

(Miterleben) the present and dominant architectural style. The spatial

forms of architecture represent the body’s own need to live in a certain

way and therefore express the representations that each epoch makes of

the most favourable conditions for the development of organic life.

The notion of well-being, linked to a certain
architectural style, is however far from being limited only to the
representations that a people or a period of history may have of the
conditions of present life. In this sense, Wolfflin inherits the Kantian
characterisation of bodily well-being (korperlichen Wohlbefindens). In
paragraph 54 of the Critique of Judgement, Kant defines pleasure as
a feeling of intensification of life, i.e. also of bodily well-being, insofar
as pleasure is also a feeling fundamentally directed towards a possible
well-being (mégliches Wohlbefinden). But where Kant limited this
well-being to the sphere of the simple pleasure of sensation (even future
sensation), Wolfflin gives this notion an unprecedented aesthetic scope,
by granting it the value of a necessary condition for the birth of a new
architectural style. Against the theory of blunting, which explains the
end of a style by the weariness and repetition that forms eventually
produce on individuals, and against a naively cultural-historical
explanation according to which changes in architecture correspond to
more general changes in thought or culture, Wolfflin finds in the one’s
own body a reason for linking architectural novelty to the representation
that people of a certain period make, not only of their present life, but of
the conditions for the fulfilment of a possible life.

By virtue of the link between architecture and
corporeality, architectural possibilities, which cannot simply be deduced
from the present state of an architecture (as illustrated by the case of the
Roman Baroque), are therefore also possibilities of the body itself, which
imply the representation of a life not given in the present. We will thus
try to understand in what sense architectural novelty can legitimately
be thought of from the concept of possible life, insofar as this life must
produce a future bodily well-being, linked to the idealisation of a vital
feeling that only the invention of new architectural forms can satisfy.
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INTRODUCAO / FOREWORD

VISAO
POSSIBILIDADE
VIRTUALIDADE

CONSTANTINO PEREIRA MARTINS

[...] a ponte nao anula o abismo, permite apenas
atravessa-lo.

Maria Filomena Molder

Uma das maiores belezas da Arquitectura é o
seu trabalho com o que nao existe, com o que nao se vé ainda,
com o que nao esta la. Tal como na escultura, as linhas desse
trabalho desenham precisamente esse esforco de dar-a-ver, de
desvelamento do pensamento, e das suas imagens, ao olhar do
outro. A partilha de uma visao é um desnudamento do acto de
criacdo, uma exposicao, um interior que se torna exterior. Um
movimento do esboco, no bloco de notas, na planta, ao realizado.
Como um crime, e talvez mais do que em qualquer outra arte, a
arquitetura permite recolher todas as migalhas e reencontrar o
fio desde a nascente a foz. E esse movimento esta longe de ser
facil, embora possa ser simples, e o trabalho da sua compreensao
e descricao é vasto e multiplo. O que aqui nos prende é o desafio
de mostrar em que consiste uma visao, uma possibilidade que se
ergue no real como uma sombra da imaginagao sobre as coisas.
Baudelaire avisa-nos para essa luta, entre a noite e o dia, e no
intervalo o embate com a fantasmagoria onde um artista [...] en-
contra -se entdo como que assaltado por uma turba de detalhes,
todos reclamando justica com a mesma fiiria de uma multidao
auida por igualdade absoluta, todos pedindo salvacao do abismo
escuro do esquecimento. No dilema da fixacao e da liberdade
do informe, nesse intervalo da criagdo entre amar a liberdade e
a melancolia antecipada do cristalizado, do que nunca chegara
a mostrar a sua forca total e todos os seus afluentes, a visao de
uma obra debate-se prisioneira do futuro, dos futuros, sem gesto
redentor que a salve do longo e arduo caminho da poténcia ao
acto, e da paciéncia de uma espera que pode interminéavel. Se
Aristoteles viu isto com a maxima clareza da potencialidade, a
possibilidade joga-se hoje na virtualidade de uma dobra infinita.
Se do ponto de vista técnico, e de execucgao, o gesto do projecto se
encontra hoje a mercé das balizas da tecnologia e da informatica
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centro de gravidade ontoldgico do objecto considerado: em vez de
se definir principalmente pela sua actualidade, passa a encontrar
a sua consisténcia essencial num corpo problemaético. O que o
virtual vai permitir é a passagem a uma outra légica: uma logica
da multiplicidade e da diferenca, do inacabado e do disperso. A
ideia de oceano que contém a ideia de univocidade, expressao de
um mesmo sentido segundo as diferencas. Um s6 e mesmo ocea-
no para todas as gotas.

Sob o reinado da imaginagao, as visoes da
possibilidade entroncam uma compreensio da Arquitetura como
arte, uma arte mais do que técnica. Visao, transformacao e trans-
figuracao como espelho do jogo livre das faculdades que Kant
imortalizou. Nessa harmonia tentada entre razao e imaginacao, a
Arquitectura como arte da exposi¢ao, de adequacao a finalidade,
para la da simetria ou mesmo melodia, é uma arte da forma que
afinal radica na essencialidade do desenho. E é dos e aos esbocos,
dos tragos a carvao, dos cadernos, das notas, que deveriamos
voltar, para se tentar poder ver e rever a Arquitectura como uma
arte das intencoes, das ruinas anunciadas. Recuperar o deslum-
bramento do mundo, uma adoracdo pelo que existe, mas tam-
bém do que vemos e nao esta 14 ainda, e que talvez nunca venha
a estar. Kant assinala justamente a distin¢ao entre estupefaccao
e admiracio, se bem que talvez exista um lugar mais vital, quase
infantil, que pudesse corresponder a um estar-entre esses dois
polos, ou misturando os dois. Um estado continuo de deslum-
bramento. Um estar-dentro, um habitar instalado nesse estado.
Talvez fosse provavelmente insuportavel. Ha falta de melhores
palavras, dir-se-ia que idealmente a Arquitectura pertenceria a
possibilidade de dois estados também diferenciados: uma possi-
bilidade de anonimato e de camuflagem, misturando-se entre as
outras coisas visiveis do mundo, e uma possibilidade de choque,
de afirmacao absoluta e de enfrentamento do mundo, recusan-
do o habitual e naturalmente adquirido. Nesta tltima categoria,
existem edificios paradigmaticos, edificac6es perplexas por
existir, que so a concretizacao de um desafio de realidade, desa-
fiando o impossivel com a sua materialidade. E a beleza s6 nasce
quando se desafia o impossivel. Existem certamente muitos casos
a comentar, poder-se-ia estender indutivamente o discurso por
um desfolhar de varias possibilidades, mas a Casa da Misica no
Porto (Rem Koolhaas) ou a Harpa em Reykjavik (Henning Larsen
Architects, Batteriid Architects, Olafur Eliasson) podem bem
espelhar este sentido da procura de uma visao. Corpos edificados
que desafiam o impossivel e que instalam o problema do sublime.
Edificios que parecem desafiar também o tempo, a temporalidade
ou uma temporalidade que mistura passado, presente e futuro.
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DESIGN IN EVERYDAY LIFE:
MUSINGS ON THE PROBLEM OF
DWELLING

ANTON HEINRICH RENNESLAND Graduate School

and Department
of Philosophy,
University

of Santo Tomas

As a form of introduction, I situate an overture
of the problem of everyday life. Here is an image of a city founded
on a kinetic utopia: Manila, the capital of the Philippines, is the
most densely populated city in the world with nearly two million
people living on a span of just 38.55 square kilometers, more
than 45,000 people per square kilometer. The city teems with
traffic jams, economic activity, and academic endeavors during
daytime and the commercialization of the body with pockets of
crime at night. This city prizes its heritage that progressed from
its Baroque-designed walled city (Intramuros) and the oldest
Chinatown in the world (Binondo) to prewar neo-Renaissance
and art deco buildings to postwar brutalist structures then finally
attempts at postmodern infrastructure in recent years. The city of
Manila and by extension greater Manila or Metro Manila exem-
plifies the speed at which an image of utopia has imposed itself
upon the everyday life of its citizens with architecture as only
one tangible facet of this reality. The unsound admixture of such
infrastructures, smirched with scores of ill-planned housings, re-
flects the city’s fragmentation as Manila has progressed according
to the ideals of a kinetic utopia. But this fragmentation of design
reflects the deeper reality of the fragmented and patchwork city it
has become. (Garrido, 2019, p. 5) The city of Manila is represent-
ative of the fate of cities worldwide, minutely represented by the
fragmentation of (architectural) design and extended to the aes-
thetic experience in everyday life. This essay does not expound on
Manila per se but rather the social imaginary and experience it
represents—the problem of dwelling under the duress of a kinetic
utopia.

This essay provides an insight into the inca-
pacity to dwell in the city, which I consider as the problem of
everyday life in modernity, and in turn the role of design in face
of this with particular attention given to architecture. To do this I
firstly discuss modernity’s thrust toward what I consider a kinetic
utopia that caused the ill-state of design, ramified through archi-
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this distinction of space for the divide between the hustle and the
retreat is subsumed by the artificial. It is an artificial divide for
space is consumed on both extremes, and the aesthetic experi-
ence is relegated to simply what is visual. The consumption of
the boxed spaces in work (homes [living space] to malls [space
of commerce] to offices [workspace]) is contrasted to its con-
sumption in perceived open ones during vacation (mountain
trails, beaches, and exotic destinations [alleged vacation space]).
However, the opposition of the towering skyscrapers and luxury
villas is feigned for both are still characterized by a consumption
of space which does not support a releasement of subjectivity’s
accumulation due to the inability to dwell, and instead dwelling
is falsely equated to mere enjoyment under the imposition of
modernity’s grammar of experience.

The last sentence ought to have raised ques-
tions pertaining two words that garner more speculation — sub-
jectivity and accumulation — alongside an apparent need for
releasement. For a better vantage to clarify them, a review is
necessary: the thesis of this section is that modernity’s tempera-
ment is that of speed, but its unabridged version is that it desires
to revamp an articulation of reality into eligible, i.e., rational,
terms. What we ascribe to the rationalization process in history is
modernity’s birthing of humanity into letters. (Sloterdijk, 2017b,
§ 6) Rationalization is the enlightenment of reality. Thus, mo-
dernity is understood as the theory of enlightenment, the period
in which humanity literally put against light those concepts that
have been abundantly thriving in the dark. Its tour de force is
the illumination of history’s obscure modalities. The birthing of
humanism then is this refocus on the human condition outside
the previously immutable domain of either God or the sovereign.
However, in retrospect do we realize that this alleged illumina-
tion is rather, contrary to its very appellation, a narrative of the
opaque. (Sloterdijk, 2017a, p. 67) Apparently, living through this
condition meant an acceptance of a particular grammar to mo-
dernity’s experience. Instead of maturity’s accentuation in both
thought and action (Kant, 1991, pp. 54-55), what we have instead
is ephemerality’s embrace (Lefebvre, 1995, p. 170; Baudelaire,
2010, §1). In retrospect do we see that contrary to its ambitions,
the Enlightenment unfolded as an expedition into the dark
which made it meander from its original motive. Enlightenment
signified putting a backlight against obscure concepts, and the
excitement that this backlighting created made humanity fet-
ishize such exhilaration. Here is where the idea of haste comes in.
What became more important was the excitement of the process
— illumination paved way to the industrialization of modernity’s
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ever I want. These statements bear witness to self-mobilization
toward a particular design for one’s life.

These glimpses provide us the first usage of
this crucial word: design provides a semblance of relationships.
(Sloterdijk, 2017a, p. 89) It emerges as modernity’s product and
as an attempt to heighten this feeling of power. How I design my
lifestyle presents the relationships I keep, be it with people of the
same wavelength or particular types of food that suit my calory
count. To better understand design’s first significance, we may
observe its translation in technological parlance as “user inter-
face.” From political organization to technological manipulation,
interfaces abound in everyday life. In a highly technological so-
ciety, designing one’s life cannot ignore the existing technology,
and so being able to control this interface is tantamount to exer-
cising sovereignty over a particular object. This can be as simple
as changing the color or the number of displayed icons to more
complicated ways of customization tailored to oneself. Sloterdijk
(2017a, p. 90) though is wary of such a desire of the average con-
sumer to manipulate interfaces for we are only toying at the level
of user interface; the motto of the consumer is: I use technolo-
gy plus ultra, therefore I am plus ultra. This attraction toward
design is an attraction toward the power that it represents, the
facade of connections within a system of its own. Through this
we witness the emergence of the opaque. This seeming self-dec-
laration of sovereignty is, unknown to the user, an integration of
oneself to the system inherent to a technological device. It is an
integration to the impervious object which makes humans rely on
their continuous function beyond the average user’s immediate
comprehension. In thinking that design is our exertion of sover-
eignty, an image of our accumulation of power, it is apparently
a novel form of subjugation. The everyday consumer becomes a
prisoner to design.

As in every story, there is a highlight to our
own narrative of the opaque. Unravelling the Enlightenment’s
opaque narrative makes us audiences to the bipolarity of moder-
nity on stage: we find ourselves between having confidence in
modernity’s successes and in the state of despair at what it has
caused to us. (Sloterdijk, 2017a, p. 95) This takes form of ration-
alizing the highly sophisticated interface of almost any piece of
smart equipment while resigning oneself to being the dumber
member in the relation between the consumer and the smart
gadget. At the end, we see that this first definition of design is the
state of subjugation to the object designed.

This section ends with this first definition of
design that is magnified in terms of the city through the lofty
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is the ostentatious display of a utopia built upon this promise
of limitless kinesis yet at the overlooked price of the subject’s
exhaustion and consequently the earnest desire for releasement.
With this, we are afforded a better perspective of our elements
under speculation—subjectivity’s internalization of speed, the
accumulation of power, and finally the desire for releasement. Le
Corbusier (1931, p. 8) provides us a way forward in confronting
this problem in the city—in the face of this rapid change in the
kinetic landscape we are left with two options: “architecture or
revolution.”

It might seem rather odd to have architecture
and revolution as alternatives to each other, yet what this hints
at is the revolutionary role architecture may play. History already
unveiled how revolutions have failed to safeguard the city from
the kinetic ideal and have even arguably contributed to subsum-
ing to such. Renowned architect Peter Zumthor (2006, p. 16) out-
lines how what we currently experience is a particular lifestyle of

living with contradictions[,] and there are several
reason [sic] for this: traditions crumble and with
them cultural identities. No one seems really to
understand and control the dynamics developed

by economics and politics. Everything merges into
everything else, and mass communication creates an
artificial world of signs. Arbitrariness prevails.
Postmodern life could be described as a state in
which everything beyond our own personal biogra-
phy seem [sic] vague, blurred, and somehow unreal.

It seems remarkable that an architect is
sensitive to such a change in the Zeitgeist. However, it ought
not to come to one’s surprise for the art of architecture requires
this sensitivity especially in relation to the city’s temperament—
everything merging into everything else, dominated by a political
economy. This second section attempts to give serious thought
to architecture concerning this problem. For this, I turn to Henk
Oosterling’s Premsela lecture entitled “Dasein als design Of:
Moet design de wereld redden?” (“Dasein as Design Or: Must
Design Save the World?”) for the second definition of design to
explain the intersection of dwelling, i.e., how Dasein is disclosed,
through the balance that dwelling provides in Heidegger’s “Bau-
en, Wohnen, Denken” (“Building, Dwelling, Thinking”). This I
seek to do to underscore the importance of architecture as the
designing of the interior of the city and in effect the interior of
everyday life.

A life subjected to kinetic utopia is in stark
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section, we may notice that Heidegger’s consideration of dwelling
is disrupted by the kinetic ideal. To an extent, the kinetic ideal
promotes a vision of a concrete jungle: away with the flourish-
ing of the earth and the blossoming of flowers for these can be
artificially crafted; away with the cyclical pattern of nature’s
providence with limitless consumption of produce even outside
their season; away from the quasi-divine realization of meaning
in solitude due to hyper-connectivity especially because of social
media; away from the fear of death with today’s anthropotechnics
that promote self-improvement ranging from a healthier diet or
fitness program to stem cell implants.

With due consideration of dwelling, location
surfaces as an important concept, which is something preferred
less in a kinetic utopia. In the age of infinite mobilization, what
is promised is the exact replicability of every single moment and
location. This is the reason why we witness a disappearance of
rituals and of culture for these present a closure proper to a par-
ticular topos, and a kinetic ideal maintains a continuous stream
of becoming, non-stop panicked anthropotechnic interventions.
(Sloterdijk, 2020, pp. 32-36; Han, 2020, pp. 27-35) This we sim-
ilarly see in politechnic interventions — those proper to the order
of the polis which in today’s parlance is signified through globali-
zation — in that cities mirror each other. The topological aspect of
city life is diminished if not entirely eliminated. What results with
the latter is what sociologist Marc Augé (1995, p. 103) captured
with non-places in which the experience of a citizen: “becomes no
more than what he does or experiences in the role of passenger,
customer or driver” while “[t]he passenger through non-places
retrieves his identity only at Customs, at the tollbooth, at the
check-out counter” meanwhile obeying “the same code as others,
receives the same messages, responds to the same entreaties.”
The importance of a locale is subverted in the city’s replicability.

In this experience of infinite mobilization, one
is confronted with a perplexing image of oneself not mirroring
any element in the fourfold but rather the exact predicament of
any other citizen. To take this a step forward, what is mirrored in
this experience is the control over one’s control of design, of the
commodities one is consuming. (Moeller, 2021, p. 3) We live in
literal utopias, non-places — rather than eutopia which would be
what we commonly mean with the word utopia — that disclose
no sense of the locale, no sense of history, culture, or dwelling.
Dwelling is masked by a kinetic utopia to simply mean luxury
villas, executive villages, and prime real estate far from the sense
of balance of the fourfold in Heidegger’s usage. We have to be
particular with the importance of space here: “A space is some-
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mortality must mirror the other three elements in the fourfold.

With a ramification of this designal quality, we
notice the transition of the aesthetic experience from mere visual
to one that employs all the senses for a balance is required. The
true experience of dwelling is found in the accommodation of
space, an establishment in a locale, to mirror a balance that was
initially disrupted for a better reflection among the four. Archi-
tecture then must employ the full use of the senses and not sim-
ply rely on what the eye can see for dwelling is achieved through
a sense or an experience of accommodation in a locale. (Sharr,
2007, p. 32) Architecture, therefore, unravels as not a message
in itself but rather “an envelope and background for life which
goes on in and around it[.]” (Zumthor, 2006, p. 12) Dwelling lies
at heart of this architectural sphere, and balance is critical for its
disclosure.

It would be good to link this to the city, which
is the product of our own building and ideally the locale of our
dwelling especially since by 2050, it is projected that two out
of three individuals will call the city home. (UN News, 2018) It
therefore is imperative not simply to aestheticize this experience
but to source this notion of dwelling in the expansive place where
people find themselves in. Aesthetic experience is elevated to a
multisensory experience, not just of sight, of what it means to
be found in dwelling, in a locale to spare, to save, and to cherish.
To design the city is to make sense of the chaos, to provide the
balance once more of what was initially disrupted. A traditional
view may hold that architecture is the craft of the architect who
designs a particular place, the externality of an infrastructure in
relation to its external environment. However, we stretch this
designal quality of architecture to understand how what is de-
signed or un-thrown (Oosterling’s etymology) or cut (Heidegger’s
etymology) is the individual’s attempt at dwelling in that locale.
What is essential is the progression from the technical or func-
tional aspect of architecture to the sensitive transitions which
ought to consider essential dispositions, or rather tensions, in
the work: belongingness or estrangement, lightness or obscurity,
strength and fragility. (Zumthor, 2006, p. 15) Although what is
in fact designed is the structure’s exterior, we must be mindful
that this exteriority is reflected in one’s interiority. This is also
the reason why I began this piece with an overture of a patchwork
city, for us to be conscious of the patchwork lives the inhabitants
of cities subjected to kinetic ideals have become. Architecture
does not play a passive role in this regard since, in designing a
city’s exteriority, it designs its interior. Architecture traverses the
boundaries between external and internal in that it orders, i.e.,
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eration to the unity of the fourfold. Oosterling and Heidegger
provide their own etymologies to the word design as unthrown-
ing and cutting respectively. The former provides a greater tug of
design away from kinesis’ hold, and Oosterling’s equation of de-
sign and Dasein is an attempt to capture a sense of resoluteness
in face of chaos and tensions. (Rennesland, 2022, p. 61) Design
thus, in its cutting, is a shaping of chaos, a making sense of this
rubble, and a mindful activity which uncovers dwelling’s unfold-
ing. In the context of architecture, we turn our gaze back to the
fragmented city and ponder on the possibility for dwelling to be
sourced. While scores of varying architectural designs are present
in a single city, I am not calling for a demolition of nuances for
these patchwork designs have become part of the city’s current
identity. What is necessary is to source dwelling precisely in spite
of this reality and to be mindful of architecture’s contribution to
this reality.

My concluding thoughts on the role of design
in everyday life with due consideration to architecture takes the
form of a reflection of the architectural sphere we are entangled
in: skyline aberrations have to intermingle with each other;
facades must truly confront another and not simply boast their
singularity; spaces must be open precisely for an encounter
not just with screens or walls but with other human beings not
simply as consumers or providers but as bearers of narratives
that can be cherished only if these can dwell. We may consider
the housing crisis as the problem of the century especially with
the projected population boom, however to a greater concern our
architectural sphere allows us to perceive this in relation to the
task of resolving the problem of the inability to dwell in the face
of such mass immigration to cities. Remembering Le Corbusier’s
options, we side with architecture in this attempt of unthrowing
and cutting kinetic utopia’s chaos for Being’s unfolding as a truly
revolutionary act in the city.
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1. INTRODUCAO

O arquiteto possui conhecimento técnico sobre
arquitetura, mas o espaco arquitetonico s6 ganha significado a
partir da sua utilizacao. O profissional arquiteto deve criar uma
relacio de empatia que, na maioria das vezes inexiste, visto que
as vontades dele sao colocadas a frente das necessidades do
cliente.

A anélise cotidiana dos espacos faz com que
se percebam diversos ambientes que adquirem funcionalidades
diferentes da projetada, devido a apropriacao do usuario que os
adapta para satisfazer suas necessidades da melhor forma. Além
disso, muitos espacos arquitetonicos nao sao funcionais ou tém
seu uso limitado por conta da nao-apropriacao. Torna-se evi-
dente a importancia de uma relacao de empatia entre arquiteto e
usuario para que os espacos sejam projetados com mais qualida-
de e cumpram sua finalidade principal - a apropriacao.

Atualmente a preocupacao com a satisfacao do
cliente est4 se tornando uma demanda no meio da arquitetura,
os profissionais possuem questionamentos e buscam solugoes
para projetar de acordo com aquilo que o cliente almeja, contudo,
existem poucas ferramentas e/ou teorias que possam auxiliar os
arquitetos nesse processo de conhecimento das necessidades e
vontades do usuario.

Esta pesquisa propoe a psicanalise como ferra-
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2. A CASA

O presente capitulo busca desenvolver, através
de levantamento bibliografico, a compreensao da relagao dos
seres humanos com suas casas ao longo da historia para o enten-
dimento das mudancas devido ao momento histérico e cultura
de inser¢ao. Apos isso, busca-se diferenciar os termos casa e lar
para, por fim, contextualizar a producao arquitetonica moderna,
sua influéncia na contemporaneidade e a mudanca de pensamen-
to dos arquitetos no século XXI.

Para esse texto foi realizada uma revisao biblio-
grafica dos livros Arquitetura no Diva (Zonis, 2018), A Arquite-
tura da Felicidade (Botton, 2007), Uma Breve Historia da Vida
Domeéstica (Bryson, 2010) e para uma base psicanalitica os livros
Teorias da Personalidade (Lindzey e Campbell, 2000) e Funda-
mentos Psicanaliticos (Zimerman, 1999).

21. PROCESSO HISTORICO DA
UTILIZACAO DA CASA

A casa esta presente na vida do individuo de
um modo muito intimo e inconsciente e isso se deve a prote¢ao
que ela oferece ao sujeito, sendo um objeto de projecao de segu-
ranga tanto fisica quanto emocional. Atualmente ela clama uma
liberdade dificil de se ter nessa era de integracao e visibilidade,
sendo o tnico local em que nao se é observado e, desse modo, o
anico local onde as necessidades psiquicas tém a liberdade de
fluir.

Dizem que Epiteto, o fildsofo Estoéico da Grécia
antiga, indagou a um amigo que estava muito triste
porque a sua casa havia sido totalmente destruida
num incéndio: “Se vocé compreende o que governa
0 universo, como pode se queixar por pedacinhos de
pedra e rocha bonita?” Nao se sabe quanto tempo
mais durou esta amizade. (Botton, 2006, p. 11).

Segundo Rodriguez (2016), a casa é um local
organizado de maneira diferenciada de outras construcoes que,
com seus varios comodos juntos, expressa um modo de vida. A
autora diz ainda que quando nossa localizacao fisica coincide
com o centro do nosso espaco existencial, experimentamos a sen-
sacao de estar em casa. Quando Epiteto desdenha a perda da casa
do amigo, que para ele era apenas uma construcao, na realidade
ele estd desdenhando a dor da perda de um lar. A palavra lar que,
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tos de dormitdrios. Eram eles que conheciam todos os espacos da
casa, ja que os seus donos frequentavam apenas as alas nobres,
numa época em que as convencoes sociais e regras de etiqueta
eram tantas que chegavam a sufocar a populacgao, principalmente
as mulheres.

Portanto, a relagdo das pessoas com as suas
casas varia constantemente de acordo com o periodo historico e
cultura. Aqui foram abordados dois periodos que se contrastam
mas que apresentam semelhancas em relacao a concepgao de lar.
No periodo medieval, quando as maneiras eram mais rudes e as
pessoas coabitavam em um mesmo comodo, ndo havendo priva-
cidade, a casa se apresentava apenas como abrigo, fornecendo
protecao contra perigos externos e o frio. Assim, ndo era esta-
belecida uma relagdo mais profunda com a casa, uma vez que os
individuos nao conseguiam expressar seu ego naquele ambiente.

Na época vitoriana, a casa possuia um carater
social, em que as familias buscavam demonstrar poder através da
extravagancia, ou seja, as arquiteturas eram moldadas de acordo
com o superego, visto que os individuos almejavam se enquadrar
em padrdes sociais e culturais para conquistarem respeito peran-
te a sociedade. As casas eram concebidas para mostrar-se social-
mente e ndo para os seus proprios moradores, que nem mesmo
dentro do ambiente da casa podiam expressar-se devido as regras
de etiqueta da época. Dessa forma, nao se estabelecia uma rela-
¢ao de lar entre as pessoas e as casas vitorianas, com excecao dos
ambientes intimos onde o ego dos individuos era manifestado e
ali se tornasse, provavelmente, o lar dessas pessoas.

Assim, no medievo o id estava mais expresso
nas habitacoes, visto que era o local para suprir suas demandas
e necessidades imediatas e inerentes ao ser humano, enquanto
que na era vitoriana o superego estava mais presente devido a ne-
cessidade das familias se mostrarem socialmente. Essas relacGes,
como dito anteriormente, variaram em todos os periodos sociais,
como no modernismo, quando o mundo passou pelas revolucoes
industriais e guerras mundiais. A arquitetura buscou, segundo
Benevolo (1998), moldar-se ao novo contexto, produzindo casas
extremamente funcionais e almejando um modelo padrao para
todos.

A vida contemporanea também exige um novo
modelo de producao arquitetonica onde a intensidade e rapidez
com que se produz obrigam os individuos a buscarem a facilidade
das atividades cotidianas, assim as casas precisam ser funcionais
e automatizadas, contudo este fator faz com que as pessoas dei-
xem de estabelecer lacos com suas casas tendo-a somente como
abrigo para suas necessidades mais basicas. Por isso, reflete-se
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concepcoes de estética variam de acordo com o periodo historico
e cultura em que se inserem, sendo responséaveis por moldar as
idealizacOes de casa e lar dos individuos, uma vez que esta cons-
trucao cultural possui influéncia sobre as demandas superegobicas
das pessoas.

Contudo, as concepgoes estéticas sao variaveis
de acordo com cada individuo devido as vivéncias particulares
e experiéncias registradas como positivas ao longo da vida que,
de acordo com Zimerman (1999), moldam o ego, juntamente as
questoes de cultura, e fazem com que as pessoas adquiram gostos
e ideais de satisfacao proprios, atraindo-se assim por determi-
nado estilo arquitetonico ou nao. Portanto, as idealizac6es de
lar variam de pessoa a pessoa e cabe ao arquiteto compreender
as demandas de cada um e aplica-las projetualmente de modo a
produzirmos lares e ndo apenas abrigos.

O lar deve ser a materializacao daquilo que
autenticamente nos representa, oferecendo a seguranca para
expor o id na sua forma mais intima. Aqui podemos destacar a
necessidade da compreensao das demandas psiquicas expressas
pelo cliente, para que se possa desfrutar da completa experiéncia
do lar. Segundo Benevolo (1998), no movimento moderno, que
possui influéncia na producao arquitetonica contemporanea,

a busca pela funcionalidade e objetividade da casa descarta a sub-
jetividade do ser ao zelar pelo funcionalismo, almejando produzir
uma casa como ‘maquina de morar’.

O conceito da apropriacio reflete sobretudo no
lar que sera construido ao longo de todo o periodo da habitacao.
A casa sofre alteracOes arquitetonicas ao longo da evolucao da
personalidade do seu morador, que podera variar as pinturas
das paredes conforme o seu humor, trazer objetos de decoracio
ap6s uma viagem ou expandir os comodos com a chegada de
novos membros na familia. O lar é constantemente transforma-
do, da mesma forma que os nossos ideais sao modelados durante
os diversos ciclos da vida. A construgao de um lar, previsto em
projeto, permite a apropriacao dos espacos de forma natural e a
arquitetura passa a ser, consequentemente, funcional.

Na contemporaneidade, o ser humano al-
meja ter e fazer as coisas de maneira rapida e fluida devido as
exigéncias impostas pelo modo de vida do século XXI, quando
as tecnologias exacerbadas permitem uma produtividade alta e
constante. Desta forma, os individuos prezam pela funcionalida-
de das coisas, de modo que os processos cotidianos sejam agiliza-
dos. Contudo, isso faz com que as pessoas deixem de experienciar
os espacos de sua propria casa. A partir do momento em que os
seres humanos deixam de vivenciar seus lares e o utilizam para

45




VISAO / VISION

almejava, através de congressos e producoes tedricas de arqui-
tetos e artistas do periodo, criar um modelo de arquitetura que
conseguisse representar a sociedade da época, que possuia um
grande avanco das tecnologias e intensa producao industrial.
Dessa forma, o modernismo buscava construir uma arquitetura
que refletisse os valores daquele periodo, explorando os poten-
ciais dos novos materiais e tecnologias, como o concreto armado,
e priorizando formas simples e funcionais que, de acordo com os
principais nomes do movimento, representariam o espirito desse
novo mundo dos avancos tecnoldgicos.

O arquiteto Le Corbusier, um dos grandes ex-
poentes e difusores dos ideais modernistas, deixa uma declaracao
no Congresso dos Arquitetos Modernos de La Sarraz, em 1928,
onde coloca o desejo do movimento moderno de criar um mode-
lo de arquitetura que materializasse aquele periodo da histoéria,
dizendo que:

O destino da arquitetura é exprimir o espirito de
uma época. Eles afirmam, hoje, a necessidade de
um novo conceito de arquitetura, que satisfaca as
exigéncias materiais, sentimentais e espirituais da
vida atual. Conscientes das profundas perturbacoes
produzidas pelo maquinismo, reconhecem que a
transformacao da estrutura social e econémica exige
uma correspondente transformacao da arquitetura
(Le Corbusier, 1928).

Os arquitetos modernos almejavam, portanto,
criar um modelo baseado na forma e funcio, atribuindo critérios
e valores que deveriam ser seguidos em toda a producao arqui-
tetonica da época de modo a gerar uma padronizacio da arqui-
tetura a ser replicada em todo o mundo, refletindo o espirito da
sociedade moderna e industrial.

A partir dessa busca pelo modelo de produgio
arquitetonica ideal surge o termo “méquina de habitar” designa-
do por Corbusier para definir a casa exemplar a ser seguida como
padrao. Concomitantemente a Frampton (1997), esta expressao
dita pelo arquiteto francés refere-se a uma casa funcional, tecno-
logica e automatizada que busca facilitar o desenvolvimento da
vida cotidiana da sociedade industrial, sendo o modelo ideal para
abrigar a vida humana.

A casa idealizada e difundida por Le Corbusier
e pelo movimento moderno tinha por principio atender os an-
seios industriais da época, priorizando facilitar o desenvolvimen-
to das atividades humanas cotidianas. Esse modelo, no entanto,
nao se preocupava com a relacao de afetividade que as pessoas
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A obra de Tati é abordada neste capitulo pois
ilustra muito bem a mudanca que o movimento moderno que-
ria impor para a sociedade da época e as consequéncias na vida
cotidiana das pessoas. A compreensao desse movimento torna-se
importante para os objetivos dessa pesquisa, visto que a arqui-
tetura moderna possui influéncia na producao arquiteténica
contemporanea.
Duas obras de grande importancia para 0 mo-  Ffiguras 3 e 4. Imagem
dernismo demonstram a preocupacao fundamental com a forma  daVillaSavoyee

= 9 3 imagem da casa
e funcdo da casa, e pouco com o sentimento de pertencimento do  pareerant.

morador através da construcdo de um lar no qual ele se reco- Fonte: Villa Savoye
nheca: a Villa Savoye de Le Corbusier (1928) e a casa Farsworth
(1951) de Mies van der Rohe.
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(villa-savoye.fr).
Farnsworth House
(farnsworthhouse.org)

As edificacGes em questio possuem indiscutivel
valor para a histéria da arquitetura, contudo sido obras nas quais
os arquitetos tiveram total liberdade nas suas concepgdes e assim
impuseram suas vontades proprias aos futuros moradores. Os
dois profissionais viram nesses projetos a chance de concretizar
seus ideais, conseguindo expressa-los com maestria. Porém, aca-
baram por criar apenas monumentos modernistas, uma vez que
tornaram-se inabitados em pouco tempo de uso.

A Villa Savoye, segundo Benevolo (1998),
materializa todos os pontos abordados por Le Corbusier. A casa,
no entanto, logo foi abandonada, tanto por questoes técnicas
quanto pela falta de identificacdo dos moradores, tornando-se
um cendrio para os visitantes. A casa Farnsworth, de acordo com
Frampton (1997), passou por problemas semelhantes aos da casa
projetada por Corbusier: a proprietaria entrou em briga judicial
com Mies van der Rohe por conta do alto or¢camento e por con-
siderar a obra inabitavel devido as escolhas do arquiteto. Além
disso, o profissional e a cliente entraram em conflito pelo fato de
ela ndo aceitar diversos mobiliarios propostos por Mies e logo a
casa foi vendida e transformada em local para contemplagio e
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projeto. Essa fala se encontra explicitada na entrevista de Arruda,
para a Casa Vogue de 2020:

Na minha experiéncia de formagao profissional em
nenhum momento foi falado na universidade sobre
o protagonismo do cliente. Muitos arquitetos foram
formados para serem grandes autores de projeto,
grandes solucionadores de problemas. A gente foi
educado muito mais para falar do que para ouvir.
(Arruda, 2020).

Para Arruda é fundamental dar voz e protago-
nismo ao cliente, pois dessa forma ele se sente parte integrante
daquele processo, trazendo a ele muitas informacgoes relevantes
sobre si, que devem ser evidenciadas pelo profissional de arquite-
tura nas escolhas de projeto. Assim, Mauricio tem como estra-
tégia aproximar o cliente do desenvolvimento projetual como
forma de compreendé-lo em sua totalidade. Esse pensamento foi
moldado ao longo de seus anos de profissao, quebrando clichés e
tabus construidos ao longo do tempo na arquitetura.

Isay Weinfeld é outro arquiteto que da muita
voz ao cliente. Ele afirma, em entrevista a Kopstein Incorporado-
ra, que busca aceitar somente projetos com os quais sinta afini-

dade tanto com a proposta, quanto com o cliente. Desse modo,
segundo ele, sera mais facil corresponder as expectativas do
cliente, pois o desenvolvimento do projeto sera mais prazeroso.

Eu espero que as pessoas entendam que isso nao é
arrogancia, eu sempre fui muito seletivo no escri-
tério nao por isso, nao por esse motivo, mas pelo
motivo contrario. Eu tenho que sentir, em primei-
ro lugar, se esse cliente é a pessoa certa pra mim.
(Weinfeld, 2018)

Weinfeld diz, em entrevista a Drauzio Varela
(2017), que ndo sabe projetar sem que o cliente se intrometa, que
essa provavelmente é a maior diferenca entre ele e colegas de
profissdo. Seu método de projeto é conversar com o cliente e dei-
xar ele falar (Weinfeld, 2006), até conseguir ler as entrelinhas da
sua fala e captar suas vontades. A partir dai comecam a aparecer
as primeiras ideias em forma de croquis que, segundo ele, sdo
muito intuitivas e por isso nao costuma desprezar. Weinfeld diz
ainda, que € psicanalista em 95% do tempo, e apenas nos outros
5% é arquiteto. “Ao invés de fazer o que eu quero, do meu jeito,
eu faco o que o cliente quer, s6 que do meu jeito, e essa é uma
diferenca muito sutil” (Weinfeld, 2017).
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que elas causam, porém ele nao retém esses regis-
tros e representacoes como deposito ou arquivo
deles. Assim, a maior parte das fungoes perceptivo-
-cognitivas-motoras do ego — como as de percepgao,
pensamento, juizo critico, evocagao, antecipacao,
atividade motora, etc., processa-se no sistema cons-
ciente, embora esse funcione intimamente conju-
gado com o sistema inconsciente, com o qual quase
sempre esta em oposi¢ao (Zimerman, 1999, p. 82).

Segundo Zimerman (1999), Freud, ao desen-
volver a teoria psicanalitica, dividiu o aparelho psiquico em dois
modelos topograficos que sao conhecidos por 12 topica, que sera
estudada neste capitulo, e 22 topica, que sera estudada no proxi-
mo capitulo. No primeiro modelo tépico, portanto, Freud fala que
a estrutura psiquica é composta por trés sistemas: o inconsciente,
o pré-consciente e o consciente.

Assim, o consciente esté relacionado aquelas
acoes realizadas de forma racional em que se conhece a causa da-
quele ato. Analogamente ao contato interpessoal existente no dia
a dia de um escritério de arquitetura, pode-se dizer que os pro-
cessos conscientes estao relacionados as referéncias projetuais e
ideias iniciais trazidas pelo cliente que na maioria dos casos sao
escolhidas devido a estratégias de composicao visual adotadas em
midias sociais e revistas, por exemplo, que atraem o olhar e nem
sempre correspondem aos desejos e demandas desse cliente.

O sistema psiquico do pré-consciente, de
acordo com Brenner (1987), diz respeito a elementos da psique
que possuem facil acesso ao consciente como pensamentos e
lembrancas que através de um esforco de atencao podem vir a
consciéncia sem necessariamente utilizar um auxilio externo.

A instancia do inconsciente representa a maior
parte da estrutura psiquica e é este sistema que pretendemos
compreender para auxiliar na compreensao dos desejos do clien-
te no processo de projeto arquitetonico. Essa parte da estrutura
psiquica pauta toda a teoria descrita por Freud e, em concomi-
tancia com Zimerman (1999), esse é considerado o elemento
mais arcaico do aparelho psiquico, sendo o local onde estao
impressas todas as experiéncias e sensacoes vividas pelos indivi-
duos. O inconsciente possui relacao direta com as agdes conscien-
tes, contudo é relativo aqueles atos que nao se conhece a causa e
estdo relacionados, no senso comum, a casualidades.

Para Freud, porém, todas as acGes possuem
causas determinadas, sendo elas de facil deducao ou nao. Dessa
forma, o teérico buscava compreender as informacées incons-
cientes e como torna-las conscientes pois considerava que o
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instancia precisamos conceituar também o id e o superego.

Segundo Hall et al. (1957), para Freud o id é
o sistema original da personalidade, sendo a matriz que origi-
na o ego e o superego. A funcao deste elemento é criar imagens
mentais que buscam a satisfacao dos desejos gerados por tensoes
desconfortaveis ao ser. Assim, o id tem como objetivo proporcio-
nar o prazer, contudo é o ego a instancia responsavel por trazer
estas figuras psiquicas, criadas pelo id, para a realidade. O ego
funciona como um mediador entre o id e o mundo externo (real),
buscando maneiras de tornar concretos os desejos do ser e desse
modo satisfazer as tensoes geradas pelo id em busca do prazer.

A tltima instancia descrita por Freud € o supe-
rego que é o “representante interno dos valores tradicionais e dos
ideais da sociedade conforme interpretados para a crianca pelos
pais” (Hall et al., 1957, p. 54). E este elemento da personalidade
busca o ideal e a perfeigdo para poder agir de acordo com os pa-
droes impostos pela sociedade na qual o individuo est4 inserido.
Portanto, conclui-se que o ego (eu) é responsavel por articular os
desejos do id com os ideais do superego para externar o ‘eu’ no
mundo real de modo a satisfazer as necessidades do ser.

Em paralelo com a arquitetura, podemos de-
finir o id como sendo os desejos e vontades do cliente ao iniciar
um projeto arquitetonico que serdo lapidados pelo profissional
durante o processo projetual. O superego pode estar relativo as
vivéncias de cada individuo em que os espacos de experiéncias
positivas ficam inconscientemente tidos como ideais. Além disso,
cada local e momento temporal possuem seus padroes arquite-
tonicos que acabam por se tornar imposi¢oes projetuais, uma
vez que o cliente busca transparecer através da arquitetura uma
imagem social que se encaixe nos padroes em que vive.

Por outro lado, o ego tem a funcio de mediar
os desejos inerentes dos individuos impostos pelo id com as de-
mandas do superego decorrentes das vivéncias pessoais para que
se encontre formas de concretizar estas necessidades através do
projeto arquitetonico.

Na maior parte das vezes o cliente nao deixa
suas vontades explicitadas, visto que elas estdo presentes no
inconsciente. Cabe ao arquiteto encontrar maneiras de obter
estas informacgoes de modo que o projeto represente o ‘eu’ do
usuario. Portanto, o profissional de arquitetura tem a atribuicao
de mediar o processo projetual de forma que o cliente explicite
seus desejos e 0 arquiteto possa materializa-los a partir da técni-
ca arquitetonica, ou seja, o projetista possui uma funcao de ego
auxiliar.

No processo de terapia o profissional possui o

55)
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arquiteto a partir da compreensao dos desejos do cliente criar um
projeto que seja a extensao e manifestacao do eu deste sujeito.

3.3. ESPELHO

Segundo J. Lacan, fase da constitui¢ao do ser huma-
no que se situa entro os seis e os dezoito primeiros
meses; a crianga, ainda num estado de impoténcia e
de incoordenacao motora, antecipa imaginariamente
a apreensao e o dominio da sua unidade corporal.
Esta unificacao imaginaria se opera por identificacao
com a imagem do semelhante como forma total;
ilustra-se e atualiza-se pela experiéncia concreta em
que a crianca percebe a sua proépria imagem num
espelho. A fase do espelho constituiria a matriz e o
esboco do que sera o ego. (Laplanche; Pontalis, 1967,

p- 175)

A psicanalise trata a fase do espelho como
fundamental no desenvolvimento da crianga, ocorrendo entre os
seis e dezoito meses de vida quando o bebé passa a reconhecer
a si mesmo. Este conceito especular esta presente na teoria da
maior parte dos grandes psicanalistas, contudo foi Jacques Lacan

(1949) o principal responsavel pelos escritos e teorias acerca do
espelho.

Em O estadio do espelho como formador do
Eu (1949), Lacan escreve sobre as fases do espelho em que no
primeiro momento a crianca se reconhece como parte integrante
da mae, tendo-a como sua imagem especular. Em um segundo
momento o bebé passa a se reconhecer no espelho (objeto) como
outro bebé ou percebe seu corpo como partes separadas. Na
altima fase, portanto, a crianca consegue se ver como um todo
a partir de um objeto externo a si e vislumbra a imagem de seu
rosto pela primeira vez.

Lacan (1949) fala sobre a importancia deste
reconhecimento do bebé, contudo explicita que somente isto ndo
é suficiente para a constitui¢ao do eu, sendo fundamental a pre-
senga de um ser externo para afirmar aquela descoberta. Nesta
fase de desenvolvimento esta figura é representada pela pessoa
materna e posteriormente pode ser retratada por outros indivi-
duos ou objetos, influindo no modo como o eu se relacionara com
a cultura em que se insere, no reconhecimento dos espacos e nas
relacOes interpessoais.

Tida como ideal e inscrita para sempre no psiquismo
ainda que a identificacao nao seja estatica, nem seja

8/
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3.4. EMPATIA E TRANSFERENCIA

Empatia é a forma de conhecimento intuitivo do ou-
tro, que repousa na capacidade de partilhar e mesmo
de ter sentimentos pelo outro.

Para certos psicanalistas que se interessam pela em-
patia, a observacao do paciente passa pela auto-ob-
servacdo da parte do eu do analista, transformada
pela admissao do objeto nele. (Chemana, 1995, p.

57).

Os conceitos de empatia e transferéncia sao
abordados por diversos autores como Freud, Bion e Kohut como
fundamentais para a pratica psicanalitica e para a eficacia do
processo de analise. Contudo, nao sao elementos exclusivos da
relacdo entre terapeuta e paciente, visto que sdo processos que
estdo presentes em todas as relagoes interpessoais desde as mais
informais até aquelas que envolvem pratica profissional.

Segundo o Dicionario Brasileiro da Lingua Por-
tuguesa Michaelis (2021), o termo empatia® refere-se a “habilida-
de de imaginar-se no lugar de outra pessoa”, ou seja, colocar-se
no lugar de outro individuo para compreender seus sentimentos,
desejos e ideias através da comunicacao verbal ou nao. De acordo
com Zimerman (1999), o psicanalista austriaco Heinz Kohut
considerava a empatia do terapeuta como fundamental para a
eficacia da terapia, uma vez que permite ao analista criar uma
identificacdo com seu paciente, facilitando a conexao com o uni-
verso do analisado que sente-se compreendido pelo psicanalista.
A empatia trata-se de uma relagdo emocional entre os individuos
que permite a criacao de conexoes positivas ou nao.

Na relacdo entre arquiteto e cliente é funda-
mental que o profissional estabeleca esta relacdo de empatia tor-
nando o processo projetual confortavel ao cliente e que consiga
expressar seus desejos de forma mais natural. Desta maneira, o
profissional necessita se colocar, inicialmente, no papel de usué-
rio do espaco a ser projetado para que compreenda os desejos e
as demandas do cliente explicitadas de forma verbal ou nao.

A relacdo de empatia pode ser estabelecida des-
de o primeiro contato do individuo com o perfil profissional do
arquiteto ou contato inicial entre as partes interessadas, contudo
é no contato pessoal que a identificacdo realmente acontece des-
de a recepcao do cliente até a forma como é conduzido o processo
de projeto. A relacao empatica facilita a compreensao do outro,
contudo, segundo Zimerman (1999), nao deve haver uma super-
valoriza¢do da mesma, ou seja, sdo criadas conexdes profissionais
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6. Segundo o Dicio-
nario Brasileiro da
Lingua Portuguesa o
conceito de empatia é
definido como:
Habilidade de ima-
ginar-se no lugar de
outra pessoa;
Compreensao dos
sentimentos, desejos,
ideias e acdes de
outrem;

Qualquer ato de en-
volvimento emocional
em relacdo a uma
pessoa, a um grupo e
auma cultura;
Capacidade de inter-
pretar padroes nao
verbais de comuni-
cacao;

Sentimento que
objetos externos
provocam em uma
pessoa.
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Assim, a transferéncia ocorrera na relacao ar-
quiteto-cliente e ser4 fundamental para o desenvolvimento de um
projeto de qualidade em que o cliente percebera o profissional
como o sujeito capaz de concretizar as suas vontades e idealiza-
¢oes acerca do espaco a ser projetado e transferindo seus desejos
no arquiteto, que devera funcionar como espelho.

Conclui-se portanto que as etapas projetuais
terdo mais eficacia e produzirao resultados mais positivos se o
cliente estiver incluido neste desenvolvimento através de uma
relacdo empatica em que sinta-se confortavel com a figura do
profissional e consequentemente externe seus desejos e deman-
das inconscientes. O arquiteto necessita estar atento as formas
de transferéncia que seu cliente projetara na sua figura, ja que a
partir desta percep¢ao muitas demandas inconscientes do cliente
poderao ser percebidas.

3.5. IDEALIZACAO, DESEJOS E
VONTADES

Processo psiquico pelo qual as qualidades e o valor
do objeto sdo levados a perfeicdo. A identificacdo
com o objeto idealizado contribui para a formagao e
para o enriquecimento das chamadas instancias ide-
ais da pessoa (ego ideal, ideal do ego). (Laplanche;
Pontalis, 1967, p. 223)

De acordo com Laplanche e Pontalis (1967),

a idealizacgao esta relacionada ao carater de perfeicdo que é
colocado sobre determinadas coisas ou sobre desejos a serem
conquistados. Portanto, a idealizacao diz respeito as ambicoes
dos individuos que almejam saciar seus desejos baseados em um
ideal perfeito criado pelo proprio ser.

O conceito de idealizagio esta ligado ao ego
ideal ou ideal do ego e, segundo Hall et al. (1957), a realizacao dos
desejos deve saciar as idealizacoes do id com as regras determi-
nadas pelo superego para que o sujeito conquiste suas ambigoes
0 mais proximo daquilo que foi idealizado. Comumente relacio-
na-se a idealizacdo com uma funcio inerente ao supereu, mas,
muitas vezes, os desejos do individuo e o conceito de perfeicao
para sua realizacio nao correspondem aquilo que é ditado pelo
superego. As ambicGes devem ser conquistadas, concomitante-
mente a Chemama (1995), conciliando as exigéncias libidinais
(id) e culturais (superego).

Na pratica de arquitetura a idealizacao é um
elemento muito presente uma vez que o cliente, ao iniciar o seu
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tivos estimulos ambientais, como pode ser algum
acontecimento marcante, um filme impactuante ou,
principalmente, a mente do sujeito impregnada de
interesses e preocupacoes. 3) A existéncia de senti-
mentos, pensamentos e desejos que estao reprimi-
dos no inconsciente. (Zimerman, 1999, p. 175)

Conforme apontado por Zimerman (1999),
Freud delimitou trés fatores para a existéncia dos sonhos, contu-
do nos ateremos aqueles decorrentes das fungoes inconscientes
dos individuos. Para Freud, o sonho consiste em uma atividade
do ego que busca através deste mecanismo disfarcar o que esta
reprimido no inconsciente bem como saciar os desejos, pensa-
mentos e sentimentos represados pelo sujeito devido a interfe-
réncias externas ou determinacdes supergoicas. Portanto, os
sonhos possuem a funcao de atender as demandas do id, ou seja,
é neste momento em que o individuo consegue aproximar-se da
realizacdo das suas idealizacOes e desejos mais intimos.

Os sonhos sao o mecanismo encontrado pelo
ego para a mais pura manifestacao dos desejos dos seres, além
disso, na pratica psicanalitica, os terapeutas relatam o aumen-
to da frequéncia de sonhos experienciados por seus pacientes
durante o processo de terapia. Paralelamente com a arquitetura
caberia ao arquiteto investigar a presenca destes sonhos durante
o periodo de concepgao projetual, uma vez que € um momento
em que o cliente passa a criar muitas idealizacoes e o contetido
onirico pode conter informacoes relevantes para a expressao do
ego do usuario no ambiente projetado.

3.6. PROJECAO

No sentido propriamente psicanalitico, operacao
pela qual o sujeito expulsa de si e localiza no outro —
pessoa ou coisa — qualidades, sentimentos, desejos e
mesmo “objetos” que ele desconhece ou recusa nele.
Trata-se aqui de uma defesa de origem muito arcai-
ca, que vamos encontrar em agao particularmente
na paranoia, mas também em modos de pensar
‘normais’, como a supersticao. (Laplanche; Pontalis,

1967, p. 372)

A arquitetura e a psicanélise utilizam o verbo
projetar nos seus respectivos vocabularios profissionais, mas pos-
suem significados distintos e interseccoes que serdo abordadas
neste capitulo. Inicialmente definiremos o conceito de projecao
em psicanalise e posteriormente criaremos um paralelo com o ato
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3.7. APROPRIACAO

O caréater de cada area dependera em grande parte
de quem determina o guarnecimento e o ordena-
mento do espaco, de quem esta encarregado, de
quem zela, e de quem € ou se sente responséavel por
ele. (Hertzberger, 1999, p. 22).

Segundo o Dicionario Brasileiro da Lingua
Portuguesa Michaelis (2021), apropriacao” refere-se ao “Ato de
tornar algo adaptado ou adequado a um fim ou uso”, ou seja,
fazer com que aconteca uma relacao entre algo e alguém. Na
arquitetura, a apropriacao € feita a partir da necessidade de se
sentir parte do espaco e da identificacao simbolica relacionada
a aspectos afetivos, interativos e cognitivos da relacao da pessoa
com 0 espaco. As pessoas ao agirem, incorporam-se no espago
trazendo seus gostos e ideais, criando assim, uma conexao entre
individuo e ambiente.

No livro Licoes de arquitetura (1999), Herman
Hertzberger discorre sobre a influéncia dos espacos nos usuérios,
podendo influenciar positivamente ou nao no sentimento de per-
tencimento. De acordo com o autor, o arquiteto precisa pensar
em toda organizacao espacial e a interacao dos individuos deve
ser levada em consideracao. Além disso, a arquitetura projetada
deve se adequar as mudancas e a diversidade de usos. O carater
do espaco depende de quem determina e esté responsavel por
ele. Assim, o arquiteto deve contribuir para melhorar os espacos,

sendo seu dever auxiliar o usuério para que isso aconteca. Devem

também projetar uma arquitetura que, ao mesmo tempo, mante-
nha a sua identidade e se adeque as mudancas e a diversidade de
uso.

O uso dos espacos ocorre de acordo com as
demandas e necessidades dos usuarios, por isso, é de funda-
mental importancia o entendimento da sua utilizacao para que
a apropriacao do espaco aconteca de forma natural, adequada e
assertiva. Caso contrario, a apropriacao nao ocorrera, correndo-
-se o risco de ambientes se tornarem ociosos, ou com usos nao
previstos no projeto original. Durante o desenvolvimento de um
projeto ¢ fundamental que o arquiteto entenda as demandas do cliente
e, sobretudo, qual é a sua real necessidade, entendendo o que ele
quer e necessita de fato para que a apropriacao do espago ocorra
de forma adequada e funcional.

A arquitetura deixa de ser apenas uma construcao

objetiva para se mostrar como uma experiéncia mar-

cadamente subjetiva. Sob essa perspectiva, muito

7. Segundo o Dicio-
nario Brasileiro da
Lingua Portuguesa o
conceito de apropria-
c3o é definido como:
Ato ou efeito de apro-
priar(-se); acao de
apoderar-se de algo,
legal ou ilegalmente.
Ato de tornar algo
adaptado ou adequa-
do aum fim ou uso;
adaptacao, adequa-
cao.

Ato de apoderar-se
de algo abandonado
ou aparentemente
sem dono; invasao,
ocupacao.
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contetido expresso pelo individuo, o profissional podera com-
preender melhor seu cliente e buscar expressa-lo no ambiente
projetado.

O arquiteto necessita estar apto a conduzir o
cliente neste processo de modo que consiga extrair o0 maximo
de informacoes, sendo estas explicitas, ou nao, para que assim
possa compreendé-lo em sua totalidade. A partir disto, o profis-
sional conseguiré expressar o ego do seu cliente, deixando o seu
proprio em segundo plano, de forma que o usuario se reconhega
no espaco da sua casa. Esta construcao de uma relacdo empatica
entre cliente e arquiteto é fundamental para que a casa seja uma
extensao do usuério e haja identificacao, produzindo um senti-
mento de aconchego e felicidade.

O profissional de arquitetura devera funcionar
como ego auxiliar e terd o papel de exercer a técnica conduzindo
o seu cliente nas diferentes fases de projeto. Inicialmente, é ne-
cessario extrair e compreender as demandas psiquicas e funcio-
nais do usuéario para executar projetualmente utilizando a técnica
arquitetonica a partir dos conhecimentos de funcionalidade e
estética.

Assim sendo, o arquiteto possui o papel de
concretizar as idealizacoes do seu cliente, além de fazé-lo com-
preender as escolhas projetuais de acordo com o que a técnica
permite para nio frustrar os desejos do usuério. O profissional
possui a dificil missao de projetar o seu cliente no espaco proje-
tado de modo que a casa funcione como espelho dos moradores.
Isto s6 sera possivel quando o arquiteto extrair o contetido cons-
ciente e inconsciente a partir das referéncias, conversar formais
e informais e informagdes verbais e ndo verbais. Apos extrair
estas informacoes, o profissional deve compreender o que de fato
o cliente deseja e necessita para aliar a técnica. A partir deste
conjunto de processos, ira concretizar o seu cliente no espaco
construido.

Observa-se na pratica que os profissionais de
arquitetura, em sua maioria, se demonstram motivados em ma-
terializar os desejos dos seus clientes e desenvolver espagos que
representem o “eu” do usuario para que este desfrute de uma boa
experiéncia no ambiente. Ainda assim, percebe-se uma descon-
formidade entre os profissionais quando se trata das técnicas
utilizadas para essa compreensao do perfil do cliente. Percebe-
mos que € necessario ressaltar a necessidade do pleno entendi-
mento das necessidades e desejos dos usuarios de cada espago e
do desenvolvimento de ferramentas que facilitem a relagao entre
o cliente-arquiteto, para que ambas as partes possam ser repre-
sentadas pelo projeto arquitetonico.
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. . 5 @ o T of Architectural En-
Martin Heidegger’s 1951 lecture “Building, T

Dwelling, Thinking” which was published in 1954 had an enor- Technical University
mous influence on architects who testify that the text has been of Athens
an inspiration for their work and on philosophers as the several
translations and reprints in many languages reveal (Heidegger,
1971). Heidegger’s method of attempting to retrieve the etymolo-
gy and the ancient meanings of the verbs building and dwelling,
aims to remind to his readers that the appropriate etymological
and philosophical research in language may furnish solutions
to the problems that humans encounter (Heidegger, 1971, pp.
146, 147). For example, the answer to the housing problem that
preoccupied postwar Germany, i.e. the lack of houses for the peo-
ple, has deeper roots than usually thought and its solution does
not simply consist of building more housing units but needs to
be directed at thinking what dwelling and building actually and
originally mean (Heidegger, 1971, p. 161).

The entire second part of Heidegger’s lecture
“Building, Dwelling, Thinking” is devoted to exploring what a
built thing is. This is where he offers the famous example of the
bridge as a built thing. The bridge according to Heidegger “does
not just connect banks that are already there. The banks emerge
as banks only as the bridge crosses the stream.” (Heidegger,
1971, p. 152) The bridge brings “stream and bank and land into
each other’s neighborhood.” (Heidegger, 1971, p. 152) The bridge
“guides and attends the stream,” “lets the stream run its course,”
“grants their way to mortals,” “leads from the precincts of the
castle to the cathedral square,” “gives to the harvest wagon its
passage” (Heidegger, 1971, p. 152) and finally “gathers to itself in
its own way earth and sky, divinities and mortals.” (Heidegger,
1971, p. 153)

Heidegger employs a number of active verbs in
order to signal the several functions of the bridge as a built thing.
He ends up by claiming:
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THE PLACE IS GIVEN AND THE
BUILDING COMPLIES TO IT

Christian Norberg-Schulz is a philosopher and
architectural theorist who espoused phenomenology and Martin
Heidegger’s views in particular, throughout his career. In his
“The Phenomenon of Place” published in 1976, Norberg-Schulz
ventures to examine the notion of place,

as a totality made up of concrete things having ma-
terial substance, shape, texture and color. Together
these things determine an “environmental charac-
ter” which is the essence of place. A place is there-
fore a qualitative “total” phenomenon, which we
cannot reduce to any of its properties, such as spatial
relationships, without losing its concrete nature out
of sight. (Norberg-Schulz, 1996, p. 414)

If the place is a qualitative total phenome-
non it cannot be reduced to one of the built things it contains,
like the bridge, without losing its concrete nature out of sight.
Norberg-Sculz seems here to go against Heidegger’s primacy
accorded to the bridge and to all built things thereby, when he
proclaims that the environment has a character determining the
place and all built things should comply to this character.

Norberg-Schulz agrees with Heidegger that
science cannot represent the qualitative aspects of place when
it visualizes only homogeneous and isotropic space in the form
of three-dimensional geometry. (Norberg-Schulz, 1996, p. 418)
Poetry can concretize these qualitative aspects of a place, the
feelings of shelter, security and belonging that the place pro-
vides (Norberg-Schulz, 1996, pp. 415, 416) and this is the reason
why architecture is understood by Norberg-Schulz as a kind of
poetry whose purpose is “to help man to dwell” and make human
existence meaningful by understanding the vocation of place.
(Norberg-Schulz, 1996, p. 426) For dwelling means an identi-
fication with the environment, namely the experience that the
environment in which we live is meaningful. (Norberg-Schulz,
1996, p. 424) What Heidegger claims with his famous example
of the bridge is true, says Norberg-Schulz: the landscape which
designates all natural places (Norberg-Schulz, 1996, p. 417) does
indeed get its value through the bridge only however because
the meaning of the landscape before was hidden and the bridge
“brings it out in the open.” (Norberg-Schulz, 1996, p. 422) Al-
ways according to Norberg-Schulz, “The existential purpose of a
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ate and rich sociocultural experiences (Frampton, 1996, p. 444)
but in order to properly conceptualize it, we need to examine a
number of factors like “the manifest exhaustion of non-renewable
resources,” the famine that threatens a large part of the world,
the suburban sprawl proliferating and the industrialization of
building to name just a few. (Frampton, 1996, pp. 444, 445) The
nexus among nature, production and place needs to be careful-
ly scrutinized for it sets the standard for all built environment
and furthermore for the historical circumstances in which we
live. Any approach to the built environment which does not take
under consideration these parameters, i.e. nature, production
and history, tends towards mystification and refuses to confront
historical reality.

Although not explicitly stated, Frampton’s
remarks may apply to Heidegger’s view of built environment in
“Building, Dwelling, Thinking.” Frampton’s concern and motiva-
tion is precisely to qualify Heidegger’s remarks in a sociopolitical
way that he fears that is missing. It therefore depends on the
built thing whether it is on the side of building, particularly the
industrialized and rationalized one, submitted under “the utili-
tarian tyranny of technique,” or architecture that seeks quality,
culture and rich experience, both in public and private sphere.
(Frampton, 1996, pp. 444, 446) The built thing, the bridge which

is the example that Heidegger employs, does not therefore, ac-
cording to Frampton, simply create a place but needs a number
of additional parameters in order to do so.

HEIDEGGER'S ANDENKEN AND THE
NOTION OF THE EVENT

It is interesting to ask what is it that prompts
Heidegger to examine the erection of the bridge as some sort of
an event generating the place of the bridge in a way that is radi-
cally ungrounded, i.e. in no way predicted or anticipated, allow-
ing us only to attune ourselves to it. Things may be thought of as
events (Ereignis), says Francois Raffoul interpreting Heidegger,
that reveal their fourfold constitution between earth, sky, mortals
and divinities. (Raffoul, 2020, pp. 117-149) The notion of event
was first introduced in Heidegger’s 1936 work Contributions
to Philosophy (Of the Event) (Heidegger, 2012) (Bahoh, 2021)
(Grollo, 2021, pp. 89-104) (Nelson, 2007, pp. 97-115) introducing
his Kehre, his turn away from the philosophical preoccupations
of his youth and a new way in which Being is disclosed to Dasein
by means of a radical rupture. (Sahn, 2016) In the 1936 impor-
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inquiring about the conditions of possibility of place creation.
Although Norberg-Schulz’s and Frampton’s
attempts to supplement Heidegger’s unqualified and constructiv-
ist views of how built things determine places are important and
necessary, they give the impression that they miss the transcen-
dental level of discussion that Heidegger ventures in, interested
as he was in the principles and processes of thought, the study
of which led to his considerations of built things as place gener-
ators. Norberg-Schulz and Frampton are right to remind Heide-
gger of the environment, the landscape, nature, society, produc-
tion, politics and history for these are important factors indeed to
take into account when discussing how places become generated.
On the other hand, both Norberg-Schulz and Frampton miss
Heidegger’s consideration of all built things as events which is in
the center of his late thinking.
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VISAO, EMOCAO E ARQUITETURA

DIOGO FERRER

1. METAFISICA, VISAO E
DISTANCIAMENTO PERCEPTIVO

A proposito do tema do nosso coloquio, a
Visdo, nao sera excessivo recordar que na origem da metafisica
ocidental esta justamente uma tese sobre a visao. Na esteira de
Heidegger, e como uma critica a metafisica, tem-se considerado
que o privilégio da visao conduziu ao que Heidegger chamou o
esquecimento do ser. A dominancia da visao instituida pela meta-
fisica ocidental conduziu o sujeito moderno a perda da integrali-
dade das sensacoes, do contacto tactil e da presenca corporal no
mundo e na comunidade humana. Esta perda implicou, seguida-
mente, a substituicao da experiéncia mais propria e mais verda-
deira do homem-Dasein, que € originariamente a do lidar e do
cuidado com o mundo, por construcoes teoréticas objetivadoras,
que acabaram, com o dealbar da época moderna, por submeter
todo o ente a perspetiva geometrizante e ao olhar do sujeito, até
reduzi-lo por fim a um objeto inerte de manipulagao técnica e
consequente perda de sentido.!

Uma compreensao fundada deste diagnostico
negativo requer certamente uma leitura atenta da tese seminal
com que se inicia a metafisica ocidental, com Aristoteles.

Releio o conhecidissimo texto em causa:

Universidade

de Coimbra - Centro
de Estudos Classicos
e Humanisticos
(CECH)

1. Para uma histoéria,
referéncias e ilustra-
coes, veja-se Alberto
Pérez-Gémez e Loui-
se Pelletier, Architec-
tural Representation
and the Perspective
Hinge (Cambridge,
Mass.: The MIT Press,
2000), 5-7, 30-35.
Um exemplo privile-
giado desta oposicao
entre percepcao sen-
sivel e geometrizacao
distanciadora pode
ver-se Albrecht Durer,
Unterweysung der
Messung (Niirnberg,

Figuras 1 e 2. Albrecht
Diirer, Unterweysung
der Messung, 1538,
91r; Tavola 5. Retirado
de Teca Digitale (mu-
seogalileo.it)
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da visao (e da audicao),” no ritual tragico onde se representa,
do modo mais intenso, o destino moral dos homens. Segundo
Alberto Pérez-Gomez, “este distanciamento marcou a civilizacao
ocidental e continua a afetar a sua ciéncia e a sua arte. Ele tornou
possivel o pensamento reflexivo, a autoria e a metafisica.”

O pensamento reflexivo deve ser considerado
como criando uma interioridade e afastando o sujeito da vida e
da lide direta do mundo. A autoria, por seu lado, é a afirmacao do
sujeito como instaurador da obra de arte e do mundo, separado
da comunidade na qual e para a qual a sua obra € criada. Para o
nosso tema, porém, interessar-nos-a agora nao tanto a questao
da reflexdo ou da autoria, mas somente a versao metafisica deste
distanciamento em relacdo ao mundo e a comunidade, porque
foi este distanciamento que tera reduzido a arquitetura a uma
concepcao predominantemente visual.

Como se verificou na passagem inaugural da
Metafisica, Aristoteles associa, de facto, o distanciamento em
primeiro lugar a visdo. Mas associa-o também, secundariamente,
aos outros sentidos que, com exce¢ao da contingéncia de mos-
trarem menos “diferencas” do que a visao, nao se distinguem
essencialmente desta. Com base na Metafisica de Aristoteles, ndo
se poderia, portanto, responsabilizar exclusivamente a visao pelo
afastamento e alienacao do sujeito em relacao ao seu mundo, mas
o distanciamento é constitutivo de toda a percepc¢ao, independen-
temente da sua modalidade — conforme voltaremos a referir mais
abaixo. Porém, mais importante, Aristoteles situa o afastamento
e a separacao ‘metafisicos’ do mundo e da comunidade imedia-
tamente no dominio do desejo (“todos os homens desejam por
natureza saber”). Antes e acima da visao, Aristoteles estabelece o
privilégio do desejo. O desejo é dividido, para o que importa na
frase citada da Metafisica, no desejo do que é ttil e no do que nao
0 é, mas que se deseja por si mesmo. Aquilo que se deseja por si
mesmo resume-se a dois casos: o prazer e o bem. E porque os ho-
mens amam a visao porque desejam — nomeadamente conhecer
— o desejo na base do privilégio da visdo nao é o desejo de algum
dominio técnico e utilitario da natureza, o desejo que se satisfaz
na submissao do seu objeto aos nossos fins, mas pelo contrario,
o desejo do que nao é util, daquilo que se quer em si e por si
mesmo, ou seja, desejo do prazer e do bem. O desejo referido por
Aristoteles é mais do que simples desejo, é amor. De facto, nao
se ama os meios, mas os fins, aquilo que se quer por si mesmo, o
prazer, o bem e os objetos que os produzem. Os homens desejam
entdo percepcionar e amam os sentidos pelo prazer e pelo bem
que neles encontram.

A Metafisica apresenta, por isso, a sua tese em-
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4. Veja-se Pérez-
-Gémez e Pelletier,
Architectural Repre-
sentation, 10.

5. Pérez-Gémez e
Pelletier, Architectural
Representation, 10.
N&o pretendemos
aqui avaliar a posicao
de Pérez-Gémez, que
é mais complexa do
que uma simples cri-
tica. Se é verdade que
aceita a criacdo da
distancia como perda
de uma unidade e
participacao originais,
também considera
aideia do “colapso
pés-moderno” dessa
distancia como a
anulacao de qualquer
possibilidade de par-
ticipacao ou de acao
ética e compassiva,
pela anulacao da dis-
tancia entre o corpo e
o mundo, e a criacdo
da “utopia funciona-
lista” de “satisfazer
todos os desejos.”

(11) A “imaginacao
pessoal a operar neste
frustrante espaco
amargo-doce do de-
sejo é talvez a nossa
melhor realizacao
como espécie.” (12)
Ver também a mesma
ideia em Steven Holl,
Juhani Pallasmaa e
Alberto Pérez-Gémez,
Questions of Percep-
tion: Phenomenology
of Achitecture (a+u,
Tokyo, 1994, 17):
“enquanto que o ritual
permite ao homem
primitivo tornar
propicio o mundo
exterior e habitar
numa totalidade, o
teatro grego enquadra
a transformacao des-
sas mesmas funcées,
agora na tradicdo da
arte ocidental. A in-
troducao do anfiteatro
representa vivamente
a profunda transfor-
macao epistemol6-
gica assinalada pelo
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abstratos, que conduzem sempre mais longe este distanciamento
originario do animal em relacdo ao mundo. Esta distancia tem
origem num grau zero que é

a primeira alvorada do reflexo subjetivo, a mais ger-

minal experiéncia do tacto; uma rutura abre-se, por

assim dizer, na opacidade do ser dividido, desblo-

queando uma dimensao onde as coisas podem exis-

tir, uma outra vez, no modo do objeto: é a dimensao

da interioridade.® 8. Jonas, The Pheno-

menon of Life, 85.

Nos seus graus mais elevados, por sua vez, esta
divisao é conduzida, numa escala progressiva dos outros senti-
dos, ao “dominio da percepcao ‘distanciadora’ e objetivante® de 9. Jonas, The Pheno-
que falamos. O tacto realiza um primeiro descolamento em rela- ~ ™menon ofLife. 35.
¢do ao objeto, descolamento que, nos outros sentidos, € tornado
explicito como distancia. Toda a percep¢ao — e nao s6 a visao — é,
segundo Jonas, desde o inicio distanciadora, e ndo pode ser outra
coisa. No entanto, deve acrescentar-se que a percep¢ao nao nasce
do zero, porquanto a légica que determina este distanciamento é
anterior a ela, e encontra-se ainda aquém da percepc¢ao, no mais
simples esbo¢o da vida animal. A percepcao nao nasce ja comple-
ta e armada como Atenas, mas é uma réplica concomitante e uma
consequéncia conceptual direta da vida animal.

A referida “mais germinal experiéncia do
tacto”, segundo Jonas, € uma continuacio e uma réplica da
posicao pré-perceptiva da vida animal, que o autor define como
a instituicdo de um distanciamento, ou seja, de separacao. Esta
separacao tem como consequéncia a instauracao de interrupgoes
e de ritmos, e todo o nascimento de um ser animal replica esta
origem. No parto, o animal separa-se da vida uterina, onde as
relacdoes com o meio, como a alimentacao, a protecdo, a respira-
¢do, 0 sono e a vigilia ou a excrecdo nao estao diferenciados, ou
estdo-no de modo ainda muito ténue — como no caso do sono. O
parto significa o distanciamento em relacao a vida vegetativa, e
a introducao de ritmos e alternancias. A alimentacdo nao é mais
uma absorcao constante, a respiracao € inspiragao e expiracao,
os ritmos circadianos passam a ser dominantes, e com base neste
distanciamento e ritmo constroéi-se rapidamente a diferenca per-
ceptiva e cognoscitiva entre interior e exterior — que surgira, por
seu turno, replicada mais uma vez também na arquitetura como
uma das suas disting¢oes essenciais.

As emocdes, por sua vez, nao sao segundo Jo-
nas separadas da percepg¢do, mas originam-se nesta mesma sepa-
racao e ritmo. Ao mesmo tempo que os sentidos, mas remetendo
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da superacio esta também projetada.

Uma eventual separacdo, que se poderia
entender ser valida também para a expressao artistica, entre
a visao e as emocgoes parece, por conseguinte, ir contra alguns
dados elementares da biologia filos6fica.'s Segundo Jonas, alias,
a emocao, com base no principio de separagio enunciado, leva a
que o organismo animal se proponha fins e se mova segundo eles.
Estes fins, veiculados pelo desejo, as emocoes e a percepcao, sao
ja a mobilidade potencial que instaura, para o organismo dotado
de corpo, o tempo e o espaco. O fator mais bésico deste direcio-
namento organico aos fins é, assim, a emocao, cuja funcao é a de
ligar a “mobilidade e a percep¢iao”. Como iremos ver, a biologia
filosofica de Hans Jonas tem implicagoes diretas sobre a antropo-
logia filosofica e sobre o modo como estes principios, ou melhor,
este principio biologico, determina o homem, a sua percepgao e a
sua expressao artistica.

3. ANALISE DA VISAO: A IMAGEM
SEGUNDO HANS JONAS

Para referir, de entre os sentidos, especifica-
mente a visdo, podemos retomar a definicio de Aristoteles. Os
homens amam a visao porque ela mostra muitas diferencas. A
diferenca mostrada pela visdo compreende, como se disse, a dis-
tancia e o ritmo mas, como ja referi, confere também, inevitavel-
mente, a essa distancia e a esse ritmo uma nova forma mediada.
Dai ter caracterizado o grau zero da percep¢ao como dialético,
ou mesmo paradoxal: a separagdo s6 pode ser estabelecida na
medida em que é também, de algum outro modo, superada, ou
que a unidade prévia a separacio é mediada e reconstituida sob
outras bases, nomeadamente perceptivas ou desiderativas. E esta
reconstituicao da unidade tem dois aspectos principais: por um
lado, é produzida por emocoes, baseadas no desejo, mas tam-
bém, por outro, é expressao da liberdade, ou autodeterminacao,
porque se trata de reconstruir, de um modo diferente ou mediado
— nao mais na opacidade do ser, mas no modo da representacao
— aquilo que inicialmente ja esta dado. A liberdade origina-se na
libertagao do solo, na capacidade de posicao de fins e na mobili-
dade a eles relativa.

As diferencas que Aristoteles refere, mostradas
pela visao, sao as diferencas, estabilizadas no espaco, entre os
diferentes objetos e as suas propriedades fisicas, diferencas que
permitem uma amplitude, variedade e quantidade de informacao
que nenhum outro sentido prové. Pela visao, as diferencas sao

15. Embora Kant sugira
que é possivel assistir
a acontecimentos
impressionantes

sem sofrer o impacto
direto das emocées
em bruto, porquanto a
experiéncia do subli-
me requer que o su-
jeito esteja protegido
do temor fisico que a
percepcao da gran-
deza das forcas ou
dimensdes naturais
provoca. Esta neces-
sidade de protecao
parece ser um ecra
que filtra as emocdes
imediatas do medo
ou do terror fisicos:
“rochedos audazes e
proeminentes, por-
ventura ameacadores,
nuvens de trovdes
que se acumulam

no céu, avancando
com relampagos e
estampidos, vulcdes
na sua inteira forca
destruidora, furacoes
que deixam para tras
devastac@o, [...]”

sao esteticamente
sublimes, “mas o

seu espetaculo s6

se torna tanto mais
atraente quanto

mais assustador ele
é, contanto que,
somente, estejamos
em seguranca” (Kant,
Kritik der Urteilskraft,
Akademie Ausgabe

V, 261, trad. de A.
Marques e V. Rohden).
Mas, ao filtrar as
emocdes, o sublime
também as conserva,
no impacto estético
do sublime, de modo
idealizado.
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partir das perguntas: trata-se de uma oportunidade, de um risco,
de uma forca ou de uma fraqueza? Na percepcao animal, contra-
riamente a humana, nao ha propriamente imagem, porque a du-
plicacdo nao é reconhecida como tal, e o tipo de distanciamento
instituido é somente motor, e derivado de uma teleologia simples
ou imediata, ou seja, nao parece haver idealizacdo. Um sinal
pode ser entendido, mas somente na sua qualidade de orientacao
imediata e condicionada de um comportamento, ndo como re-
presentacdo de um objeto ou uma ocorréncia. A duplicacio ainda
nao esta duplicada em si mesma e, por isso, nao esta presente ao
proprio animal. Este nao tem, por conseguinte, a capacidade de
se distanciar dessa relacao instituida perante o seu objeto. E esta
re-duplicacdo ndo acontece no animal porque ele nao é capaz de
se observar de fora, duplicar-se no olhar do outro animal e de
si mesmo. Por isso, ele nao tem objetividade ou, pelo contrario,
tem uma objetividade absoluta, que nao se distingue de uma
subjetividade absoluta, a qual, no humano, teria um caracter
paranoico. A duplicagdo no ser humano da-se como duplicacao,
ou seja, mostra-se enquanto tal porque o ser humano néo s6 se vé
a si “em voo de passaro”,'® perspectiva-se a partir de uma posicao
exterior a sua propria, como se vé também a ver. Esta visao tea-
tralizante de si proprio como terceira pessoa acontece através de
uma inversao de papeis que realiza com o outro ser humano. Isto
institui a vida, poder-se-ia dizer “teatral” do ser humano, onde o
distanciamento esta representado explicitamente. Recorde-se so-
mente que na base destas capacidades, que permitem distinguir
a percep¢ao humana da percepc¢ao animal, estd, aparentemente,
uma tnica alteracao evolutiva, a capacidade de ver o coespeci-
fico como agente intencional.’ Mas este tema, embora permita
distinguir modos de percepcao distintos e ajude a caracterizar o
nosso modo perceptivo humano, contribuindo para nos conduzir
até a arte, nao nos podera ocupar mais aqui.

Como se tem procurado mostrar, os sentidos
em geral, a partir do referido grau zero do tacto, distanciam e
replicam o mundo. Mas este distanciamento e replicacdo tém um
significado muito especifico. O seu principal significado é a referi-
da caracteristica dos sentidos em geral, e da visao em particular,
identificada por Jonas, da “neutralizacdo do contetido dinami-
co0”.2° Neutralizacao do contetido dindmico significa que as_forcas
causais estdo suspensas, que o meio e os objetos ndo atuam
diretamente sobre o organismo por uma influéncia causal, e a
causalidade esta anulada. O essencial da percepcao é a substitui-
¢ao da coisa efetiva, ou da causa real, por modos de informagao
nao causal, mas interpretativa, ideal. A causalidade é eliminada,
e a influéncia do real, que esta reduzido a relac6es geométricas

18. Cf. Michael Toma-
sello, A Natural History
of Human Morality
(Cambridge, Mass.:
Harvard University
Press, 2016), 148.

19. Cf. Michael To-
masello, The Cultural
Origins of Human
Cognition (Cambri-
dge, Mass.: Harvard
University Press,
1999), 15, 21, 33.

20. Jonas, The Pheno-
menon of Life, 146.
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fruicao intelectual? Porque apenas ver, sem mais, nos interessa?

Na definicao da arquitetura por Le Corbusier
podemos também reconhecer ainda, com bastante nitidez, a mes-
ma tradicdo expressa no comeco da Metafisica. Provavelmente
por razdes similares as que temos sublinhado acerca desse passo
da Metafisica, Le Corbusier nao deixa de incluir explicitamente a
emocao na definicao da arquitetura:

A arquitetura, que € coisa da emocao plastica, deve,
no seu dominio, comecar também pelo comeco, e
empregar os elementos susceptiveis de impressionar
os nossos sentidos, de satisfazer os nossos desejos
visuais, e dispo-los de tal maneira que a sua vista
nos afete claramente pela fineza ou a brutalidade, o
tumulto ou a serenidade, a indiferenca ou o interes-
se.2®

A nossa questao sera, entdo, como se d4 a
transformacao da atitude que aprecia os sentidos e o conheci-
mento na medida em que servem para outros fins, como recorda
Aristoteles, em direcao a atitude contemplativa, que ama os
sentidos por causa deles mesmos, do prazer que oferecem e,
finalmente, na apreciacao da arte por si mesma? Apesar do salto
histérico e temporal, uma resposta possivel poderia encontrar-se
com base na posigao de Schelling, no seu curso de 1801 sobre a
Filosofia da Arte, em relacao a arquitetura. Schelling defende ai
que “a arquitetura s6 se pode tornar bela ao se tornar também
independente de si propria, como que a poténcia e a livre imi-
tacdo de si mesma.”®” A imitacao ou a réplica, como vimos, € um
elemento presente em toda a percepc¢ao, elemento que, na visao,
se torna explicito como imagem. Como se referiu no texto de Jo-
nas, a visao é o sentido que desempenha mais inequivocamente a
“funcdo de imagem”. E tem esta caracteristica porque, ao contra-
rio do tacto, da audi¢io ou do paladar, permite construir o objeto
como um todo substancial, dotado de identidade espacio-tempo-
ral, encerrado em linhas claras, idéntico e independente.

Como vimos, segundo Jonas a percepcao,
desde o seu grau zero no tacto, “desbloqueia uma dimensao onde
as coisas podem existir, uma vez mais, no modo do objeto.”?® Este
“existir uma vez mais” como objeto é a sua duplicacdo em duas
dimensoes: em agente causal, pertencente ao mundo fisico, real,
como sujeito corporalizado; e em agente nao causal onde, pela
“neutralizacao dinamica”, tem uma existéncia despotenciada,
ideal, como sujeito perceptivo. Esta é a dimensao da imagem,
presente ja em todos os sentidos, desenvolvida mais plenamente

26. Le Corbusier, Vers
une architecture
(Paris: Flammarion,
1995), 7.

27.F. W. ). Schelling,
Philosophie der Kunst
(Darmstadt: Wissens-
chaftliche Buchge-
sellschaft, 1966), 578.

28.Jonas, The Pheno-
menon of Life, 85.
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distancia, a percepg¢ao tem de reconstruir essa distancia sob uma
nova forma livre. E este reconstruir pode ser denominado tam-
bém um replicar, ou repeticao reflexiva disso como isso. Dai o ver
e 0 mostrar ocorrerem sempre na dimensao da mimese, e nega-la
é também um modo de a sublinhar mais uma vez.

5. AS EMOCOES NA ARQUITETURA: A
REPRESENTACAO DO PESO

Contudo, se utilizarmos estas coordenadas an-
tropologicas, na arte trata-se de mimese e de mostrar, e a arqui-
tetura nao é arte porque nao € imagem de coisa nenhuma. A sua
capacidade representativa é altamente limitada3°® e desajeitada. 30. V. Nelson Good-
Pode possuir elementos miméticos, mas estes sio acrescentos de- m?,;,.ﬁii%?;eg;g"s'
corativos certamente inessenciais. Para responder a essa dificul-  Other Arts and Scien-
dade, Schelling escreve, contudo, que a arquitetura s6 é bela-arte  ° |(<:.[ert](i1i;23§03!§13 .
ao tornar-se “independente de si propria”, ou seja, ao estabelecer ' ' '
uma distancia livre em relacgao a si. A sua determinacao artistica
é entdo a de representar livremente, e de modo autodeterminado,
aquilo que ela é: uma simples construcao de abrigos. A condicao
em que ¢ arte, segundo a passagem citada de Schelling, é que ela
se imite a si propria, isto é, que seja em si mesma imagem mas,
uma vez que nao pode ser imagem de outra coisa, a sua indepen-
déncia é ser imagem de si propria. Este ser imagem de si propria
é a teatralizacgdo inttil da sua propria utilidade em que ela, sem
deixar de ser til, autonomiza-se das condi¢oes da causalidade
real e se torna imagem para ser vista.
Atendendo ao nosso tema, duas perguntas
devem aqui colocar-se. Em primeiro lugar, no nosso esboco
antropologico a partir de Hans Jonas, em que medida a emocao
humana também pode ser mimetizada ou imaginada, em ima-
gens destituidas de forcas fisicas ou corporais? Se a emocao é
uma vivéncia imediata, de base corporal, pode ela ser replicada
em imagem? Em segundo lugar, como pode a arquitetura ser
emotiva?
Como vimos, por um lado, a distancia institui-
da pela percepcao e pela visao em especial, é replicada na ima-
gem e dai surgem diversas faculdades humanas, entre as quais
a faculdade do juizo estético. Por outro lado, referiu-se ja tam-
bém que o desejo e a emocao sdo tao inseparaveis da percepcao
quanto a distancia é inseparavel do ritmo, ou o tempo do espaco.
Por isso, como quer que isso aconteca, ndo podemos ter repre-
sentacao perceptiva, ou imagem visual sem ter também emocdes.
O Heidegger de Ser e Tempo € pioneiro a mostrar como a nossa
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Como referi, uma caracteristica principal dos
sentidos e da capacidade das imagens que os acompanha é a
anulacao da acao causal e das forcas materiais, e consequente
idealizacdo. Algo de semelhante se passa com a arquitetura que,
se é arte, tem pois de ser imagem, e imagem de alguma coisa.
Uma vez que o seu tema foi na tradicao filosofica entendido como
a superacao da gravidade, a ser imagem de si propria, a arquite-
tura tera de ser imagem justamente da superacao de forgas. E se
aceitarmos a tese de Schelling, de que a arquitetura ultrapassa a
simples utilidade pela auto-imitagao, a arquitetura tem também
de apresentar a imagem da sua funcao essencial, ou seja, mostrar
aquilo que é — o que tanto pode ser feito através da ornamenta-
¢do, na arquitetura pré-moderna, quanto da exibicao explicita de
funcoes e materiais, na arquitetura moderna. Ainda na tradigao
inicial da filosofia da arquitetura, pouco ap6s Schelling, Hegel e
Schopenhauer estao de acordo em que a arquitetura tem como
fungao bésica a superacao do peso.

Para a arquitetura — segundo este tltimo —, consi-
derada unicamente como bela arte, o tema proprio
sao as ideias dos estadios inferiores da natureza, ou
seja, o peso, a resisténcia, a coesdo; mas nao como
se admitiu até aqui, meramente a forma regular, a
proporc¢ao e a simetria, que sao algo de puramente
geométrico, [simples] propriedades do espaco, nao
ideias, e por isso ndo podem ser tema de uma bela
arte.34 34. Arthut Schope-
nhauer, Die Welt als
Wille und Vorstellung
A “ideia” arquitetdnica, no sentido proprio do  II (Leipzig: Insel
termo, implica a expressio de forcas, ndo um simples registo de ~ Verlag. 1979), 531
propriedades geométricas. Assim, o aspecto somente geométrico,
0 mero espaco visual, ndo tem a capacidade de produzir uma bela
arte, porque nao é expressao real de uma vontade, ao passo que
arealizacao do belo tem de incluir um momento real e dinamico
que s6 a vontade permite traduzir. E porque a gravidade s6 opera

em grandes massas,

as obras de arquitetura, para terem efeito estético,
tém de ter uma dimensao consideravel; elas nao
podem ser demasiado grandes, mas por vezes sao
demasiado pequenas. E assim se confirma a minha
tese de que aquilo que constitui o material estético
da arte da construcao é o esforco e o antagonismo

das forcas fundamentais da natureza.3s 35. Arthut Schope-
nhauer, Die Welt als

. - Wille und Vorstellung,

E este esforco, expressao da vontade, que 531-532.
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corresponde a acao das forcas que re-dinamizam e potenciam a
imagem, mas sobretudo também uma dynamis, uma poténcia ou
campo de forcas criado pela figura. Assim, através da contradicao
objetivamente representada na arquitetura, a visao corporali-
za-se, como propriocepc¢ao, transforma-se em tacto, e mesmo,
transpondo o seu limiar e grau zero, transforma-se em agao
fisica. Nestas contradicOes e tensoes visuais, a visao extravasa o
olho e atravessa a totalidade do corpo. Nao vemos apenas com 0s
olhos, mas todo o corpo participa na sensacao das intensidades
que atravessam a obra. O conceito de contradigdo de Venturi é
bastante eléstico, e, poderia acrescentar-se, o mesmo efeito pode
ser obtido pela simples monumentalidade imposta pela grandeza
de uma obra, que afeta o corpo e € principio de emoc¢ao, uma vez
que a grandeza do colosso nao é simplesmente grandeza indife-
rente, matematica, mas uma grandeza complexa, uma despropor-
¢ao dinamica. E o valor que gera a desproporcao é, evidentemen-
te, a estatura do corpo humano, pelo que o colossal diz respeito
diretamente ao corpo.

Aquilo que Venturi chama contradicao permite
ver o invisivel, ou seja, as forcas causais, neste caso a gravidade,
que a visao, como vimos, é suposta justamente eliminar numa
idealizacdo e formalizacdo. No entanto, como se viu, a visao é
criacdo de distancia, e a distancia s6 pode ser posta pela remines-
céncia, ou replicacdo da proximidade. Por conseguinte, também a
forca s6 pode ser neutralizada pela reminescéncia da sua potén-
cia. A arquitetura mostra o peso, mostra a forca e, na medida em
que é uma representacao, anula a forca somente na condicao de
mostrar essa anulagdo, ou a forca contraria que vence o peso, sob
uma nova forma. Esta nova forma em que o peso surge exposto
como superado é forma estética.

Como exemplos da visdo das forgcas em obras
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Figura 3. Catedral de
Gloucester, séc. XV
(Wikimedia com-
mons).

37. Entre outros exem-
plos que impressio-
nam fisicamente o
observador, veja-se
igualmente a imagem
complementar em ht-
tps://www.flickr.com/
photos/amthom-
son/5060805632.
Entre os inUmeros
exemplos de Venturi
que exprimem o
poder fisico da
contradicao e da
complexidade em
arquitetura, poderia-
mos destacar-se aqui,
quanto as volumetrias,
a Cabeca colossal do
Imperador Constan-
tino, no Museu Capi-
tolino em Roma (ver
Venturi, Complejidad
y contradiccion, 104),
a Torre da Camara
Municipal de Brugges,
ou, quanto a contra-
dicao entre interior

e exterior a Casa
Shodan de Le Corbu-
sier (1950). Venturi
apresenta centenas
de exemplos.
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mesmo ontologica. Segundo Jonas,

um exame sem preconceitos ird encontrar que a
origem da ‘ideia’ de forca e, portanto, de causa, nao
pode ser o puro entendimento, mas somente a vida
somatica concreta, na interacao efetiva das suas
capacidades de sensacgao de si com o mundo. O en-
tendimento como tal, s6 sabe de razoes e consequén-
cias, nao de causas e efeitos: estes ultimos denotam
uma conexao de realidade, por intermédio de forga,
nao de idealidade, ou por meio da forma.+

Na verdade, apenas acedemos aos corpos, as
forcas e a fisica, epistemolégica e ontologicamente, através do
nosso corpo, nao através de alguma atividade intelectual.

Se, como referimos, segundo Heidegger a
disposicao afetiva — a emocao — é um existencial, entao a expe-
riéncia do corpo é, além de um inevitavel facto psicoldgico, um
transcendental. Isto permite-nos interpretar retrospectivamente
o principio geral exposto por Wolfflin de que “o objeto da arqui-
tetura sao os grandes sentimentos da existéncia, as disposicoes
afetivas que pressupoem um estado duravel regular do corpo.”
E compreendemos também a tradugio necessaria desse objeto

em sensacoes corporais, que o autor acaba por descrever de modo
muito vivo, que poderiamos sumariar numa referéncia a Goethe:

quando Goethe diz que teriamos de sofrer o efeito de
uma bela sala mesmo que a percorréssemos de olhos
vendados, isto nao é senao a expressao do mesmo
pensamento: a impressao arquitetonica esta muito
longe de ser alguma “contagem feita com o olhar”,
mas assenta num sentido imediatamente corporal.43

Esta experiéncia assenta em principios episte-
moldgicos que partem de impressoes da consciéncia nuclear do
proprio corpo, mas que permitem estender a analogia até signifi-
cados humanos mais claramente determinados, culminando em
momentos de reflexdo cultural e mesmo civilizacional. Com base
neste principio, Wolfflin encontra na experiéncia da arquitetura
toda uma paleta de significados, desde a forca vital elementar
que vivifica o organismo mais simples, passando pelas emocoes
humanas, até a evolugido mais complexa das civilizacoes, que ten-
dem, por exemplo, a acelerar “febrilmente” um movimento para
o alto, como pode ser visto, numa similar analogia, na sucessiva
elevacao e adelgacar das construcoes nas ordens antigas.+

O principio geral destas analogias € que “todas
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41. Jonas, The Phe-
nomenon of Life, 22
(italico meu). Veja-se
também a nota 31
supra, referente a
Heidegger.

42. Wolfflin, Prole-
gomena zu einer
Psychologie der Ar-
chitektur, 10.

43. Wolfflin, Prole-
gomena zu einer
Psychologie der Ar-
chitektur, 12-13.

44.\Yslfflin, Prole-
gomena zu einer
Psychologie der Ar-
chitektur, 27.
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Na interpretacdo do significado humano e
moral da arquitetura, por intermédio da experiéncia do corpo,
o principio estético acaba por surgir, afinal, como o prazer da
superacao do peso, que é o prazer da autodeterminacao, cuja
superabundancia de forca, vital, organica, moral e cultural, é o
ornamento.

7. CONCLUSOES

O nosso percurso conduziu-nos, desde o privi-
1égio da visao por Aristoteles, ndo principalmente porque ela nos
é atil, mas pelo simples desejo e prazer de olhar, através dos mo-
dos como a visao se pode articular com as emocgoes e a sua sede, o
corpo humano, até ao prazer intelectual e o significado corporal e
moral da experiéncia arquitetonica segundo Heinrich Wolfflin.

Aproximando-nos da conclusio, gostaria de
acentuar um aspecto importante sobre a experiéncia arquitetoni-
ca e a sua discussao no que se refere aos sentidos e a corporalida-
de. A questao que tratamos é a de saber em que medida o privilé-
gio da visdo, na metafisica e na arquitetura, conduz a uma perda
do sentido do ser, ao empobrecimento e distanciamento da rela-
¢do com o mundo, a reducgao da participacao e ao enfraquecimen-
to das vivéncias sensoriais e emotivas, e da comunidade humana
em geral. Procuramos mostrar que esse privilégio, conforme se
pode verificar, nao implica tal empobrecimento, porque desde a
sua origem ele deve ser entendido como um modo de definicao
da contemplacao, da visao, do desejo e das emocoes dedicadas
aos fins em si mesmos. A relacado com o mundo € intensificada na
medida em que nele nao s6 encontramos como somos afetados
e movidos, corporal e racionalmente, por esses fins e para eles.
Segundo Aristoteles, também a nossa relacao sensorial com o
mundo é preenchida com valores e significados que ultrapassam
essencialmente o de simples meios.

E verdade, como recorda Steven Holl, que

uma cidade ndo é nunca vista como uma totali-
dade, mas como um agregado de experiéncias,
animadas pelo uso, por perspectivas que se
sobrepoem, luzes, sons e cheiros mutéaveis. Do
mesmo modo, uma obra arquitetonica singular
raramente € experienciada na sua totalidade
(exceto em forma grafica ou num modelo), mas
como uma série de vistas parciais e experiéncia
sintéticas.5?

52. Steven Holl, “Ar-
chetypal Experiences
in Architecture”, in
Steven Holl, Juhani
Palaasma e Alberto
Pérez-Gémez, Ques-
tions of Perception:
Phenomenology of
Perception, 121-156
(San Francisco:
William Stout, 2006),
130.
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que modo a arquitetura se relaciona, além das emoc6es prima-
rias, e das emocoes de fundo, também com as emocoes sociais.
Porém, um tal tema excederia em muito os limites deste estudo.




POSSIBILIDADE / POSSIBILITY

ARCHITECTURE SYMBOLISM
OF THE ST. SOPHIA CATHEDRAL
IN KYIV

NATALIA KOVALCHUK

The global city emerges at the crossroads of
historical times and cultures, and manifests those universal
values that were established during certain historical periods and
captured by the eternity on the facades of these cities as impor-
tant factors of national cultures’ development. As the center for
formation of such European sacred values as the truth (science)
— kindness (ethics) — beauty (art), the city of Athens represents
the symbol of culture, whereas Rome is the symbol of power,
Constantinople being the spiritual center of the Byzantine empire
represents the second Rome, Jerusalem is the symbol of holiness,
and Kyiv beginning from the Kyivan Rus’ per Liturgical arrange-
ment of Saint Sophia’s church in Kyiv is above all connected to
the image of the Virgin Mary Orans located in the middle of the
church, which defines the essence of the whole interior. Hands
upraised to the level of Her head is the traditional gesture of
Orans that originates from the early Christian art and represents
prayer. To comprehend the nature of this gesture, it is necessary
to recollect a certain significant episode in the Bible. According to
the Book of Exodus, during the difficult battle between Israelites
and Egyptians, Moses raised his hands in prayer for his people.
The Israelites were winning while he was holding his hands up
by force of his will, and when he lowered his hands, the enemies
were defeating them (Exodus 17:11-12). In the light of this episo-
de it becomes clear that Orans is the theurgical power that has to
destroy visible and invisible enemies of the city. Orans becomes
a warrior and defender because, like Moses, She assumes the
function of protection of Her own people. People connect this
image of Kyiv Orans with the Unbreakable Wall. In the canon of
St. Joseph the Hymnographer the Mother of God is presented
as “the Unbreakable Wall”: “Rejoice, God’s habitation and glory;
rejoice, supreme of the Holy of Holies; rejoice, the tabernacle
gilded by the Spirit; rejoice, inexhaustible treasure of life; rejoice,
precious wreath of the righteous Kings; rejoice, respected ho-
nor of devout priests; rejoice, the steadfast pillar of the Church;

Borys Grinchenko
Kyiv University
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only the symbolic of Heaven Temple, but also its dimensions.
They are sacral measures represented in the New Testament Apo-
calypsis.

For example the width of facades of the temple
is 55 m. that correspondent to the measures of the New Jerusa-
lem (Bolshakov, 1988, p. 84). It is no coincidence that the width
of the building is related to this value: it is oriented along the two
main facades - the eastern and western. The latter, with a central
entrance and towers, is perceived as a city wall with towers and
main gates of Heavenly Jerusalem.

The number of stabs — 12 correspondents to
the conception of New Jerusalem. We can agree with the hypo-
thesis about correlation of stab number and Christian calendar
that consists 12 months (Pugacheva, 1988, p. 123). It’s also possi-
ble that 12 stabs symbolize a new tree of life. It gowns on margins
of the God’s City Street and every month gives a new fruit.

Symbolism of the architecture form of old
Kyivan Rus architectural forms is marked by liturgical move-
ment from West to East, from past to future. For example, on
side facades of the St. Sophia cathedral there are six domes, that
symbolizes the accomplish of time and leads the church to the
final victory. For the church as well for all community in general,
it makes possible the victory of spirit, enables to become similar

with our Creator, which created a human being during 6 days and
gave us a spirit.

Saint Sophia of Kyiv was built on the basis of
the Byzantine cross-in-square system. In the cross-in-square
church “the unification of external and internal, horizontal and
vertical symbolism leads to the well-known formula: “the church
is the path for the heavenly ascension” (Serov, 1994, p. 156). In
the center of the church there was the main dome to which vaults
arranged in shape of a cross are attached. Between the wings
of the cross other twelve domes are located, and they make two
rows: the first row presented by four middle-sized domes, and
the second one — by eight small domes accordingly. N.M. Niki-
tenko, a researcher of numeric symbolism of the Church, came
to interesting conclusions during the process of its decryption
(Nikitenko, 2000, pp. 188-190). Beginning the decryption of the
numeric symbolism of Saint Sophia of Kyiv from the composition
of domes, it is necessary to remember that the Church, as does
a prayer, represents the medium for communication with God,
therefore it is imperative that one looks at it both from earth
(from the ground) and from Heaven (the sky). Five domes sym-
bolize Christ and the Universal Church. In the universal symbo-
lism the number five symbolizes spiritual essence that creatively
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ancient church of Kyivan Rus, which corresponds to the symbo-
lism of the windows of St. Sophia cathedral in Kyiv. The window
is the eye of the temple, which gives sunlight. According to the
worldview of the holy fathers church received a light the Divine
Grace though angel power. Saint Dionysius the Areopagite explai-
ned the meaning of angels (Dionysius the Areopagite, 1997, pp.
38-39). According to his point of view wondows can symbolizes
the power of angels, which gives to the world enlightenment and
protect the temple from the penetration of the spirits of darkness.

Not less important is the symbolism of win-
dow and symbolical form of portal and porch which leads to the
entrance of the temple. Here a range of symbols is linked with
three sphere of values: first of all the necessity to prepare himself
for the entrance to the temple; secondary, with God’s benediction
which everyone receive while he enters to the church; thirdly
with God’s gifts which has place during the liturgy. The name of
the porch comes from the word wing, symbol of spiritual entran-
ce to the temple and a sign of God’s benediction.

Icon above the entrance to the temple means a
beginning of relation with God and his invisible presence. Portal
of entrance is widely open toward people which come to the tem-
ple. Analyzing the various carved and picturesque ornaments and
signs that are placed on the perspective profiles of the portal, it is
possible to reveal a very complex and subtle understanding of the
path of the human soul to the temple.

As a result of its polysemy, the Sophia concept
(according to the analysis provided by V. Toporov) has a num-
ber of connotations along with its basic meanings, including the
image of light, spiritual sight, enlightenment, epiphany. This
luminiferous origin of Sophia illuminates the senses of Hagia
Sophia of Constantinople and Saint Sophia of Kyiv. Analyzing the
Church in Constantinople, Procopius of Caesarea insists that not
by human capability or skill, but by God’s grace such miracle has
been accomplished; radiation of light from inside by the Church
itself, and not by its physical appearance: this place is not illumi-
nated by the sun from the outside. The same idea works for the
image of Saint Sophia of Kyiv. The golden glow shed by domes of
the central Churches of Constantinople and Kyiv over the cities
represented the image of blazing holy face of God’s glory, since
in Christology gold is the ‘absolute metaphor’ of light, and light
is the ‘absolute metaphor’ of God (Averintsev, 1973, pp. 46-47).
The central dome of Hagia Sophia is unprecedented for its time
ribbed type, when the weight of the whole structure is shifted to
the basal part of the dome through the ribs. This allowed for large
light openings in the basal part of the dome creating amazing
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ts the analogy for the Jerusalem Temple, the center of the Holy
City and the symbol of Heavenly Jerusalem. Due to its polysemy,
the concept of Sophia has a number of connotations with images
and metaphors of light, spiritual sight, enlightenment, epiphany,
which are interwoven into the compositions in the Church. The
golden glare irradiated by the domes of both Churches represent
God’s glory, because in Christology gold is the symbol of light,
and light is the symbol of God. The symbols of sun and light are
the key attributes of the Mother of God as the central character of

the holy Church of Kyiv.
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CORPOPELECASA: REFLEXOES
SOBRE O CORPO
EM-COMPOSICAO

NATALIA SA

*Sumario:

O corpo relacional

CorpoPeleCasa

Criagao de corpos

O corpo que rompe ou resisténcias de espacialida-
des corpéreas

O estudo dos processos de construcao e produ-
¢ao sociais do espaco da arquitetura e da cidade tem no entendi-
mento do corpo como produtor de conhecimento uma poténcia
em revisitar as epistemologias delineadas na logica de producao
racional capitalista (na qual arquitetura e urbanismo se dedicam
a ordenar o uso dos espacos pelo corpo segredado destes), e ofe-
recer possibilidades nao-lineares de pensar, sentir, agir e produ-
zir espacos e cidades nao apenas para, mas com, por e através
das pessoas.

Nao é incomum observar, em conversas coti-
dianas, poemas, publica¢es académicas e pesquisas cientificas, a
metafora da casa como corpo e vice-versa. A figura de linguagem
mencionada, desprovida de sentido politico que considere os
contextos sociais e culturais nos paralelos tracados, é utilizada
para produzir sentidos através de comparagoes, que se revelam
por relacoes de semelhancas entre as partes. Assim, a coluna ver-
tebral pode ser comparada ao pilar central que estrutura nossa
existéncia, ou comodos podem ter suas caracteristicas ou funcoes
comparadas as de determinados 6rgaos do corpo, por exemplo,
numa espécie de busca por evidenciar a natureza simbolica que
os termos corpo e casa anunciam, como representacao de abri-
20, reftigio, invélucro, definigao e identificacdo de um sujeito no
mundo. Corpo e casa assim apresentados assumem um carater
fixo, embora as metaforas nao sejam estaticas.

A fixidez nas suas definicoes esta associada a
ideia de uma funcionalidade que é dada a priori. Corpo e casa
tém identificacoes (fixas) em decorréncia das funcoes a que se
destinam. Sao utilidades predefinidas e universalizadas, a partir
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corpos por si sos. O entendimento, ndo como 6rgaos/organismos
prontos, mas em-composi¢do, permite perceber que as relacoes
que se estabelecem, processualmente falando, redefinem um ao
outro mutuamente: corpo e casa sao redefinidos constantemente
em situacao (experiéncia).

As relacoes estabelecidas geram adaptacoes e
atualizacoes em fluxo continuo, em processos. Estes processa-
mentos tampouco sdo passivos. Para o filosofo Alva Noé (2004),
a percepgao, enquanto substrato de todos os processos cogniti-
vos, nao é entendida como um processamento que produz agao
a posteriori, senao que ja tem a acdo em si, em todas as suas
etapas.

O corpo se estabelece como meio das relacoes
processuais e ndo como receptor ou lugar de passagem para es-
timulos que resultam em algo ou algum produto depois. O corpo
que € afetado se altera enquanto recebe, processa e emite infor-
macoes (espaciais, imagéticas, etc.) do ambiente onde se insere
e dos demais corpos com que se relaciona. Neste entendimento,
Christine Greiner e Helena Katz propdem, através da teoria do
corpomidia (2005) ou da questao epistemologica do corpo, que
o corpo nao é um processador de informacoes, mas um resultado
desses cruzamentos, sendo midia de si mesmo.

Nesta compreensao, atualiza-se a importancia
da presenca de um corpo que informa, qualifica e manifesta suas
interacoes no espaco, ampliando e fortalecendo as possibilidades
de percepcao e as variaveis do processo de criagao. “As relacoes
que constituem uma morada estio entrelacadas aos corpos que a
habitam. E esse entrelacamento ndo cumpre apenas uma funcgao
de abrigo” (Guizzo, 2018). A casa possui o poder de afetar e de
ser afetada, em sua relacio com o corpo habitante, que é o corpo
humano, com sua acep¢ao social e que remete a nogao de corpo
coletivo. A casa, portanto, também faz emergir uma pessoa, com
suas subjetividades e singularidades.

CORPOPELECASA

Ao longo do século XX, o artista austriaco
Friedensreich Hundertwasser dedicou sua vida e obra a definir
as relacoes do ser humano com o universo a partir de camadas
por ele chamadas de pele (Hundertwasser apud Restany, 2003),
situando o corpo (humano/social) no centro da compreensao e
autonomia do sujeito.

Nas camadas de pele que se sobrepoem e
atravessam o corpo, reside o entendimento de que este se define
conforme as relacées com o meio. Logo, corpo, pele, casa e ha-
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Figura 1. Diagra-

ma desenhado por
Hundertwasser (1997):
12 pele: epiderme;

22 pele: vestuario; 32
pele: casa; 4° pele:
identidade social e
coletiva; 5% pele: o
meio global - ecolo-
gia e humanidade.
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bitat estdo imbricados numa relagio que se constitui em geran-
dio. Nao numa logica linear ou relacao de causa e efeito, mas de
multiplicidade.

THE

O diagrama desenhado por Hundertwasser
se apresenta aqui ndo apenas como referéncia teérica ou forga
conceitual, mas, o impacto de sua imagem funciona como um dis-
parador de possibilidades para repensar algumas relacoes. A casa
como pele do corpo é uma delas. E o termo pele nao é adotado
aqui como metafora de membrana ou invélucro, pois, como visto,
nao se trata de uma relacio de causa e efeito definida a priori da-
das as suas funcoes, mas, a pele é entendida como lugar de limite,
fronteira, borda, aquilo que esta “entre” e que € territorio dos afe-
tos, onde as coisas acontecem e as subjetivagdes sdo processadas.

Na perspectiva das experiéncias, que sao tnicas
e geram relacoes especificas conforme forem os elementos im-
bricados nas defini¢gdes do corpo, a construcao de uma casa, por
envolver interacgoes relacionais para além da sua materialidade
fisica, alcanca dimensées simbolicas:

“o construir também pode ser agenciado a um movi-
mento maior, impessoal (em oposicao a identidade),
que necessariamente implica em uma ética e uma
politica da existéncia (...) O que pode-se afirmar a
partir dessa analise é que o objeto de trabalho do
arquiteto esta agenciado nao apenas a territorios
fisicos, mas também existenciais. E, nesses termos,
a micropolitica é indissociavel da arquitetura e do
urbanismo.” (Guizzo, 2018)

Com referéncia no pensamento spinozista,
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Tazana Guizzo define a casa como corpo (relacional), ndo como
manifesto (funcional), e o construir como afeto (temporario),
sempre em atualizacdo, conforme variam as afec¢oes envolvidas
no processo. Ao considerar as redes de afeccoes a que estamos
sujeitos tudo o que existe em condigoes relacionais, ela pergun-
ta: “quais as préaticas e sentidos que estao atrelados aos nossos
modos de vida ou a construgao das nossas casas?” (Guizzo, 2018).
Tais praticas, sentidos e variaveis constituem e sao constituidos
por uma pratica do habitar, uma ética do morar, que a autora tra-
duz como uma “questio de modo de vida e ndo de forma. E uma
questao de afeto: o que o afeta? Ou, do que um corpo é capaz?”
(Guizzo, 2018).

As camadas de subjetivacao do individuo,
que Hundertwasser apresenta como peles, agenciam territorios
da existéncia que definem e atualizam os corpos habitantes, os
modos de morar e os proprios extratos sociais, que também sio
peles, através das relacoes entre os infinitos corpos envolvidos na
trama de afetos.

CRIACAO DE CORPOS

Interessada em explorar, na pratica, as refle-
x0es filosoficas até aqui apontadas, visando a expansao dos cam-
pos e os atravessamentos entre areas de conhecimento distintas,
eu passei a conduzir, ha alguns anos, oficinas de experimentacao,
pesquisa e pratica para investigar as fronteiras, estudar os terri-
torios e os limites que nos conectam ao ambiente imediato e ao
mundo através da experiéncia do nosso préprio corpo no habitar.
A busca é por estender o alcance dos debates e da experiéncia
para que se atravessem os muros e as fronteiras dos espacos ditos
do saber e do fazer. Da academia para as ruas. Das artes (visuais
e cénicas que se entrecruzam no fazer performativo) para o urba-
nismo, a cidade, a sociedade.
Figura 2. Registros de
atividades em oficinas

(2018/2019). Acervo
pessoal
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com os modos de pensar e agir sobre o mundo e encontrar ou
desenvolver, durante o percurso, saidas possiveis para a investi-
gacao que se dao no corpo relacional situado em experiéncia de
criacao.

O caminho percorrido para criacao de (novos)
corpos a partir de (novas) relagoes se da pela intensificagcao de
um estado corpoéreo extracotidiano que permite, por contraste, a
verificacao de algumas relagoes banalizadas entre corpo e casa no
dia a dia. O que se destaca, a partir dos exercicios propostos, é a
condic¢ao de um corpo socialmente produzido, que age no mundo
por acoes automatizadas, mas que sao entendidas como naturais.
Os exercicios intencionalmente propoem rupturas nas relacoes
corporeo-espaciais e trazem a tona questionamentos que, em-
bora sejam simples na sua elaboracio, abrem caminhos para a
percepcao das camadas sociais, politicas, econdmicas, culturais e
territoriais mais complexas e que nos (re)configuram a todo ins-
tante: por que sentamos a mesa em uma cadeira para realizar as
refeicoes? Por que ou como determinados comportamentos sao
naturalizados e difundidos? Em muitos casos, ndo se tem controle,
ou independéncia, ou ainda, liberdade, sequer sobre o proprio
agir no mundo. Uma rede infinita de afetos ja esta definida. Mas
isto nao significa que ela é imutéavel e devemos nos conformar
com uma situagao estruturada.

Ainda que a trama afetiva se apresente, ela é
temporéaria e esta em constante reconfiguracao em funcao dos
afetos que nela acontecem. Isso quer dizer que, embora sejamos
seres limitados (definidos em um modo de extensao), a nossa po-
téncia de agir é ilimitada e ela se d4 na relacao. A relacdo se com-
preende como a capacidade de afetar o mundo e de ser afetado
por ele (acao e reacio constante e em sentido duplo). Todo corpo
tem um grau de poténcia e a rede de relacoes que envolve as ex-
periéncias define tramas afetivas em fluxos de forcas que podem
ser ativas ou passivas. A passividade pode ser um problema, mas,
ao vislumbrar a organizacdo da trama, é possivel criar linhas de
fuga e inventar outros modos de se relacionar que sejam ativos,
visando a potencializacio dos corpos através dos encontros que
promovem os afetos positivos (alegres). Trata-se da micropolitica
da afetividade (Spinoza, 2017).

Assim, observar as estruturas que determinam
os condicionamentos abre a possibilidade de buscar identificar
resisténcias das espacialidades corporeas, mapear rupturas e
corpos, identificar quais os corpos que rompem, como e porque
rompem, e realizar irrupcées que possam tensionar as tramas
afetivas que se pretende reconfigurar.
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Para a antropologa Setha Low (2014), a pes-
soa - com sentimentos, pensamentos, preferéncias e intencoes,
bem como crengas e praticas culturais - é entendida como uma
unidade espaco-temporal que produz lugar e paisagem através
dos movimentos cotidianos, dando significado e forma ao espaco
que cria como potencialidade para as relagoes sociais.

O que aqui se propoe é um debrucamento so-
bre o despontar do individuo em meio ao coletivo. Sobre o habi-
tar o proprio corpo. Perceber-se pessoa nos espacos da realidade
e nos espacos da criacao. Relacionar-se com a casa e nao estar a
parte dela, sé-la também e por isso perceber-se sempre compon-

do relagoes de afetos.

Cultivar os espacos planejados a partir da
experiéncia do corpo nao é comum. Apesar da arquitetura e do
urbanismo proporem os objetos que interferem no espago, este
processo, em geral, se d4 pela logica racional de elaboragio de
projetos, como na casa que se pretende maquina de morar, e o
corpo, na maioria dos casos, nao € um ponto de partida neste
campo, senao que é algo a ser formatado ou organizado por ele.

Entender o corpo e suas potencialidades pode
ser o caminho contemporaneo para uma nova epistemologia na

producao dos espacos.
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TEARING DOWN THE STATUES,
BUILDING UP THE VALUES
DISCREPANCY BETWEEN BUILT
AND LIVED ENVIRONMENT

ANETA KOHOUTOVA’ Centre for Ethics,

University
of Pardubice

In light of the recent iconoclastic events includ-
ing the removal of Confederate and Colonialist statues across the
United States of America, and newly in Canada as well, one has to
ask what role public spaces have in our lives and what values and
emotions they pass onto society. How do images of past values
contribute to building up the future ones? Or more precisely what
is the relation between the built environment and a lived one?

In this paper, I am dealing with questions
concerning the ethics of public space. One of my favorite defi-
nitions of this term I found so far is the one given by Richard
Sennet in his book Building and dwelling: Ethics for the City
(2018). He claims that ethics of public spaces can be perceived
as a way the city deals with cultural differences. (p. 121) Those
differences appear within the presence of others, which I con-
sider the essence of public spaces. Sennet points to the influence
of others (e.g., all participants of public spaces) in the context
of a built environment of the city. And precisely this connection
between “city’s built forms and its way of life” (Sennet, p. 121)
will play a central role in this paper. My argument stems from the
philosophy of Hannah Arendt, a thinker who is concerned with
the notion of spatiality. She claims that public spaces could be
defined as a place where citizens can be heard and seen by others.
But in order to do so, the condition of having a place is necessary.
Thus, as a first step I elaborate on the question, which I outlined
as follows: what does it mean to have a place to appear?

Arendt describes our relation to a certain
location as urgent, as something that partly defined us and plays
a major role within the constitution of our identities. She speaks
about the threat of rootlessness, about losing one’s home or oc-
cupation, statelessness and about the earth and world alienation.
Mainly in We refugees (1994) and on the origins of totalitarian-
ism (1951) she described the state of liminality, when by losing
occupation we also lack social bonds, status, community, and
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monuments. On the one hand, they are part of the built environ-
ment, on the other hand, they are wearer of certain values, which
they place toward the public. To dig deeper into its role I consider
it necessary to clarify what role public spaces (on its intangible
level as described by Arendt) plays in our life.

The central notion that James Mensch connects with
public spaces in his paper called Public Space (2007) is a public
freedom. The way to understand and to live public freedom is to
relate to the world and by words and deeds become part of public
spaces, as a combination of space of appearance and the public
realm, thus the place, where one could be heard and become
visible to others. The condition of others is thus necessarily the
same as the fact that “such appearance, however, requires public
space. “(Mensch, p. 1) So to speak, to acquire public freedom
is possible only within the presence of others, because within
public spaces, freedom does not depend on us but on each other.
Encounters with others limit me in the same way they limit them.
According to Arendt the freedom that I receive from others goes
beyond my comprehension, it is thus mine yet unknown freedom.
It is something that could not be planned, only assumed. When
one enters the public realm one can never be sure which range
of freedom others will give one. By one’s behavior the limits of
public freedom could be tested and enlarged. “Public freedom, in
other words, is both the result and the cause of individual free-
dom.” (Mensch, p.7) I propose that the public spaces could be
considered a place where one acquires and encounters a sense of
mutual relations, a space where the edges of one’s definition of
freedom are abraded and confronted with others and their sense,
because each of the participants brings a different thing into the
shared world. In public spaces, we learn how to deal with others
and what our rights and responsibilities are.

What I described above is the role of public spaces in the
formation of our sense of public freedom. Public spaces play an
important role within our encounters with others and help us to
acquire a better understanding and perception of plurality. In the
first part of my essay I mostly talked about intangible phenomena
related to public space such as values and interests. In any way,
the aim of this paper is to elaborate on the connection between
those two parts of which public space consists of - namely the
“life within” and “the built form of it”. The former I defined above
and the role of the latter I am going to frame by the following
question: What role do monuments and public art play in our
lives and how do they shape and influence our identities and the
ways we perceive the world?

The art within public spaces communicates
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interest in favor of the public. E.g. I perceive monuments, as
defined above, as promoting one specific value in favor of plural-
ity of interests which appear within public spaces. Therefore, one
has to ask whether by placing the monument within public spaces
the notion of public freedom remains secured. As defined above
public spaces should provide us with the sense of public freedom,
however within the role of the statues this fragile balance could
be easily disrupted. In the case of monuments, we could speak
about spatial thinking as a way of political thinking. As Shapshay
claims in her article: “Monuments are prime examples of works
of art that aim to express specifically political ideas; for Wolter-
storff their essential social function is to honor someone, some
group or some ideal, whereas for Carroll their essential social
function is to “commemorate the past for the present—to recall
to mind exemplary events and persons and to limn their signifi-
cance to the ongoing culture.” (Shapshay, 2021).

To enter public space, to appear and reveal
oneself to the others is according to Hannah Arendt a way citi-
zens could become a part of a political world. The same way the
monuments appear (as the built environment) and thus became
a part of the common shared world, which Arendt calls the public
realm. Although they do not speak and act, I assume that they
still have a strong impact on our perception of space and in the
Shapshay’s category “monumental” I see a way to better and
more complexly grasp the role of public art and find new angles
of moral views for the monuments and statues that surround us.

On that ground one could gain a better under-
standing of recent civic movements, which ended up by removal
of certain statues around the world as well. Voices of those, who
have not been heard for a long time, of those who have been in-
visible, united and appeared. They (a certain group of people) did
not lose their right to use the public realm per se, however what
this conflict reveals is a fact that they have lost a right for pub-
lic freedom within them by limiting their spaces of appearance.
This conflict discloses that the role of a statue, which we took as
a granted, is something that has to be evaluated more carefully
from a moral standpoint of public freedom and shared values.

“The right to the city is far more than the in-
dividual liberty to access urban resources: it is a right to change
ourselves by changing the city. “(Harvey, 2008)

David Harvey reflects the mutual relations
between individuals, society and the city. The task does not lie
in the mere statement, I as an individual have access to these
places, but more in the question if everyone has the same possi-
bility to use and participate. His thoughts support an active part,
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ARCHITECTURE AND PHILOSOPHY
OF THE TRAGIC: BRAZILIAN LATE
MODERNISM AS CASE STUDY

DIOGO MONDINI PEREIRA University of Sao

Paulo, Faculty
of Architecture
and Urbanism

But in order to do a samba with beauty

It needs a little sadness* 1. Translated by the
author. “Mas pra

fazer um samba com

PROLOGUE beleza / E preci-

so um bocado de

THE EPIC MODERNIST ARCHITECTURE: Lf[stefa’,’,"\f?mt_’a dda

BUILDING A MODERN COUNTRY Moraes and Baden
_Pc?well, 1?67. Available

The “tragedy of development”, Marshall Ber- ;2;,‘::,% //;r/vhw;nd_

man describes in his book “All that is solid melts into air” (1988), 1e/2010.4/1314>
is a byproduct of the modernization process itself. It is a con-

sequence of creative destruction that tears down the existing to

create the new, the modern, leaving behind material and human

losses.

This is what occurs in Goethe’s Faust, with the
tragedies that close its two volumes, respectively: the tragedy
of Gretchen and the tragedy of Philemon and Baucis. Precisely,
Faust, an allegory of the Enlightenment transformations of the
18th century, serves as an illustration for the concept of “tragedy
of development” according to Berman.

For the author, although tragedy is an inevita-
ble product of development in any circumstance, the tragic would
be even more present in the so-called “underdeveloped” context,
in which the desires for modernization at all costs leave even
deeper marks:

The split I have described in Goethe’s Faust is per-
vasive in European society, and it will be one of the
primary sources of international romanticism. But it
has a special resonance in countries that are socially,
economically and politically “underdeveloped.”

(1988, p.43)

Following Marshall Berman'’s suggestion, we
intend to analyze the tragic relations between the Brazilian late
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Early historians of modern architecture, such
as Henrique Mindlin (1956), saw in this movement a “heroic”
picture, as continuation of the epic of Portuguese colonization,
seen through positive tones that obliterated all the violence of
such process. This enthusiasm with the Brazilian architecture
gained international prominence, endorsed by the exhibition
Brazil Builds at MoMA in 1942, which reiterated an epic and line-
ar reading from the colonization to the modernization of the 20th
century, and by critics such as Sigfried Giedion (1982, p. 549).

This Brazilian experience, held as an example
of the potential of welfare capitalism, and of liberal democracies,
would be depleted after the construction of Brasilia, precisely its
most ambitious undertaking. The 1964 coup d’état put an end
to the Brazilian democratic model of modernization. Interest-
ingly enough, however, Brasilia not only resisted intact, but was
adopted by the military regime as its own image of modernity.

In the following decades under the military regime, the develop-
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Figure1. Ministry of
Education and Health.
Source: Marcel Gau-
therot in IMS.
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accepted and popularly assimilated, and even naive-
ly, has for me, perhaps for us, a way of indigenous
doll, a baroque porch, but it is only possible as an ex-
pression of the boldest technique. Elegant caryatid.
From the indigenous to the contemporary Brazilian
what we want is to be modern, while modern can
mean, as I imagine, anything other than underdevel-
oped (In: Bastos and Zein, 2010, p.111, translated by
the author).

This almost mythological aspect of develop-
mentalism was captured by the military. The regime did not
oppose Brasilia’s modern works of Oscar Niemeyer, a communist
militant like Vilanova Artigas, who would be persecuted and
exiled by the regime itself. On the contrary: the military finished
important works by the architect, such as the Itamaraty Palace
(1965, Fig. 2).

Figure 2. Itamaraty

Palace. Source: Hugo
Segawa in Arquigrafia.

Juscelino Kubitschek himself, having his polit-
ical rights revoked, stated that the military understood the value
and importance of Brasilia in a larger context, of sovereignty and
development (Chagas, 1972). Developmentalism, therefore, was
seen, on both sides, as a universal value, above any left-wing or
right-wing ideology.

For architectural modernism, this affinity with
developmentalism during the military period also meant a large
field of work: thousands of buildings were disseminated through-
out the country. Once again, Vilanova Artigas saw in these public
architectures that emerged in the context of military develop-
mentalism an experimental field for a new model of society,
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Brazilian architecture criticism and historiography that these
differences between modernism before and after Brasilia reflect a
shift in the geographic center of the architectural field, from Rio
de Janeiro of Oscar Niemeyer, Affonso Reidy, and Lucio Costa to
Sao Paulo of Vilanova Artigas, Paulo Mendes da Rocha, and Lina
Bo Bardi.

Beyond questions of aesthetic order and geo-
graphical center, programmatic changes and shifts in discourse
are observed in architectural production, radicalizing certain
concepts of its predecessor modernism. In this change, some par-
allels emerge between these new aspects and a poetics of tragic,
which could mean a possible awareness of the “tragedy of devel-
opment” scenario in which these buildings were inserted.

The first sign of the affinity between these
architectures and the poetics of the tragic would be the repeated
attempt of these works to embrace the sense of chance, a central
point in tragic thought according to Clément Rosset (1989, p.11).

The affinity between Brazilian late modernism
and the ideas of chance comes from the negation of the function-
alist concept, either in architectural or urban terms, linked to the
first CIAM architectures. Architects such as Vilanova Artigas (Ar-
tigas, 1968, p.45), Décio Tozzi (quoted in Bastos and Zein, 2010,
p-55) and Ruy Ohtake (1984, p. 65) in different texts rejected the
notion of functionalism as the center of architectural design and
experience, claiming a greater focus on living spaces and their
multiple possibilities.

In this case, the function of architecture should
be “nothing more than to support the unpredictability of life”
(Moreno, 2018), as stated by Paulo Mendes da Rocha. The public
and free space is what would allow this new anti-functionalist
architectural approach. These large atriums, free of physical bar-
riers, were called “covered plazas” by the architects themselves,
as mentioned in the example of the Avaré Forum (1962) designed
by Paulo Mendes da Rocha.

The idea of “plaza” appears in the most impor-
tant works of this period such as the Sao Paulo Art Museum by
Lina Bo Bardi (1957-1968), the building of the Faculty of Archi-
tecture of the University of Sao Paulo (1962-1969) and the Jat
Bus Terminal (1973) designed by Vilanova Artigas and Carlos
Cascaldi, and the Sao Paulo Cultural Center (Fig. 3, 1979) de-
signed by Luiz Telles and Eurico Prado Lopes.

This emphasis on a public, free and democratic
space establishes a tragic paradox with the political context in
which these architectures were built: the military regime restrict-
ed public meeting, amid censorship and political persecution
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tion of certain limits imposed by reality.

If in the so-called epic phase, Brazilian mod-
ernism placed itself in a position of aesthetic and technological
vanguard, the context of late modernism recognizes the country’s
constructive limitations, taking aesthetic advantage of these same
limitations. The Expo 70 pavilion itself was a reinforced concrete
structure, nothing new, especially when compared to the other
structures at the Osaka fair:

Many competitors got carried away with the tech-
nical aspects of the pavilion. Since Brazil doesn’t
really intend to compete with the super-developed
countries (the USA and USSR will spend about 30
million dollars on their pavilions), this emphasis on
the technological aspects has been left aside.

The winning project chose a distinctly Brazilian ap-
proach. It presents as a basic solution the release of
the terrain, with a floor treatment elaborated on the
composition of a space rich in forms and content.
His greatest sense of depth is an unmistakable po-
etics, closely linked to Brazilian traditions. (Rocha,
1969, translated by the author)

By way of comparison, the Brazilian Pavilion
at Expo ‘58, designed by Rio de Janeiro’s architect Sérgio Ber-
nardes, in Brussels, sought to translate the most sophisticated
construction methods: a metal structure with a tensile membrane
roof punctuated by a huge helium balloon in its center, which
served as thermal control of the environment’s interior (Fig. 5).

Already in the 1970s, the same architect, Sérgio
Bernardes, would abandon the high-tech approach presented in
Brussels for a design more in line with the brutalism of Brazilian
late modernism in the Mausoleum Pavilion of the dictator Gen-
eral Castello Branco in Fortaleza. It consists of a large cantilever
beam in exposed reinforced concrete extending over a reflecting
pool (Fig. 6).

Figure 5 and 6. Bra-
zilian Pavilion Expo
58’ (left) and Castello
Branco Mausoleum
(right). Source: Revista
Vitruvius (left), José
Alberto Cabral in
Archidaily (right).
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inclined to an epic view of reality, maybe the Brazilian late mod-
ernism can establish dialogues with the tragic, thinking the term
in all its potency, as Nietzsche would suggest, moving away from
simple pessimism (2003, p.2).

Lina Bo Bardi, beyond her works, brought
reflections of what we could understand as tragic in her critical
thinking. In SESC Fabrica Pompéia (Factory) (Fig. 7) in Sdo Pau-
lo, an architectural intervention on existing industrial warehous-
es in which a cultural and sports complex of public character was
built, Lina theorized about her architecture using the concept of
“ugly”, a very unusual term for the field of architectural design,
even more from an architect dealing with her own work:

Beautiful is easy, what’s difficult is Ugly, the true
Ugly. I hope that SESC Pompéia Factory sport
complex is ugly, far uglier than the Sao Paulo Art
Museum. It is a Silo, a Bunker, a Container (Ferraz,
2018, p. 230).

Figure 7. SESC Fabri-
cas. Source: Nelson
Kon.
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WHAT THE ARCHITECT DOES,
WHAT THE PHILOSOPHERS DO

PEDRO BORGES DE ARAUJO

‘Architecture cannot be the world’s oldest profession
— tradition has decided that long ago — but its anti-
quity is not in doubt.” (Spiro Kostof)!

1. INTRODUCTION: THE DOMAIN'S
ENVIRONMENT

The questions of ‘what to do and how to do it’
is the basic impetus for all research on tacit knowledge — implicit
knowledge — as well as formal knowledge — explicit knowled-
ge — that all sentient beings entail and must endure in order to
survive.

Although the ‘what’ remains the eternal mark
of architecture, and the thread that gives architects the proper
name of professionals of a certain kind, it is the ‘how’ — the histo-
rical and mutable ‘how’ — that that determines the boundaries of
the profession. The ‘how’ frames the historic-technical develop-
ment (or just its optional enhancements) that shapes the histori-
cal architect, or any other professional for that matter, in a given
spatial-temporal moment. A momentary lapse of time.

‘What’ one does pins down the profession’s
name, the ‘how’ it is done assigns its historicity. Place and time,
locality and temporality.

The point of view I bring to this symposium?,
in which Philosophy and Architecture merge symbolically in the
‘Fil-’ of ‘Filosofia’ (Portuguese) and the ‘Arch-’ of ‘Architecture
(English), I take from research developed at the MLAG — Mind,
Language, Action [research] Group, and as coordinator for a few
years of the group’s Autofocus Project.3

The research of the MLAG’s Autofocus Project
precisely demarcates the intersection between Architecture and
Philosophy. It also admits to a sharpened delimitation, enforcing
within the domain the values it shares with Science, and more
precisely with the Neurosciences. Allowing myself for a synthetic
formalism: ArchitectureNYPhilosophyYNNeurosciences in its
most simplistic version, and more graphically:

University of Porto

1. Kostof, Spiro (2000)
The Architect: Chap-
ters in the History

of the Profession,

p. xvii. My italics,

with the intention to
emphasize a central
conceptual topic of
this essay, that is, how
we use words to point
out what an agent
does and the way he
does it, that is, how he
does it.

2. FILARCH2020.

3. Mind, Language and
Action Group: https://
mlag.up.pt/projects/
autofocus/
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And algebraically {{ANP]NN} (Set Theory)
{ANPNN}. The intersection of the sets A and B, denoted ANB, is
the set of all objects that are members of both A and B. For exam-
ple, the intersection of {1, 2, 3} and {2, 3, 4} is the set {2, 3}.

The ‘intersection’ of sets A, P and N, denoted
algebraically {{ANP] N N} or {ANPNN} (Set Theory notation)
is the set of all objects that are members of both A, P and N. As
disciplinary domains, A stands for Architecture, P for Philosophy
and N for Neuroscience. Thus, the intersection {Architecture,
Philosophy, Neurosciences} is the set of all the partaken objects/
values of each set — A, P and N, being N the notation for the inter-
section. ‘Objects/Values’ synthetically refers to the full range of
significative operators at each domain-specific set. So we look for
any operative idea, for example a concept, which would enable
incremental knowledge, that is, epistemic value, when introduced
and accepted in a resulting intersection’s domain. Thus ‘objects/
values’ produce some kind of hypothesis, argument, conclusions,
etc., for an intersection — an intersection involving three distinct
knowledge domains, a shared space, another (research) domain
— which I designate as “post-disciplinary intersections”.

This approach, and the definition it makes re-
garding its subject of study — the epistemological trait it intends
to analyse and discuss as such — situates itself ‘beyond’ (and
outside) the boundaries imposed on each of the so-called disci-
plinary areas that seek to produce the domain. In other words
— possibly more forcefully — they try to move away from ‘epi-
phanies’ or ‘revealed truths’.

Epiphanies — as revealed truths — tend to close
off borders as disciplinary domains, hence asking each profes-
sional to be a border guard of the inviolable perimeters. At some
point, properly ‘disciplines’ stand as disciplinary dispositifs
(devices). Quite differently, even from an antinomic perspective,
albeit a symmetrical one, is it for those who desire the porosity of
these artificial limits and permission for a free and unconditional
transit between domains. What should be asked of those who
embrace this “domain of intersections” without disciplinary dele-
gation among peers is how to approach philosophically the work
of architects that interests scientists and the research of scientists
that should interest architects.

The basic questions should oblige us to discuss
the plausibility of our intended models as better descriptions of
the animals and human-animal individuals’ relationships and of
both of them within the environment where they evolve; i.e. that
which determines how they act and what constrains them. Their
action. The environment in general and the built environment,
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in particular, is not only the stage for action but also an ‘active’
agency subject to critical scrutiny within the framework of the
model.

If research thus understood contributes to the
critical productivity of the analysis of the model in terms of its
epistemological trait — the possibility and limits of operating the
investigation itself and the expected knowledge that it can derive
from it — it is no less expected than a deep knowledge of the neu-
rophysiology of the agents. Thus, biologically plausible models
can be deduced from theoretical models at each moment under
scrutiny.

Considering that errors — to err — is always
present as a scientific hypothesis, what we want in this integrated
field of investigation will not be the definitive answer, but rather
the possible and the contingent, and therefore admissible.

Not ‘the ultimate answer’, but the possible
contingent ones.

At Mind the link: link the Mind — the set of
seminars held under the coordination of the Autofocus 2018
Project, which took place at the University of Porto — we had the
opportunity to pursue this goal in a more than inter- or transdis-
ciplinary way, but actually and tentatively post-disciplinary. As
a synthesis and motto for the theme of this series of seminars,

a very clear analogy was presented in a metaphorical quotation
from the founder of modern philosophical ethology, the biologist
Jakob von Uexkiill: ‘Every subject spins out, like the spider’s
threads, its relations to certain qualities of things and webs them
into a solid web, which carries its existence.™

Here it should be pointed out that the neo-
-Kantian profile of Jakob von Uexkiill’s philosophy can today
be associated with the theoretical work of architects who have
proposed to critically analyze architecture as a phenomenon. The
‘phenomenon’ of Architecture. According to a dictionary defini-
tion, a ‘phenomenon’ is:

4. Uexkaill, Jakob von
(2010) A Foray into
the Worlds of Animals
and Humans: with A
Theory of Meaning.

1: an observable fact or event; 2: a: an object or as-
pect known through the senses rather than by thou-
ght or intuition; b: a temporal or spatiotemporal
object of sensory experience as distinguished from

a noumenon; c: a fact or event of scientific interest
susceptible to scientific description and explanation:

3: a: a rare or significant fact or event;5 5. Merriam Webster

definition: https://
. . www.merriam-webs-
It thus refers to what architects do as an object  tercom/dictionary/

of scientific inquiry, and which also evolves in regard to how they ~Phenomenen
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‘human’ matrix.?

Building (weaving) the rope that Wittgenstein'
introduced as an image on another formal and apparent level,
which he himself termed ‘family resemblances’, can since Hero-
dotus’s histories be named ‘history’.*

[...] spinning a thread we twist fibre on fibre. And
the strength of the thread does not reside in the fact
that some one fibre runs through its whole length,
but in the overlapping of many fibres.

But if someone wished to say: ‘There is something
common to all those constructions — namely the
disjunction of all their common properties’ — I
should reply: ‘Now you’re only playing with words.
One may as well say: ‘Something runs through the
whole thread — namely the continuous overlapping
of those fibres.’

2. TOWARDS AN UPDATED
DESCRIPTION OF THE PROFESSIONAL
ARCHITECT

The present essay aims to offer a critical

analysis of the professional architect, an analysis attentive as
possible from both the first- and third-person points of view of
the contemporary image — or description — of the profession. The
argument that frames the analysis is the question of ‘how’ archi-
tects do things; that is, how they come up with design ideas and
hopefully eventually build them.

3. THE PROFESSION AND ITS
HISTORIES: THE PROFESSIONAL
ARCHITECT

It is the ‘how’, that is, the technical machina-
tions of construction,* that has throughout the history of the
profession given architects their professional visibility. But archi-
tecture should also no less reveal the ideas and concepts that at
each moment inform or determines it, namely, the image archi-
tects have constructed of themselves and the image that has been
constructed of the profession. Superimposed upon each other,
even when diverging, these images combine in different modes
and times.

Elsewhere, a mode, for instance what we term
‘history,’ is as an echo of our infinite relationships with reality,
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9. Without forgetting
that when naming

the animal, it was

‘the humans’ who
defined themselves as
‘humans’, by naming
themselves that way.

10. Wittgenstein, Lu-
dwig (1997) Philoso-
phical Investigations.
No. 67, p32e.

11. Herodotus (c. 484
-c.425 BC), “The Fa-
ther of History” accor-
ding to Cicero; Greek
writer, geographer
and historian known
for having written The
Histories.

12. As we shall see,

I think, a tension of
its own uncovers the
dispute between the
‘Art of Building’ (e.g.
German: Baukunst,
Finnish: Rakennustai-
de) and ‘Architecture’,
terms that express
conceptualizations
that are simultaneou-
sly disjunctive and
appropriate.
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No less relevant to this category transition was
the assignment to Imhotep of the design and execution of pro-
jects for two major sets of buildings in Saqqara, Memphis. The
attributes of Imhotep’s authorial qualification include the formal
and material innovations of the particular constructions in ques-
tion. Formal innovation is shown by the successive overlapping
of the mastabas as steps that anticipate the famous Egyptian
stone pyramids. Material innovation in turn is shown through the
new building material of stone, instead of traditional wood and
‘clay’ constructions. A no less relevant hypothesis is to consign to
Imhotep the decision to build with stone columns instead of the
then commonly used tree trunks and wooden logs. Thus, author-
ship of the building is attributed to Imhotep. These innovations
in materials and construction techniques may have appointed
Imhotep to the position of civil engineer. And presumably this
would recall Imhotep as an architect when the word was settled
in classical Greece.

All constructive innovations, and their functio-
nal repercussions registered in the form, build facts and marks
for the future as true signs.

4. THE WORDS AND THEIR PROMISES:
‘THE PROFESSIONS’

We describe ‘architects’ in the way we do because of
our needs and interests. We speak a language which
includes the word ‘architect’ because it suits our pur-
poses to do so. The same goes for words like ‘organ’,
‘cell’, ‘atom’, and so on — the names of the parts out
of which ‘architects’ are made, so to speak. All the
descriptions we give of things are descriptions suited
to our purposes. No sense can be made, we pragma-
tists argue, of the claim that some of these descrip-
tions pick out ‘natural kinds’ — that they cut nature
at the joints.®

A pragmatist philosophy, such as Richard
Rorty asserts in the above quote — where I replaced the word
‘giraffe(s)’ with the word ‘architect(s)’ — can help us, from the
consigned descriptivism to the language faculty, in a descriptivist
hypothesis, giving us, in the use of words, a promise. It can — in
the use of words — give us the basis for a criterion by which at
each moment we can conceptualize what we name in that same
language. In that case, it will be a matter of seeking a symmetry
of language for what for us and for architects, and for us as archi-
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13. Rorty, Richard
(1999) Philosophy and
Social Hope.
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fuelled an interest among many in’'medievalism’, from Roman-
ticism to the present day; be it passing through the English Arts
and Crafts movement, or those that determined the French
culture that colonized the Europe of Viollet-le-Duc and the Corps
des Ponts et Chaussées. That is to say, when referring to the peri-
od between Classical Antiquity and the Modern Age, it is still the
Renaissance that is usually considered the period of transition, as
indeed I will discuss in more detail below.

The construction site seems to have been — at
that time — the site of the medieval architect. And ‘architecture’
was the ‘art of building’.

RENAISSANCE PARAGONE: [DISEGNO
AND COLORE] SEGNO DI DIO IN NOI

The fate of the modern architect,?° one that
many of us piously still believe in today, having been traced to
Greece and determined in Rome, owes its ultimate character to
the great debates of the humanities of the time that we classify
as the Renaissance.?' The long renaissance, from the 12 century
onwards — though above all from the 15" to the 16™ centuries
— marks the rebirth of classical Greek and Roman cultures as
proposed in specific circles of European culture. In our case —
of architects and a philosophy to feed them plausibility in the
debates — the disputes between the cultures of Florentine and
Venetian and artists proved particularly decisive. We say ‘philo-
sophical debate’ because at its centre was precisely the dispute
between Platonism / Neoplatonism and Scholastic Aristote-
lianism (and the natural sciences) — a dispute, that is, on the
reflection or weight of the philosophical debate in the arts and,
intimately, with the intellectual emancipation of the artistic act of
craftsmen corporations.

In the world of ideas, these were as such con-
ceived as the dream of God himself, and when out of nowhere
something sensitive appeared — the product of the arts — then
God’s dream was the determination of the work, Disegno, ‘segno
di dio in noft’, literally.>>

The disputes to which each artist-philosopher
gravitated, or the cities-states whose culture they represented,
are inscribed, for instance, within the antinomy of Disegno/
Colore — which characterized the differing artistic-aesthetics
sensibilities between Florence and Venice respectively.2 This an-
tinomy can be synthesized as the contrast between the sensuality
of colour and the matter which exhibits it — that which literally

20. Perhaps with
pragmatism the per-
manent ‘yet to come
modern architect’.

21. As regards the term
‘Renaissance,’ it was
the Italian artist and
critic Giorgio Vasari
(1511-1574) who first
used the term rinas-
cita in his book The
Lives of the Artists, first
published in 1550.

22. AZuccari, Fede-
rico (1608) L'idea de’
Pittori, Scultori, ed
Architetti, 16, p. 196:
‘Disegno = segno di
dio in noi’ quoted

in Panofsky (1968)
Idea: A Conceptin Art
Theory, p. 81.

23. Neoplatonic
Florentine Disegno
/ Venetian sensous
Colore.
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(b1) The instructions themselves, particularly
the ‘drawings’. That is, its idea or design.

(b2) The object constructed from these instruc-
tions, as someone might say: ‘I like the design’. That is, its ‘form’.

In both cases, whether drawing or executed
work, in the neo-Platonic climate of the Italian Renaissance, ‘de-
sign’ was already taken, as Vasari?® put it, as ‘nothing but a visual
expression and clarification of that concept which one has in the
intellect.” ‘When modernism appropriated “design” in the 1930s,
it was able to capitalize upon these already existing meanings.*”

Starting from a hypothesis of synonymy be-
tween ‘idea’ and ‘form’ implicit in the conjugation, in the hybrid
of these two lineages of meanings, the appropriation would
justify taking ‘form’ as the first category in the architect’s practice
and then designing/drawing as the activity that reveals his ideas
to the world. And so, in summation of the architects’ profession:
What to do? Draw! How to do it? Drawing!

Echoing Renaissance approaches and philo-
sophical disputes under a Neoplatonist environment, Immanuel
Kant wrote in The Critique of Judgment=® about the ‘drawing/
design’ versus ‘colour/matter’ debate, pointing to ‘form’ as the
subject for critical judgement; thus, to ‘project™ is as an intangi-
ble property of constructed objects. Interestingly, the translation
used by Adrian Forty in the quote from The Critique of Judg-
ment3° uses the word ‘design’ as a translation of the Kant’s term
Zeichnung — usually meaning drawing — though translated as
‘delineation’ in other editions or scholarly works discussing Kant.

This linguistic bias pushes the work of the
architect, who today is specifically committed to the project —
‘drawing as a project’, I want to specify?' — adjusting it, almost
exclusively, to the idea of determining form. The architect’s work
will thus rise above manual labour and manifest itself in drawin-
gs — in design as a thing in itself — and as a sensitive, albeit defec-
tive, expression of his mental work. The ‘idea’ must prevail as the
essence of the work constructed through the ‘form’, its expres-
sion in the sensible world: the architect versus the architectural
designer.

‘In painting, sculpture, and in all the formative arts
— in architecture, and horticulture, so far as they are
beautiful arts — the delineation is the essential thing;
and here it is not what gratifies in sensation but
what pleases by means of its form that is fundamen-
tal for taste. The colours which light up the sketch

26. Vasari, Giorgio
(1568) The Lives of
the Artists, as cited
by both Forty and
Panofsky.

27, Forty, Adrian
(2000) Words and
Buildings: A Vocabu-
lary of Modern Archi-
tecture, pp. 136-141.

28. Ibid., p. 138.

29. I assume here the
possible equivalence
in English between
‘design’ and ‘project’,
especially in action,
that is, in verbal
expressions.

30. Forty, Adrian
(2000) Words and
Buildings: A Voca-
bulary of Modern
Architecture, p. 138.
Forty cites the trans-
lation by James Creed
Meredith (1952).

31. ‘Drawing as
project’ could thus
be equivalent to the
Anglo-Saxon ‘Design’.
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by Nobel L"nm:;ne
von

MATIAS?**OR ‘EVEN CHARLES DARWIN
WAS AN ANIMAL’¥

Probably the biggest objections, the greatest
prejudices, when we gaze upon how animals and the environ-
ment interact, are manifested when we talk about architects and
architecture. By taking these perspectives into account, I am sure
to be faced with contested lineages — or perhaps just amidst li-
neages. The ‘architecture’ with which many biologists, ethologists
and philosophers allow themselves to qualify animal behaviours
will also serve them only as a metaphor, an analogy, or an exam-
ple. Inspiration or simply a strategic trope for many architects
— many have made it their credo — does not appear as a generally
accepted perspective. The denaturalization of the ‘human world’
and its elevation to a new level of species evolution have alrea-
dy found their prophets, and the ‘theories of the social’ demand
them as much as their musings allow. Human animality suggests
another perspective. And the use of words to justify it also makes
this possible.

From a philosophical point of view and its
circumstantial paradigms, it suffices to recall the Natural Philo-
sophy of Classical Greece — and Aristotle among its most dis-
tinguished representatives — so that human biology as human
nature itself is not forgotten.

More recently, and paradoxically, the very
biology of the human being has been subtracted from its nature.
Sometimes overlooked, even considered overcome, biology has

been erased along with elucubrations on the possibility of a brand

new science of the human being.
Interestingly, the post-Darwinian sciences of
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36. Matias is our
6-year-old Boston
Terrier, which I had
the opportunity to
introduce during the
seminar via streaming.
A ‘scholar’ of Animal
Architecture docu-
mented with a photo.

37. Wright, Robert
(1995) The Moral
Animal.
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assumptions taken from common use and are what we consider
‘our words’; that is, the grammatical category ‘noun’ associated
with objects so named in the speaker’s activities, in his use of the
language faculty, in our speech as human animals. Although the
term ‘profession’ may deserve a detailed history in the tell-tale
stories of diversified uses in their time/local derivations, it may
also include words yet to come, those still absent.

In the present case, we draw the boundaries of
the profession in the sense that it encompasses a field of agency
where the term ‘Architect’, first, and ‘Architecture’, later, have
historically become terms for naming such and such professio-
nals in common usage. At the same time, we cross the borders
of language in search of an agent cut into ‘nouns’ that are yet to
come.

Today, architects, for all that they do, imagine
themselves as descendants of the ideal of the classical culture
of the Greco-Roman world and its rebirth in modern Europe.
These ideals and their operative formulations are identifiable at
every moment within the web of their lineage; and so, too, their
misconceptions, divergences, and meanderings. Such an environ-
ment obliges us, as in the past, to undertake a critical analysis of
the profession. Attention has shifted from practice to outcomes.

The questions of ‘what to do’ and ‘how to do
it’ occupy the philosopher’s work as much as that of the archi-
tect, thus highlighting it as a method. The question of ‘why do it’
should offer a justification — foundations — for the principles of
doing it. Both professionals will require a process of critical self-
-discovery and analysis that involves a reflexive struggle with the
guidelines that have been bequeathed or transmitted to them.

It is conceivable that the last to be evoked was
always the first.

The unavoidable nature of agency, the founda-
tion of each agent, is determined by doing and reflexivity: what
to do / what he does / how he does it. This is the inherence of
‘being alive’ — a living being. Living beings — doers, deeds — are
the nuclear substrate on which historical variants operate, i.e.,
locally and temporally verified in ‘how’ (to do): how it was done.
Further, logically, any environment is determined by a specific
behaviour — doing this and that — and how specifically it was
performed to produce the desired and necessary changes. In this
conception, from the agent, we must conclude that even before
being named, ‘the architect’+ already existed by nature.+ ‘The ar-
chitect’ was already in place, by nature. He was like that because
of the ‘naturalness of nature’.

Thus ‘before appearance, he already was?is
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40. Prior to the agen-
cy and the agents that
typify it.

41. The ‘natural
architect’ inferred
from this hypothesis
does not imply that
he is an immutable
product of natural
selection, but rather
an evolving agent.
Cumulatively, ‘natural’
does not mean that

it is implicitly ‘good".
The ‘values’ of natural
selection, always
hypothetical, have no
reason to be adopted
as ours.

42. Thus, the expres-
sion ‘before appea-
rance - i.e., being an
architect named in
the language of the
human-animal - he
already was’, is the
fundamental trait that
we should accommo-
date to the profession
that emerged in the
meantime from this
particular agent.
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the research that scientists have been carrying out on how we can
structure our action in a world we do not yet know; on the other
hand, how philosophically we can deal with the possibility of this
knowledge.

As references in the scientific field, I will use
more directly the work of John O’Keefe — the neuroscientist
awarded Nobel Prize in 2014 — without forgetting the network of
scientists who have been dedicating themselves to this problem
and highlighting Immanuel Kant on Space and Time.

7. DO RATS LEARN TO BUILD MAPS?
OR, IS THIS ABILITY GIVEN PRIOR TO
EXPERIENCE?¥

In the text in which, synoptically, I proposed to
correlate the theme of this symposium4® and my research project,
I evoke a semantic universe synthesized in the word ‘visions’. A
reference universe that I try to map in this brief development.

A development where the word ‘vision(s)’ was
expressed five times in five ways:

I anticipate, once singular — vision (3) — and
four in the plural, visions.

1. To reference the topic: [...] issues triggered
by the evocative theme “Visions’. [...]

2. To condense polysemy: [...] The polysemy
offered under the title ‘Visions’. [...]

3. To self-reference: [...] the very word ‘vision’
and the semantic universe it evokes|...]4°

4. To name a precise universe: [...] from the
14th century onwards [...] The ‘visions’ — con-
ceptually and literally — came to realize this.

5. To evoke — drawn visions — their productivi-
ty, as producers of the reality in which we live,
be it tout court the physicality of the built envi-
ronment or, more broadly, our world, a reali-
ty impregnated by our transient values: [...]
Meanwhile, the visions drawn have become a
significant feature of the production of the built
environment showing itself as a brand-new
manifestation of the ‘art’ of architecture. [...]

So, I take three steps:

47 Induced by a
quote from Edward
Tolman, the questions
originally belong to
The Hippocampus as
a Cognitive Map by
John O’Keefe and Lynn
Nadel (1978) p.52.

48. FILARCH2021.

49. Although the word
‘vision’ is the basis for
numerous context-
-dependent meaning
variants, the closest
meaning to common
understanding refers
to the ‘sense of sight’,
the act of seeing.
Here, the action takes
precedence. Another
will be the meaning

it gains by expres-
sing itself in its plural
‘visions’. ‘See’ is a verb,
so it requires the one
who sees and what he
sees or intends to see.
Seeing is an action
that bodies mediate
and the brain perfor-
ms. It's something the
brain does without
asking permission
and automatically. In
its immediacy, this
basal sense is the very
source from which
flows the complex
web of meanings that
the word allows.
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tyranny of the senses, the immediate, the contingent, the local,
and the tangible. On the basis of what it was like to be an archi-
tect at that time, we can formulate what it is like today to be such
a professional living under such a title. The ‘visions’ — concep-
tually and literally — came to realize this. It fell to philosophers
and artists to fight for ideas of the imagined transition.

The ‘Renaissance Paragone’ remained within
the history of our culture as documented memory. The central
dispute — albeit derived from the technical skills that reveal both
the artist and his art — ended up being complemented and sur-
passed by the fundamental belief in ‘Disegno’ as ‘the conception
of an artwork’. Of Tuscan origin, ‘Il segno di Dio’ imposed on the
so-called ‘work of art’ a divine or quasi-divine origin: Disegno —
and the artist as the means to unveil it to the world of the senses.

Thus was bifurcated the architect of Greco-La-
tin culture.

THE COGNITIVE TURN OF THE
1950S: FROM BEHAVIOURISM TO
NEUROSCIENCES®®

‘In Summary, the Hippocampal Formation provides
a cognitive map of a familiar environment which can
be used to identify the animal’s current location and
to navigate from one place to another. The Mapping
system consists of a number of diferent spatial cells
including ones which identify the animals place,
direction, distance from landmarks such as the
walls of an environment in a particular direction
(boundary cells) and in some environments a metric
for measuring distances between points in the map
(grid cells). The grid cells cannot provide a perfect
metric in all environments since the grid pattern

is distorted in asymmetrical environment such as
trapezoids and the scale of the grids is increased

in unfamiliar environment. There is evidence for 2
independent strategies for locating places, one based
on environmental landmarks probably provided by
the boundary cells and the other on a path integra-
tion system which uses information about distances
travelled in particular directions provided by the
grid cells. A similar spatial system exists in humans
which additionally provides the basis for human
episodic memory. A prototypical episodic memory
system could be achieved by the addition of a sense
of linear time to the basic spatial system seen in the
rat (Burgess et al., 2002).’!

50. Also known as the
‘cognitive revolution,
this ‘turn’ summarizes
the interdisciplinary
research movement
opposing the domi-
nant behaviourist’s
approaches until the
1950s in the study of
the ‘brain/mind’ as

a ‘black box’ almost
exclusively from ob-
serving the behaviour
of agents.

51.In Spatial Cells in
the Hippocampal For-
mation Nobel Lecture,
7 December 2014 by
John O’Keefe.
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The Transcendental Aesthetic, First Section,
On Space pp.157-162

The Transcendental Aesthetic, Second Section,
On Time, pp.162-171

THE VISIONS DRAWN

Meanwhile, the visions drawn have become
a significant feature of the production of the built environment
showing itself as a brand-new manifestation of the ‘art’ of archi-
tecture.

‘Do rats learn to build maps? Or is this ability
given prior to experience?’

SPACE

plays a role in all our behaviour.

We live in it, move through it, explore it, de-
fend it.

We fnd it easy enough to point to bits of it:
the room,

the mantle of the heavens,

the gap between two fingers,

the place left behind when the piano
finally gets moved.
(O’Keefe and Nadel, 1978, p. 5)

AFTERWORD

There is a requirement for a combative fu-
sion of ethics and aesthetics — as well as a political synthesis in
the technical, scientific, and economic domains. In the present
article, I will perhaps need to complain about what should be
considered philosophy in the architect’s work, as derived from
the philosopher’s work. From this perspective, what the architect
does coincides with that of the philosopher. There is just as much
a need for philosophy as there is for architecture
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“SELF AS A BUILDING”

OR ARCHITECTURE ACCORDING
TO THE PHENOMENOLOGY

OF POSSIBLE

LU Z ASCARATE University Paris 1

Panthéon-Sorbonne

We are in one place while we imagine or think
of several others, so we can say that, from the phenomenological
perspective, we inhabit several places at the same time. There
are architectural productions that accompany us from childhood.
In the same way, certain architectural productions leave their
trace in our spirit and accompany us in our visits to other plac-
es. In this paper, we will devote ourselves to thinking, from the
phenomenology of possible, about architecture as a practice that
constitutes our perception of the world, our spirit, ourselves.

The etymological meaning of architecture is
composed of the meaning of two Greek words arché (princi-
ple) and tecton (work). Architecture thus means, in the original
sense, the principle, the cause, the meaning of the place created,
produced. According to the perspective of common sense, of
the theory of knowledge and of classical or modern philosophy,
architecture is the construction of a place. This built place is
what we call a building (from the Germanic word Bild, which is a
production, a construction which can be also an image), edifi-
cio (from the Latin word aedificium which refers to a home or
temple, an enclosure, constructed), batiment (from old french
bastimento meaning the act of building something to inhabit),
all these words refer primarily to an act that configures a place,
that demarcates it, independently of the material, which refers us
to an exteriority constituted by space. In contrast, always to the
common sense, the interiority of consciousness would be consti-
tuted by time. There would thus be an obvious duality between
time and space, between consciousness and place, between the
self and the building. With the inspiration of Renaud Barbaras
and Paul Ricoeur, with whom we will question this dichotomous
conception of time and space, as well as between the self and the
building, today, in this presentation, we will seek to situate the
philosophical problem of the original meaning of architecture
in a phenomenology of the possible, of possibilities, or of the
imaginary.
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displacement that would thus define the essence of the human
being.

In this regard, Barbaras goes beyond Descartes
with Bergson to distinguish between a minimal body and an
immense body. From a solipsistic point of view, our body would
be the minimal place we occupy, which would contain conscious-
ness. From Bergson’s point of view, according to Barbaras, if I am
where consciousness can be applied, my body goes as far as the
stars. More radically, for Barbaras, “this mode of deployment of
the place that is here the consciousness of the stars rests on the
ontological belonging of the subject to the stars, on the immense
body, and comes to reduce the tension between the site, to which
the minimal body corresponds, and the ground, which is none
other than the cosmos itself” (Barbaras, 2019, p. 55). In other
words, the stars become place because they are first ground. Con-
sciousness belongs first to a body in order to be itself conscious,
and to the world, or to the stars, comes the essential character of
being able to be phenomenalised for a subject that belongs to it.

From this perspective, we can say that the
architectural self is the possibility of producing places, as the pos-
sibility of inhabiting by creating places. The human being would
thus be, primarily, a potential architect, a displacer and an inhab-
itant, which makes him that very displacer and that very inhabit-
ant. The human being would thus be the building he inhabits in
his displacement, or his house or the stars. In the phenomenolo-
gy of the possible, there is already an architectural production in
the intentional displacement of consciousness, that is, the place is
produced before, in the realm of the possible, of the manipulation
of the stone, with the mere displacement of the spirit.

This perspective may have certain limitations.
By focusing on the productive capacity of human displacement,
we leave aside the narrativities, constituted by memory, and thus
by time, that architectural constructions signify for the construc-
tion of the self. It is on this point that Paul Ricoeur goes further
than Renaud Barbaras.

II.

Paul Ricoeur’s phenomenological hermeneutics
(1998), explore the meaning of architecture in correspondence
with narrativity as a unity of space and time, within the expe-
rience of the possible. According to Ricoeur, it is time, and not
space, that is the fundamental category for understanding the
meaning of architecture, an enclosure of possible narratives
that, like fictions, constitute our experience. But to arrive at this
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If narrativity is not a fraction of infinite time,
it is because narrativity is not simply made of pure temporality.
The same is true of architecture. If it is not a fraction of the space
of the geometricians, it is because it is not simply made of pure
space. There is thus, according to Ricoeur, an interconnection of
time and space in narrativity and architecture, which proves, at a
much deeper level, that there is an interconnection between narr-
ativity and architecture : « every life story takes place in a living
space ». With regard to architecture, which is what interests us
here, its temporality concerns historicity:

Temporality concerns the history of architectural
composition. However, I am not referring to the
history written about architecture after the fact, but
to the historicity conferred on the ‘configurative’

act by the fact that each new building arises in the
midst of already built buildings, which have the
same sedimentary character as literary ‘space’. Just
as the narrative has its equivalent in the building,
the phenomenon of intertextuality has its own in

the network of existing buildings that contextualise
the new building. The historicity of this contextual-
isation must be distinguished from a retrospective
scholarly history. It is the historicity of the very act
of inscribing a new building in an already built space
which largely coincides with the phenomenon of the
city, which is a relatively distinct ‘configuring’ act
according to the differentiation between architecture
and urbanism. (Ricoeur, 1998, p. 10-11)

The historicity of architecture has nothing to
do with the academic history of buildings, but with the fact that
every building is in itself linked to others that precede it, and
in every building, there is the possibility of new buildings being
produced from it. It is the historical continuity of these buildings
that constitute the city, the urban, thus being a primary narrative
of the constitution of the self that inhabits it.

Barbaras’ and Ricoeur’s perspectives seem to
be opposed to each other. Indeed, Barbaras gives more impor-
tance to space and Ricoeur gives more importance to time in
order to understand the meaning of architecture in the constitu-
tion of the experience. However, we think that both philosophers
establish a reversal of the common view of the categories of space
and time. The experience of the human being inside architectural
constructions is the unfolding of a spatial experience, in the sense
that subjectivity, thanks to memory and imagination, virtually
travels through several places at the same time when it is physi-
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HOW TO CONSTRUCT A BODY
OF AN ARCHITECT? EDUARDO
SOUTO DE MOURA’S HYPOTHESIS

VITOR ALVES CEAA-ESAP,

ISMAT

In “Self Writing”, a text that is part of a “series
of studies on ‘the arts of oneself’, that is, on the aesthetics of exis-
tence and the government of oneself and others in Greco-Roman
culture during the first two centuries of the empire” (Foucault,
1983, p. 207), Michel Foucault explains the importance of the hu-
pomnemata for the subjectivation of discourse. According to the
French author, the hupomnemata were personal notebooks that
served as a diary, a kind of life book or conduct guide, quite com-
mon among the cultivated public in ancient Greece. These objects
gathered “quotes, extracts from books, examples, and actions
that one had witnessed or read about, reflections or reasonings
that one had heard or that had come to mind.” (Foucault, 1983, p.
209) Nonetheless, Foucault warns that:

However personal they may be, these hupomnema-
ta ought not to be understood as intimate journals
[...]. They do not constitute a “narrative of oneself”
[instead they aim to] capture the already-said, to
collect what one has managed to hear or read, and
for a purpose that is nothing less than the shaping of

the self. (Foucault, 1983, pp. 210-211)

Through a set of fragments of several origins,
from different geographies, authors and times, the “shaping
of the self”, according to Foucault’s description, is done by the
words of the ‘other’. The one who writes them “constitutes his
own identity through this recollection of things said. [...] Through
the interplay of selected readings and assimilative writing, one
should be able to form an identity through which a whole spiri-
tual genealogy can be read.” (Foucault, 1983, p. 213-214) Unlike
what happens in the Lacanian “Mirror Stage”, in which identifi-
cation with the ‘other’ arise in the way the individual assumes an
image in “an experience that leads us to oppose any philosophy
directly issuing from the Cogito” (Lacan, 1949, p. 1), in the case
of the hupomnemata “it is a matter of constituting oneself as a
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belongs to the ‘other’, the fragmentary nature of writing, the
careful choice of authors, its usefulness. But they also provide
clues for the work carried out in the architect’s practice. The
collage technique used by Souto de Moura to assemble his ‘book’
is highlighted by Jorge Figueira (2014, p. 200) as a symptom of
his projects’ post-modernity, evident from the very beginning in
his internship report (1981-82) filled with architectural, literary
or artistic references, where a quote by Henry Miller translates
the essential: “We truly do not invent anything. We borrow and
recreate” (Souto de Moura, 1982, p. 9). Diogo Seixas Lopes, on
the other hand, observes how this collage technique has been

a constant throughout the architect’s career, from older works,
such as the House for Karl Friedrich Schinkel (1979) organized
by different archetypes in a ready-made composition (the ruin,
the cave, the villa), to the most recent such as the competition for
the Serralves Foundation’s Multifunctional Building (2008) in
Matosinhos. (Lopes, 2011, p. 136-139) In an interview by Monica
Daniele, when asked about the reference to Antoni Tapies for
Olivetti’s Ideal Bank competition (1993) in Italy, Eduardo Souto
de Moura explains:

I use it as an analogy. Sometimes the references

are direct analogies: the reference I chose for the
restaurant under construction in Vila do Conde

are the tows’ positions in Africa and the wooden
constructions on the sand of Portuguese fishermen.
The references serve me as confirmation, a mature
attitude working for Siza. I would draw a window
and ask: “Siza, two or three centimetres?”, and he
would reply: “Go see the Sao Paulo café!”. Working
with these mental pre-existences allows us to always
have a term of comparison and to limit the anguish
in the design phase. (Souto de Moura, 2003, p. 438)

For Souto de Moura, in addition to the referen-
ces that allows the creation of a context from which the project
develops — a kind of “mental Neufert” as he calls it —, it also
establishes a term of comparison with the ‘other’, which so-
mehow allows him to test the viability of his proposals. But it has
yet another function — “to limit the anguish” — where, through
identification with the work of the ‘other’, allows him to believe in
the reality of his proposals.

However, it is important to underline here how
in Souto de Moura’s practice, the use of the hupomnemata in the
way it has been argued so far, is not limited to its textual dimen-
sion, but extends to the visual universe. But perhaps this kind of
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Tower a pile of stacked materials; the Quinta do Lago house, the
upper silhouette of the 16th century Nossa Senhora da Luz chur-
ch or Manoel de Oliveira’s cinema house the sculptural variations
of Donald Judd in Marfra. The rational appropriation of a consti-
tutive “already said” expands from the personal notebook to the
studio walls and into his architectural work.

Among Souto de Moura’s “spiritual genealo-
gy”, Aldo Rossi is an unavoidable figure, whether through direct
quotations, as a method according to Diogo Seixas Lopes’ analy-
sis (2011, pp. 136-137), or even identification as Souto de Moura
himself recognizes:

When I taught in Switzerland I was usually sleeping
in a hotel in Zurich. One day, by chance, I discovered
that Aldo Rossi also used to sleep in this hotel, and
that he had written his Scientific Autobiography
book there. As soon as I heard about this, I also star-
ted staying in the attic room where he had written
the book. The room was completely Rossian. It had
gables and a table built into the attic overlooking

the cathedral. Then, at that same table, I reread the
book and realized that everything had to do with
him - it was the Scientific Theatre. (Souto de Moura,
2006, p. 65)

In the book in which Seixas Lopes analyse
some aspects of Rossi’s work, he explains, particularly in the
chapter “Architecture as autobiography”, how his production is
composed through an analogical construction:

The analogy could establish a correspondence
between disparate things, regardless of their time or
place. Ideas and images could be transposed onto
projects, redeployed as if they were from a collection
of a museum. This procedure, and its influence on
the development of designs, became a key subject
for Rossi. From the end of the 1960s, throughout
the next decade, his theoretical efforts were focu-
sed on the notion of an analogical architecture [...].
Eventually, other instances would contribute to this
associative interplay. Sources like books or paintings
are also constellated onto projects, creating a hete-
rogeneous field of references. They were a mirror
image of the persona of the architect. (Lopes, 2015,

p. 119)

The methodological proximities between Souto
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POSSIBLE LIFE AND
CORPOREALITY. ON THE NOTION
OF WELL-BEING IN ARCHITECTURE

QUENTIN GAILHAC Université Paris 1

Panthéon-Sorbonne

1. INTRODUCTION: HISTORY AS A
LIMITATION

“Not everything is possible at all times”
(Walfflin, 1950, p. 11).

This famous sentence from the introduction
to Heinrich Wolfflin’s Principles of Art History could be the
starting point for a reflection on the relationship between archi-
tecture and possibility. In fact, we can understand this sentence
in different ways. First, Wolfflin seems to give history the force
of a limitation. Vision has its history and art history must be able

to grasp the different layers of vision. The history of art develops
over time, but this development implies the existence of certain
periods, during which the forms of representation become fixed
in a certain way. Even if nothing is finished, even if a style is first
and foremost a movement, we can recognize certain constants
that allow us to define a style, and this style always lives in its
time.

From this point of view, the Baroque style is
not only different from the Renaissance style, but the Baroque
style is also the realization of a possibility that the Renaissance
style could not achieve. Irrespective of any teleological view of
art, according to which each period would bring us closer to a
final perfection, Wolfflin’s sentence therefore emphasizes the sin-
gularity of the periods of art from the point of view of possibility.
This historical singularity means that each period is the realiza-
tion of a possibility that no other period could have achieved. A
period of art is thus characterized by the possibility inherent in it.
Negatively, this also implies that every period of art is marked by
an impossibility. More precisely, by a multiplicity of impossibili-
ties.

But what does possibility and impossibility
mean here? When we say that Baroque architecture enriches
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Just as in the human body there is a harmonious
quality of shapeliness expressed in terms of the
cubit, foot, palm, digit, and other small units, so it is
in completing works of architecture. For instance, in
temples, this symmetry derives from the diameter of
the columns, of from the triglyph, or from the lower
radius of the column. (Vitruvius, 1999, p. 25)

However, the theory of proportions consid-
ered the body in its objective, mathematical dimension. Wolff-
lin studied the body in its subjective, and more precisely vital,
dimension. For him, the body is above all the expression of a vital
force. The body is not reducible to its proportions or objective
measurements. The body is in relation to architecture insofar as
the body is alive, i.e. it moves, breathes, constitutes an obstacle or
conditions a liberating movement. If the body is the expression of
a life, and of a life that is not merely individual but collective and
historical, this also means that the vitality of the body itself is the
reason for changes in style. Every style, in fact, is the expression
of the vital feeling of an epoch, insofar as this vital feeling is itself
expressed in bodily attitudes. As Wolfflin writes:

It is clear that architecture, an art of corporeal mass-
es, can relate only to man as a corporeal being. It is
an expression of its time in so far as it reflects the
corporeal essence of man and his particular habits
of deportment and movement, it does not matter
whether they are light and playful, or solemn and
grave, or whether his attitude to life is agitated or
calm; in a word, architecture expresses the ‘Lebens-

gefiihl’ of an epoch. (Wolfflin, 1964, p. 78)

Architecture reflects the corporeal essence of
man at a certain moment in his history, but this reflection is an
idealization, in other words a projection of the vital feeling of an
epoch as the men of that epoch believe it possible. Architecture
therefore expresses, not the one’s own body, but the possible life
that the body of a certain time projects beyond itself. In his first
text, Prolegomena to a Psychology of Architecture, Wolfflin gave
breathing rhythms great importance in stylistic appreciation. The
narrow proportions of Gothic architecture “convey the impres-
sion of an almost breathless and hasty thrusting upwards”, writes
Wolfflin, and produce also a sense of constriction in which the
“lines seem to run with accelerating speed” (Wolfflin, 2017, p.
35). The speed of the lines induced by the general tightening of
proportions is directly related to the sense of compression and
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pain that is constantly felt. Bodily well-being does not correspond
either to individual comfort. In Philibert Delorme’s Premier
Tome de UArchitecture, written in 1567, the architect must take
care to consider “all is required for the honor, profit, health and
good of the inhabitants as well as for their contentment (tout

ce qui est requis pour lhonneur, pour le proufit, pour la santé

et bien des habitants, comme aussi pour leur contentement)”
(Delorme, 1567, p. 8). The architecture has seven members or
parts, all of which ensure the comfort of the body, or at least
guarantee its safety and warmth. For example, windows provid
light, rooms and fireplaces provide heat (Delorme, 1567, “Epistre
aux Lecteurs”, [p. iii]). The propose of the seven parts is indeed to
keep the body safe from the dangers of the outside world, as Leon
Battista Alberti said in his De Re Aedificatoria (1485) about the
“Health of the Inhabitants (incolarum saluti)” (Alberti, 1955, p.
15). But the well-being here only concerns the individual comfort.

2. WELL-BEING AS A FORM OF
HISTORICITY

A. WELL-BEING AND THE LAWS OF
AESTHETICS

For Wolfflin, bodily well-being refers to
something else entirely. Well-being is what corresponds to a
fundamental need of the body at a given historical period. It
therefore expresses a state of the body shared by a community
and reflected in an architectural style: “It is self-evident that a
style can only be born when there is a strong receptivity for a
certain kind of corporeal presence” (Wolfflin, 1964, p. 78). In
this sentence, Wolfflin refers to the transition from the Gothic to
the Renaissance style. The need for greater corporeal well-being
determined this stylistic change. The Gothic style is characterized
by a certain tension of muscles and movements: “everything is
sharp and precisely pointed, there is no relaxation, no flabbiness”
(Wolfflin, 1964, p. 78). In response to this tension, the Renais-
sance will present itself as a movement of relaxation. This new
style will thus be considered as the style that achieves the expres-
sion of well-being:

The Renaissance, by contrast, evolves the expression
of a present state of well-being in which the hard
frozen forms become loosened and liberated and all
is pervaded by vigour, both in its movement and its
static calm. (Wolfflin, 1964, p. 78)
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the criterion of all possible life. We are first and foremost spatial
beings because the configuration of space defines the way our
body will move.

Moreover, the physical world is always mean-
ingful for us because of our body. It means that we recognize ex-
pressions and sentiments in architecture, in the inanimate forms.
In the Prolegomena, Wolfflin says in this sense:

Forms acquire meaning for us only because we
recognize in them the expression of a sentiment
(fithlend) soul. Spontaneously, we animate (beseel-
en) every object. That is a basic instinct in man. It
is the origin of mythological imagination and, even
today, does it not require a prolonged educational
process to free ourselves of the impression that a
figure whose balance is disturbed cannot have a
sense of well-being? Will this instinct ever die out?
I believe not. It would be the death of art. (Wo6lfflin,
2017, p. 8)

But art is never quite the same as life. Tectonic
forms do not express organic life as such, but rather the rep-
resentation we make of a possible organic well-being. Wolfflin
formulated this idea at the end of the first chapter of the Prole-
gomena: “the laws of formal aesthetics are none other than the
conditions under which alone organic well-being (organisches
Wohlbefinden) seems possible” (Wolfflin, 2017, p. 16-17). All the
characteristic spatial forms of a historical style are linked to the
body itself insofar as it is from this body that we imagine not
only several conditions necessary for its preservation, but above
all forms that correspond to our idea of a possible life. The one’s
own body thus plays a decisive role in the historicization of forms
and their expressiveness, because the representations we make
of a possible life, corresponding to a certain corporeal well-being,
change according to the ways of being of this body, the attitudes
that betray in man a certain ideal of being: “As an art, however,
it will give an ideal enhancement of this Lebensgefiihl; in other
words, it will express man’s aspirations (was der Mensch sein
mochte)” (Wolfflin, 1964, p. 78), literally, what man wants to be.

B. CORPOREAL IDEAL AND POSSIBLE
LIFE

The meaning of corporeal well-being becomes
clearer here. It is neither individual nor temporary. It is not
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(die Haltung und Bewegung der Menschen)” (Wolfflin, 2017, p.
54). In Renaissance and Baroque, the style of spatial forms is
always effectively a function of man as a bodily being, but of this
bodily being as it gives rise to a bearing and a gait, to a “light and
playful, or solemn and grave attitude”. It is a non-physiological
dimension of the body that is invoked, and what plays a decisive
role are the cultural determinations that shape collective gestures
and attitudes; in a word, the corporeal ways of being of a people
at a moment in its history.

The transition from the Renaissance to the
Baroque style must therefore be understood in terms of the type
of corporeal ideal that the Baroque wishes to emphasize: “We
can therefore describe the corporeal ideal of Roman Baroque in
the following terms: the slender, well-articulated figures of the
Renaissance have been replaced by massive bodies, large, awk-
ward, with bulging muscles and swirling draperies” (Wolfflin,
1964, p. 80). The Baroque style will thus be characterized by
the victory of the whole over the parts, as if the parts suddenly
became less important than the whole2. Wolfflin even says: “there
is less perception and more atmosphere” (Wolfflin, 1964, p. 85).
Let us conclude these reflections with some general principles.
The body is a power to act and this power is never blind or purely
individual. It is carried towards a certain ideal of being which
is also a projection. But we must be careful with the notion of
projection. Projection refers to an act of the mind. And this act is
a representation. But if the need for another style is really a need
based on corporeal demands, we must rethink projection in an
infra-representational sense. The body is not a representational,
but a vital force of projection. And this life is a possibility of the
body which architecture realizes in an always ideal way. To quote
a famous title of the French novelist, Romain Gary, life is before
us, but life is before us because it is always a possibility that
we must join. And for that reason, the “before” is our common
future.

BIBLIOGRAPHY

Alberti L. B. (1955). Ten Books on
Architecture [1485]. Translated by
James Leoni. London: Alec Tiranti.

Ionescu, V. (2016). “Architectural
Symbolism: Body and Space in Hein-
rich Wolfflin and Wilhelm Worringer.
Architectural Histories”, 4(1): 10,
pp.1-9. http://dx.doi.org/10.5334/
ah.213

Bridge, H. (2011). “Empathy theory
and Heinrich Wolfflin: A reconstruc-
tion”. In: Journal of European Studies,
41/1, pp. 3-22.

Delorme, Ph. (1567). Premier Tome de
I'Architecture. Paris: Morel.

Schwabe.

Kant, I, (1987). Critique of Judgment
[1790]. Translated by W. S. Pluhar.
Indiannapolis: Hackett Publishing
Company.

185

2. On the political
meaning of this
affirmation, see, Levy,
E. (2015). Baroque
and the Political
Language of Forma-
lism (1845-1945).
Burckhardt, Wélfflin,
Gurlitt, Brinckmann,
SedImayr. Basel:
Schwabe, p. 104-109,
and particularly, p.
109: “To the columns
Wolfflin applies
imagery that evoke
aliberal subject: the
Renaissance column
is ‘free’, ‘self-determi-
ning’, all ‘will’, all ‘life’.
The ‘imprisoned’ ba-
roque column evokes
the subject of an
autocratic state. The
striving for freedom
of the suppressed
individual that has
lost its independence
becomes the drama of
the Baroque”.

Levy, E. (2015). Baroque and the
Political Language of Formalism
(1845-1945). Burckhardt, Wolfflin,
Gurlitt, Brinckmann, SedImayr. Basel:

Semper, G. (2004). Style in the tech-
nical and tectonic arts, or Practical
Aesthetics [1860]. Translated by F.
Mallgrave and M. Robinson. Los An-
geles: Getty Research Institute.




187




BIOGRAFIAS / BIOGRAPHIES

ANETA KOHUTOVA

Aneta Kohoutové is a PhD student from the Czech Republic. She
considers herself an active urban citizen. Her everyday practice
corresponds to the area of her research: the ethics of public space.
Such is also the topic of her PhD thesis she is currently working on
as a student of Centre for Ethics (Pardubice, CZ). Her research deals
with different philosophical approaches towards citizenship, power
relations and various layers of public spaces. Currently she is a visiting
researcher at University of Tartu, Estonia, where she working on the
project concerning the distinction between private and public in the
light of Hannah Arendt philosophy. Her articles are published in the
czech biweekly magazine A2 in the section called Public Space. She is
a member of the Active Citizen project, where she is representing her
hometown Hradec Kralové in international meetings and workshops.

ANTON HEINRICH RENNESLAND

Anton Heinrich Rennesland is an instructor and a PhD researcher of the
Department of Philosophy, University of Santo Tomas (UST), Manila,
the Philippines. He obtained his BA and MA (summa cum laude)
Philosophy degrees from UST with both theses garnering a perfect score.
He is a member of various philosophical organizations and has taken an
active part in international conferences in Asia, Australia, and Europe.
His publication list includes journal articles and book chapters with
Routledge and Cambridge Scholars on his fields of interest: Friedrich
Nietzsche, Peter Sloterdijk, Urbanism, and Comparative Philosophy. He
is a managing editor of Kritike: An Online Journal of Philosophy (www.
kritike.org).

CONSTANTINO PEREIRA MARTINS

Constantino Pereira Martins’ academic interests cover an area of
research at the intersection of Theology, Political Philosophy, Sports
and Aesthetics. Graduation and Master in Philosophy. Currently
PhD Candidate at Nova University of Lisbon with the support of
FCT Foundation, collaborator at the research group IEF — Coimbra
University and member of the European Network of Japanese
Philosophy and IAPS. His present investigation is focused on Humor
and Comedy.




BIOGRAFIAS / BIOGRAPHIES

DIOGO MONDINI PEREIRA

Diogo Mondini Pereira is an architect and urbanist graduated

from the University of Sao Paulo, master (MSc) and currently PhD
candidate at the same institution. Since 2016 researches Brazilian
modernist architecture, having published a book chapter on the
subject “Rodoviarias imagens e desejos de cidade moderna” in the
book “Desenho (...) Cidade Moderna” from Lisbon and also has written
several articles for many institutions and scientific events such as

Jaap Bakema Study Center, Universite Lyon, Arquisur, ICHT and
Docomomo_ Brasil. Associate at the Research Group of the National
Council for Scientific and Technological Development (CNPq)
Representations: Imaginary and Technology (RITe) linked to the Center
de Recherches Internationales sur L'Imaginaire CRI2i. As a researcher,
he was part of the development team of Arquigrafia website (www.
arquigrafia.org.br) for architecture and urbanism image sharing with
CNPq support from 2010 to 2014, including support for the publication
of the book “Arquigrafia entre 2009 e 2014” organized together with
Professor Rozestraten. Participated in the organizing committee of the
International Imaginary Colloquiums: Building and Living the Earth
ICHT 2016 and 2019 (https://sites.usp.br/icht2019/). He was also

an exchange student at the Technical University of Munich between
2012 and 2013 and participated in international workshops with the
Universities IUAV (2011) and Princeton (2014).

LAURA CARDOSO LEGARREA

Laura Cardoso Legarrea é académica da nona fase do Curso de
Arquitetura e Urbanismo na Universidade do Estado de Santa Catarina
- UDESC. Dentre as atividades académicas realizadas destaca-se a
atividade assessora na Empresa Janior iDealize Janior e bolsista no
projeto de extensao LabCidade. Atualmente, é membro do escritério de
cooperacao tecnica - Modulo

LUZ ASCARATE

Luz Ascarate is a non-tenured lecturer and researcher (ATER) on
philosophy at the University of Franche-Comté and holds a PhD in
philosophy and social sciences from the EHESS in Paris. Her PhD
dissertation focused on imagination and emancipation according to

Paul Ricoeur. She is currently working on a second PhD dissertation,

on the phenomenology of the possible, under the supervision of Renaud
Barbaras, at the University Paris 1 Panthéon Sorbonne. She is the author
of the book “Imaginer selon Paul Ricoeur. La phénoménologie a la
rencontre de 'ontologie sociale (Hermann, 2022)”.




BIOGRAFIAS / BIOGRAPHIES

NATALIA SA

Natalia S4 é arquiteta e urbanista e atriz. E especialista em Artes da
Cena (2018) e em Artes do Corpo (2019) pela Escola Superior de Artes
Célia Helena, em Sio Paulo. E cofundadora e integrante do Coletivo
Atuador de audiovisual e do grupo de teatro Parahyba Rio Mulher. Tem
graduagdo (2009) e mestrado (2014) em Arquitetura e Urbanismo pela
Universidade Federal da Paraiba — UFPB. Atualmente, é doutoranda na
Faculdade de Arquitetura e Urbanismo da Universidade de Sao Paulo —
PPGAU FAU/USP, onde investiga a relagio entre corpo e arquitetura.

PEDRO BORGES DE ARAUJO

Pedro Borges de Aratjo (b. 1950, Porto, Portugal) Architect

(Escola Superior de Belas Artes do Porto, 1975) MA Philosophy
(Faculdade de Letras da Universidade do Porto, Faculty of Arts

and Humanities, University of Porto 2009) Ideias, Palavras, Coisas

e Mundos Possiveis. Arquitectura Interior de Acordo com Noam
Chomsky. Metadisciplinary PhD dissertation in Architecture

and Philosophy — [ArquitecturaQFilosofia]: Contribuicao para a
investigacdo da Complexidade do Projecto. Modelos Operacionais

no Dominio Arquitectura Patriménio Museu (2015). Borges de

Aratjo is a researcher at the Institute of Philosophy, University of
Porto. He is a Founding member of MLAG, Mind, Language, Action
Group and Coordinator of Project Autofocus Research Seminars on
ArchitectureQPhilosophyQNeurosciences, designed to provide a cross-
disciplinary forum for considering the universal cognitive and emotional
foundations of our individual and cultural lives in biological and social
environments. His professional activity as both a practitioner architect
and teacher since 1975 has shaped his research interests: architecture
and philosophy; animal and vernacular architecture; analysis of
agency in design processes and systems; and the ontoepistemological
framework and metaphysics of agents in the real world. Currently,
Borges de Aradjo is carrying out architectural projects, teaching at the
University of Porto and producing research in the academic domains
corresponding to the above-mentioned intersections. Recently co-
authored with Juhani Pallasmaa the book Building Views on Alvar Aalto
(2019).




VITOR ALVES

Vitor Alves is an architect and combines the professional practice of
architecture with its teaching and academic research. He has a degree

in architecture from FAA-ULP (2003) and attended the master of
Philosophy-Aesthetics at FCSH-UNL (2006/2007). He holds a PhD
(2021) from FA-UP where his thesis — Mirror Shards: The Jornal
Arquitectos (1981-2015) as the territory of the architect’s construction
—, explores the architect’s condition as a ‘project’ and how this
construction can be produced in relation with an ‘other’ reflected

in the printed pages of an architectural periodical. In 2015 he was a
researcher in the R&D project The Site of Discourse, financed by FCT
and, and co-curator of the exhibition O lugar do discurso — Arquitectura
revista. Since then, his research, dedicated to analysing the relationship
between the specialized media and the construction of the architect’s
figure, has been presented in exhibitions, articles, debates and
communications. Currently he is an invited professor at ISMAT and an
integrated researcher at CEAA-ESAP and editorial coordinator of Jornal
Arquitectos, where he is also responsible for the graphics.




ANETA KOHOUTOVA

ANNAMARIA GIACOMELLI BORRAZ
ANTON HEINRICH RENNESLAND
CONSTANTINO PEREIRA MARTINS
CONSTANTINOS V. PROIMOS
DIOGO FERRER

DIOGO MONDINI PEREIRA
LAURA LEGARREA

LUZ ASCARATE

MICHELLE SOUZA BENEDET
NATALIA GRANDO

NATALIA KOVALCHUK

NATALIA SA

PEDRO BORGES DE ARAUJO
QUENTIN GAILHAC

URIEL DAVI ECCHER

VITOR ALVES

OA SRN

2022



