ARANGUREN Y
GONZALEZ GALLEGOS

«''SU casa es muy hermosa,
pero no es repetible ...”

Julio Salcedo

"YOUR HOUSE IS VERY BEAUTIFUL
BUT IT IS NOT MULTIPLIABLE" ...

...blurted out Walter Gropius to Oscar Niemeyer in 1954 in reference fo his house in
S30 Conrado. The sentence is interesting above all for being another proof of the diver-
sity of aims present in an architectonic movement which is relatively coherent. For it
was as frue that in Gropius, endogamic moderity aesthetic was not left out of the gui-
delines of a fundamentally urban collective -cultural, productive- as that in other facets
of the modern movement, especially the vanguards, aesthetic crisis surged based on
the precise singularity of a particular work. This debate between singularity and syste-
matisation gains in complexity when it broadens to different matters of the Modem
Movement, and as happens now, it is a contemporary opus, conscious of the histori-
cal affairs of post-structuralism and destined to the posterior re-valorisation of many
subject matters of modernity, like positivism and the *sublime aesthetic* among others.

The recent works of Aranguren and Gallegos that are published here might be, a prio-
ri, framed by the debate between singularity and systematisation. An architectonic dia-
lectical is presented: a series of designs of specific character, conceived from the optic
of singularity, localised in historical contexts -the gardens of the Museum of Fine Arts
in Céceres (1998-2002), the re-structuring of a wine press and a multipurpose hall,
both in Colmenar Viejo (1999-2001)- along with another series of projects designed
under subject matters of systematisation -housing in Tomelloso (1997-2001) and
houses in Salburia (2001)-, and as a pivotal example among these designing met-
hods, the Parador in Alcald de Henares (2002). The contrast between the mentioned
methods is introduced from the perspective that has been drawn in the previous para-
graphs and the interest lays in going deeper into both methods and looking for a the-
orelical route that puts together such a complex and fertile work as Aranguren and
Gallego present in these pages.

Let's start with the designs under the subject of systematisation. The designing opera-
tions of these correspond to repetition and exchange, and have the weft as method and
result. Atthough it is true that depending on the design the weft is more patent in plan
and elevation, all the projects aim for its legibility. Thus, the weft is read in the abs-
traction of the elevation of the houses in Tomelloso, in the articulation of the facade in
the houses in Salburia and the roof of the Parador in Alcald de Henares. In this way,
the weft becomes an aesthetic bastion, representative of a work with conviction of
*modernity”, Rosalind Krauss, when writing about the weft in her book The originality
of the vanguard and other modern myths, manifests that there are two ways through
which a weft shows modernity in modern art: one is spatial and the other is temporal.
In the spatial sense, the weft establishes the autonomy of the field of art. Flat, ‘geo-
metrised” and ordered, the weft is anti-natural, anti-mimetic and anti-real. In relation
to the temporal, the weft is emblematic of modernity for being precisely so: the ubi-
quitous form of the twentieth century that doesn't appear anywhere, absolutely now-
here, in the nineteenth century.1

The use of the weft in Aranguren and Gallegos' projects seems to have assimilated and
overcome the ambiguous attributes mentioned here. Despite its marked character, the
weft in their work turns to reflection. In relation to the Spatial, inside as well as outside,
the wefts point further away of their abstract enunciates. In the inside, in plan, the dif-
ferent wefts seem to be measured by the realities of domestic occupation. In their syn-
copated asymmetry between wall and gap, also in elevation the weft refers to an ulte-
rior world,

On the other hand, in the temporal sense, in their work the weft constitutes a revival.
The weft had been eradicated in the first compasses of the post-structuralism or had
been subverted to a historic-historical continuation being assigned to other constructi-
ve metrics, for example in the roof of the Atocha Station and the hall in the airport in
Seville (both by Rafael Moneo). So, the decisive bet for orthogonal wefts that are rela-
tively canonical doesn't commespond to the foundation of a status quo but to the origi-
nal re-evaluation of modernist doctrines.

But | consider that the persistence of the weft in the works by Aranguren and Gallegos
doesn't depend much on a post-structuralist revalorization -that is, in a “domesticated”
weft as Hegelian synthesis of these adjoining historical periods- but on the innate natu-
re of this. Going back to Krauss, she assigned to the weft a *mythical power", power
that resides in that the weft allows us to think that we are treating materialism, scien-
ce, sometimes logic, while at the same time it provides a sublime escape to illusion or
1o fiction. As a paradigm of the sublime quality of the weft, Krauss presents us the work
of Agnes Martin (The Wall 2, 1962)2. In her work a qualitative jump is appreciated
between the relative banality of the pieces and the asceticism of the complex. We see
that for Araguren and Gallegos the reasons of the weft are many. This last facet is the
most strengthen in their work. From this derives the already mentioned intention of
representing the weft, above its plane survey use.

This is the meaning that rings out more clearly in the project for the contest of housing

in Salbura. The description of the project mentions mermory and absence, the disso-
lution of the limits and other qualities difficult to attribute to the systematisation of the
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facades and floors but for that *mythical power® of the weft, which elevates its simple
components to an ethereal asceticism.

On the way to the discussion of these "specific buildings" in historical context, we find
in the Parador in Alcala an intermediate piece between the weft and “specific” projects.
As a synthesis of this period in the work of Aranguren and Gallegos, the Parador is wit-
hout a doubt the most successful project. A specific historical context with a complex
and absract system of wefts converge in it. The weft is re-conceptualised, multiplied
and hidden. It becomes a field. The weft-field emanates from the superposition of sys-
fems in which the historical context is just one more, a game between equals. The weft
in "View from the Studio® by Caspar D. Friedrich3 oscillates between field and figure,
and as in the Parador it is framed by a previous reality. This simple juxtaposition points
out a diversity of intrinsic problems in the origin of the modem movement in relation to
history. The brilliant thing about the project is that the problems are pointed out and
resolved in the act of comparison itself. It is 2 structural system fruitful in oppositions
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This is not the case of the following "specific projects connected with historical con-
texts, where the co-existence with history is more interrogative. In the projects in
Colmenar Viejo, Aranguren and Gallegos proclaim a “positive” and “active” presence
facing the historical context for the revalorization of both environment and construction.
The rhetorical image of two parallel walls, the existent one and the one designed for the
Multipurpose Hall are proof of this programmatic burden. It seems a step which, if not
retroactive, is at least too bathed in the first modem vanguards (for example construc-
tivism). Following our pictorial voyage and remembering constructivism, Proun #30, EI
Lissitsky4, in his deliberate encounter with the frame and his manifest and independ-
ent syntactical language, reminds us of the project operations of the Multipurpase Hall,
his struggle with a previous context. The question is in the reasons for this struggle so
well eluded by modernism. James Joyce, through his famous Stephen Dadelus, felt
oy for being in the middle of such a painful relationship between history and moder-

nity: “history is a nightmare from which | am trying to awake". But as with Joyce, somet-
hing is to gain from these businesses. In the case of Aranguren and Gallegos it is a let-
hargic phase that productively wakes up and investigates the tectonic, the matter, the
constructive.

As we indicated before, if in the case of postmodernism the wefts were destined to
constructive logic and its aesthetic was based on an applied and tectonic geometry, on
the contrary the vocation of the weft projects by Aranguren and Gallegos is not preci-
sely tectonic. In their work, the tectonic interest surges in specific projects. One is left
expecting the return to the vanguards of sublime aesthetics that entails the incorpora-
tion of a more active tectonic. It is worth saying that some examples are discerned: the
constructive section in the Salbunda contest and its subtle adjective material use of the
national constructive casing, or the materials palette in the Parador in Alcald. They
open a new chapter in this work invested by the rigor and the experimentation of
modem vanguards.
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