


JuaN CALATRAVA
FraNciscoO GARcCIA PEREZ
DAvVID ARREDONDO
(EDS.)

LA CULTURA
Y
LA CIUDAD

Granada, 2016



El presente libro se edita en el marco de la actividad del Proyecto de Investigacién HAR2012-
31133, Arquitectura, escenografia y espacio urbano: ciudades histéricas y eventos culturales, habiendo
contado para su publicacién con aportaciones econdmicas del mismo

GOBIERNO  MINISTERIO
DE ESPANA DE ECONOMIA
g Y COMPETITIVIDAD

© LOS AUTORES
© UNIVERSIDAD DE GRANADA
Campus Universitario de Cartuja
Colegio Méximo, s.n., 18071, Granada
Telf.: 958 243930-246220
Web: editorial.ugr.es
ISBN: 978-84-338-5939-6
Deposito legal: Gr./836-2016
Edita: Editorial Universidad de Granada
Campus Universitario de Cartuja. Granada
Fotocomposicion: Maria Jos¢ Garcia Sanchis. Granada
Disefio de cubierta: David Arredondo Garrido
Imprime: Graficas La Madraza. Albolote. Granada

Printed in Spain Impreso en Esparia

Cualquier forma de reproduccion, distribucion, comunicacion publica o transformacion de
esta obra solo puede ser realizada con la autorizacion de sus titulares, salvo excepcion prevista
por la ley.



INTRODUCCION. & 4 4ttt ettt ettt et e et e e e e e e e e e e e e e e e et e et e et e ettt . XVII
Juan CALATRAVA

LECCION INAUGURAL

RITRATTI DI CITTA DAL RINASCIMENTO AL XVIII SECOLO .+« « « vt e et tee e eiee e eiiee e . 1
CESARE DE SETA

SECCION I
LA IMAGEN CODIFICADA.
REPRESENTACIONES DE LO URBANO

EL MITO DEL LEJANO OESTE EN LAS CIUDADES DEL SUNBELT NORTEAMERICANO. . . . . ..., . 15
CarLos GARcia VAZQUEZ

LOGOTYPES AND CITIES REPRESENTATIONS. . .+ttt vt tte e te e e e e et e e eie e e e e e 23
Jean-Luc ARNAUD

RECONSTITUCION URBANA: TRAZA, ESTRUCTURA Y MEMORIA . . .« vt tv vttt eenneeenenns
Javier ORTEGA VIDAL

33

NUEVOS TIEMPOS, NUEVAS HERRAMIENTAS: UN CASO DE HGIS &« . « ¢« vt oeetneeeeeennnn,
AnTONIO J. GOMEZ-BLANCO PONTES

45

EL PASEO DE LOS TRISTES DE GRANADA COMO REFERENTE DE UNA ESCENOGRAFfA ORIENTAL A
PROPOSITO DE UN DIBUJO DE WILLIAM GELL . « ¢ .« ettt ettt et e eee e e e e e ee e 5s
MaRria DEL MAR VILLAFRANCA JIMENEZ

LA CIUDAD EN LA NOVELA GRAFICA AMERICANA. VISIONES DE LA METROPOLIS CONTEMPORANEA A
TRAVES DE CINCO AUTORES JUDIOS: WILL EISNER, HARVEY PEKAR, ART SPIEGELMAN, BEN KATCHOR Y
PETER KUPER . . o 1 ottt ittt ittt ittt ittt et e et e ettt . 63
Ricarpo AnGurta CANTERO

EL PARIS MODERNO DE CHARLES BAUDELAIRE Y WALTER BENJAMIN. . . . vt vveteeieeeeenneannn . 73
ANTONIO P1zzA

IMAGENES FUGACES: REPRESENTACIONES LITERARIAS DEL SUBURBIO . « + .ttt vve e e eieeeennnnns . 85
MARTA LLORENTE Diaz

VII



La cultura y la ciudad

HABITANDO LA CASA DEL AZAR. LA CULTURA DE SORTEOS DE CASAS COMO UN SUBLIMADOR EN LAS
REPRESENTACIONES DE UNA NUEVA TIPOLOGIA DOMESTICA DE LA CLASE MEDIA DE MONTERREY. LA
CASA DE ACERO (T9G60) .+« vttt ettt ettt e e e e e e e et ettt ettt .
ALBERTO CANAVATI ESPINOSA

IMAGINARIO URBANO, ESPACIOS PUBLICOS HISTORICOS. GLOBALIZACION, NEOLIBERALISMO Y CONFLICTO
SOCIAL. EJE ESTRUCTURADOR: PASEO DE LA REFORMA, AV. JUAREZ, AV. MADERO Y ZOCALO . . . .. ... .
RAUL Saras Espinpora, GUILLERMINA Rosas LorEz, MArRcos RopoLro BoNiLLa

REPRESENTACIONES DE LO URBANO EN EL SANTIAGO DE CHILE DE 1932. LA CIUDAD, EL URBANISTA, SU
PLAN Y SU PLANO: CINCO MIRADAS POSIBLES DESDE EL OJO DEL URBANISTA KARL BRUNNER. . . . .
PEDRO BANNEN LANATA, CARLOS S1ivA PEDRAZA

REPRESENTACIONES CARTOGRAFICAS Y RESTITUCION GRAFICA DE LA CIUDAD HISTORICA DE LIMA. SXVI-
XIX. o e e ettt et e e e e e .
Maritza CORTES

CASABLANCA A TRAVES DE MICHEL ECOCHARD (1946-1953). CARTOGRAFIA, FOTOGRAF{A Y CULTURA. . . .
RicarD GRATACOS-BATLLE

FAENZA E LE SUE RAPPRESENTAZIONI URBANE: DALLA CONTRORIFORMA AL PUNTO DI VISTA ROMANTICO
DI ROMOLO LIVERANI . . 4ttt te ettt e ettt e e e et e e et e e e et e ettt .
DaNIELE PascaLE GUIDOTTI MAGNANI

MONTERREY A TRAVES DE SUS MAPAS: EN BUSCA DE UN CENTRO HISTORICO MAS ALLA DE «BARRIO
ANTIGUOD + 4t v ettt ettt e e e ettt e e e et e e et e e e e e et e e e e e .
Jost MaNUEL Priero GonzALEz, CyNTHIA Luz CisNEROS FRANCO

MEDIOS DE REPRESENTACION URBANA Y ARQUITECTONICA EN EL MUNDO MESOAMERICANO. UN
TALLER DE ARQUITECTOS MESOAMERICANOS EN PLAZUELAS, GTO. « .+« e vttt vteeenneeennne. .
JosE MiGUuEL RoMAN CARDENAS

EL PLANO OFICIAL DE URBANIZACION DE SANTIAGO Y LA ORDENANZA LOCAL DE 1939: ORGANIZACION
ESPACIAL Y SISTEMAS DE REPRESENTACION EN LA MODERNIZACION DEL CENTRO HISTORICO . . . . .
JosE Rosas VEra, MAGDALENA VICURA DEL Rio

CUANDO LA SOMBRA DE UN ARSENAL ES ALARGADA. PRIMEROS «RETRATOS» DE LA CIUDAD
DEPARTAMENTAL DE FERROL EN LOS SIGLOS XVIIT Y XIX (1782-T850) + v+t vveeieeiiieenieennnns
ALFREDO ViGo TRASANCOS

LAS LINEAS QUE DISENARON MANHATTAN DE LOS EXPLORADORES A LOS COMISIONADOS . . ......... .
Ana peL Cip MENDOZA

SATELLITE MONUMENTS AND PERIPATETIC TOPOGRAPHIES . .« ot vttt vteeeeeeeeineennnnnns .
Firat ERDIM

PLANO Y PLAN: LA TRAMA DE SANTIAGO COMO «CIUDAD MODERNA». EL PLANO OFICIAL DE LA URBANIZACION
DE LA COMUNA DE SANTIAGO, DE 1939, IDEADO POR KARL BRUNNER. . . . oot vvveeeeeennnnnnn. .
GERMAN HipaLGo, WREN STRABUCCHI

GRANADA: LECTURA DE LA CIUDAD MODERNA POR MEDIO DE SUS PANORAMICAS Y VISTAS
GENERALES . . .0 e vttt et ettt e ettt et e et et e e e e e e .
CARLOS JEREZ MIR

VIII

97

10§

III

119

125

135

143

151

161

195

201



Indice

«TURKU ON FIRE». IL «GRID PLAN» ALLE RADICI DELLA CITTA CONTEMPORANEA. .. ...\ vvveenn.... .
ANNALISA DAMERI, ANNA P1cHETTO FRATIN

CARTOGRAFIAS TOPOLOGICAS DE LA DENSIDAD URBANA. UNA PROPUESTA PARA EL DESCUBRIMIENTO
801070 (037N S .
Francisco JaviER ABARCA-ALVAREZ, FRaANCISCO SERGIO CAMPOS-SANCHEZ

DICOTOMIA DE LA VISION. INCIDENCIAS EN EL ARTE DE LA CARTOGRAFIA. . ... ..o .. .
Branca Esricares RooNEy

CARTOGRAFIAS DEL PAISAJE METEOROLOGICO: DIBUJANDO EL AIRE DE LA CIUDAD . . .+« o e v v e eevee ...
TomAs Garcia Piriz

INVESTIGACION CARTOGRAFICA Y CONSTRUCCION DEL TERRITORIO .+« v v vt vvee e e veeeennnnnns .
Nancy Rozo MoNTARA

LA REPRESENTACION URBANA EN LA ERA DE LAS SMART CITIES . . . . oottt viieeeeeeeeeennnnnns .
Paoro SusTeRrsic, MONIcA FERRER

MAQUINAS PARA LA PRODUCCION DEL ESPACIO. LOS DIAGRAMAS COMO HERRAMIENTAS DEL
PLANEAMIENTO URBANO . &+« o\ttt te e ettt e e et e e ettt e et e e e et e et ie e .
PABLO ARRAEZ MONLLOR

INVENTIT iHALLADO, ENCONTRADO! . &+« « vt e ettt et ttee e e te e e e te e et ee e e iee e .
JoAarR CABODEVILLA ANTONANA, Uxua DoMBLAS IBAREZ

ENTRE LO REAL Y LO VIRTUAL. LAS HERRAMIENTAS DIGITALES Y SU ACCION EN LA TRANSFORMACION
DEL PAISAJE URBANO EN LA PRIMERA DECADA DEL SIGLO XXI. A PROPOSITO DEL URBANISMO
CUNITARIOD & v vttt ittt ettt it ettt ettt e aeeeeennnseeeeeennneeeeeennnas .
Sercio CorLomBo Ruiz

LEARNING CITY. SOCIALIZACION, APRENDIZAJE Y PERCEPCION DEL PAISAJE URBANO . ........... .
Uxua DomBLAS IBAREZ

BARCELONA CINECITTA. THE CITY INVENTED THROUGH SCENOGRAPHY . . . .\ vvvveeeeeeeennnnnn. .
Dicre TaskiNn

LA REPRESENTACION DE LAS CIUDADES IDEALES ITALIANAS DE LOS SIGLOS XV Y XVI . . oo o vvvun... .
Davip Hiparco Garcia, JuLiAN Arco Diaz

EL MAR DESDE LA CIUDAD. PARET, LEJOS DE LA CORTE, Y LA IMAGEN DE LAS VISTAS DEL CANTABRICO . .
MARfA CASTILLA ALBISU

DE LA VIDA ENTRE JARDINES A LOS SOLARES YERMOS. EN TORNO A UNA CONSTRUCCION DE LA IMAGEN
DE TOLEDO .« « ottt ettt ettt e e ettt e e e et e e e et e e e e e e e e .
Victoria Soto CaBA, ANTONIO PERLA DE LAS PARRAS

CIUDADES IMAGINADAS / PAISAJES DE PAPEL. PROYECTO Y REPRESENTACION DE LA CIUDAD DE
LISBOA v vttt et e e et et e et e e e e
CARMEN MORENO ALVAREZ

CITTA POSTUME. COSTRUZIONE RETORICA E STRATEGIA ANALITICA NELLE IMMAGINI URBANE DI
GABRIELE BASILICO .+« vt e ettt ettt e e ettt e e e et e e et e e e et e e et et .
Marco Lecrs

IX

209

217

225

233

241

247

253

261

267

275

285

293

301

309

317

323



La cultura y la ciudad

RACCONTARE LA CITTA TRA IMMAGINI E PAROLE. RITRATTI URBANI NEI LIBRI FOTOGRAFICI . . ... .
ANNARITA TEODOSIO

FOTOGRAFfA Y TURISMO. EL REGISTRO DE LO URBANO A TRAVES DE FOTOGRAFOS DE PROYECCION
INTERNACIONAL POR LAS ISLAS BALEARES . . ..ttt ottt eettt ettt e et e e e eae e .
Maria José MULET GUTIERREZ

PARIS NEXISTE PAS. + . 4 4 vt e et ettt et et ettt ettt e e e e e e e e e e e ettt e e .
MaRrisa GARCIA VERGARA

VISION PANORAMICA Y VISION PANOPTICA: MODOS DE VER LA CIUDAD EN EL SIGLOXIX . . ...... .
BeGcora IBANEZ MORENO

LA MISTICA DEL MIRADOR: CIUDADES A VISTA DE PAJARO . . . . o o oo et e et e et et e ie e ie e e e e
CARMEN RODRIGUEZ PEDRET

DESENCUENTROS. DOS DIBUJOS PARA UNA PLAZA, DE PUIG T CADAFALCH . ..\ \vvvveeeeeeeennnnn. .
GurLLEM CARrRABI BEscos

BARCELONA AND DONOSTIA-SAN SEBASTIAN TO THE EYES OF A BAUHAUSLER: URBAN LIFE IN THE PHOTO
COLLAGES OF JOSEF ALBERS . .« + 4 4 o ettt ettt e ettt e et e e et ee e et e et .
LAURA MARTINEZ DE GUERERU

I MEZZI DI TRASPORTO E LA CITTA, TRA PERCEZIONE E RAPPRESENTAZIONE . . .\t voveeeeeennnnn.. .
SiMoNA TALENTI

VISION DE LA CIUDAD DE VENECIA EN LOS ESTUDIOS DE EGLE RENATA TRINCANATO (1910-1998) ... . .
ALESSANDRA VIGNOTTO

VISIONES LITERARIAS Y PERCEPCION DEL PAISAJE URBANO. EL RECONOCIMIENTO DE VALORES
PATRIMONTALES EN LAS VIEJAS CIUDADES ESPANOLAS EN LOS ANOS DEL CAMBIO DE SIGLO. . . . .
JesUs ANGEL SANCHEZ GARCIA

PALINODIA INTIMA DE UNA CIUDAD INDECIBLE. . . .« + .« e e e et et ee e et et e et e e
AARON ]. CaBALLERO QUIROZ

CIUDADES VISTBLES . . &+« t vttt ettt e ettt e ettt e et e e e ettt e e e e e e e e iie et .
IR1GO DE ViAR

ESPACIOS DE LA RESISTENCIA: PAR{S EN RAINER MARIA RILKE . .o\t vvtveeeseeesieeennnnnnn .
CaAroLINA B. Garcia EsTévEzZ

CIUDAD DE LETRAS, EDIFICIOS DE PAPEL. UNA IMAGEN LITERARIA SOBRE LA CIUDAD DE ONTINYENT. . . . .
Danier [BAREZ CamMPOS

«FEBBRE MODERNA». STRATEGIE DI VISIONE DELLA CITTA IMPRESSIONISTA . « « 2 v oo e veeeevnnnn. .
Francesca CASTELLANI

ROMA, RECONOCER LA PERIFERIA A TRAVES DEL CINE . . . oottt ettt tttttiiiieeeaeeeeeaannns .
MONTSERRAT SOLANO RoOjO

EL PAISAJE EN LA CIUDAD. EL PARQUE DEL ILM EN WEIMAR VISTO POR GOETHE . .. ... vvvuernrn.. .
Juan CarpucH CERVERA, ALBERTO RUBIO GARRIDO

LAS CIUDADES INVISIBLES COMO HERRAMIENTA DE ANALISIS URBANO . ... ..vvtvnnneenneenn. .. .
HELria DE SAN NiIcoLAs JUAREZ

331

339

345

353

361

369

377

385

393

399

405

411

419

427

433

439

449

457



Indice

REPRESENTACION HISTORICA, LITERARIA Y CARTOGRAFICA EN EL PAISAJE URBANO DE TETUAN ENTRE
T80 Y TOG0 . vttt ettt e e e e e e e e e e e e e .
JAIME VERGARA-MUKNOZ, MIGUEL MARTINEZ-MONEDERO

CONSTRUCCION Y CONSERVACION DE LA IMAGEN DE LA CIUDAD INDUSTRIAL: IVREA Y TORVISCOSA
(6N 5 7
ANGELES Layuno Rosas

LA CONTRIBUCION ESPANOLA AL URBANISMO DE LA CIUDAD DE MILAN . .. \viiieeeeeeennnnnn. .
MaRria TeresA GARcCIiA GALLARDO

CULTURAL LANDSCAPES AND URBAN PROJECT. ISTANBUL'S ANCIENT WALLS CASE .+« + « v v v ovvvvnn .. .
PasQuaLE Miano

RENOVATIO URBIS STOCKHOLM. CONFERRING A PROPER CHARACTER ON A CITY ON THE ARCHIPELAGO . .
CHIARA MONTERUMISI

SECCION II
LA IMAGEN INTEGRADORA.
PATRIMONIO Y PAISAJE CULTURAL URBANO

LOS REALES SITIOS: PATRIMONIO Y PATSAJE URBANO. . « « +\ vttt e et tiee e eiee e iee e .
PiLar Cuias NAVARRO

THE MAUROR LEDGE OF GRANADA. A VISUAL ANALYSIS. . . .+« vttt teeeeee e e e e e e .
JoaQuin Casapo DE AMEZUA VAZQUEZ

EL ORDEN RESTABLECIDO, LA DESCRIPCION DE LOS PUEBLOS RECONSTRUIDOS TRAS EL TERREMOTO
DE ANDALUCIA DE T884 . o oottt ettt ettt e e et e e e e e e e e e e e .
AnTONIO BURGOS NUKEZ

LA CONSTRUCCION DE LA MEMORIA DEL PATSAJE. .+« « « « vt oe ettt et tiee e eie e e eaee e .
BERNARDINO LINDEZ ViLCHEZ

ARQUITECTURA ETNOGRAFICA EN EL ENTORNO DE RfO BLANCO DE COGOLLOS VEGA, GRANADA . . . .
SALVADOR UBAGO PALMA

AGRICULTURA FRENTE A LA BANALIZACION DEL PAISAJE HISTORICO URBANO. ESTUDIO DE CASOS EN
MADRID, BARCELONA Y SEVILLA . .+ .+« 4t et e ettt e e et e ettt ettt et e e e e e e et .
DavipD ARREDONDO (GARRIDO

LOS ESPACIOS DE LA MEMORIA (Y DEL OLVIDO) EN LA CIUDAD Y SUS DISCURSOS NARRATIVOS: CREACION,
TRANSFORMACION, REVITALIZACION, TEMATIZACION . . vt vttt ettt et et e e et e ee e
Ienacio GONZALEZ-VARAS [BANEZ

APUNTES SOBRE CIUDADES POSTBURBUJA: LOS COMUNES URBANOS EN BARCELONA . . . .. .......
CarLos CAMARA MENOYO

CIUDADES DE LA MEMORIA. CINCO DEPOSITOS DE BARCELONA . « .+« « e vt veee e e e ineennnnnns .
ANA ISABEL SANTOLARIA CASTELLANOS

A TRAVES DEL CALEIDOSCOPIO. EL PAISAJE URBANO EN LA CIUDAD CONTEMPORANEA . . .........
Francisco FERNANDO BELTRAN VALCARCEL

XI

465

473

481

489

497

507

519

523

531

539

547

561

569

579

587



La cultura y la ciudad

LA CONSERVACION DE LA IMAGEN DE LA CIUDAD HISTORICA. EL ESTUDIO DEL COLOR EN LA CARRERA
DEL DARRO .+« ot et et et et et et et et et et e e e e e e e e e e e e e
CARMEN MARiA ARMENTA GARCIA

PAISAJES VELADOS: EL DARRO BAJO LA GRANADA ACTUAL . . .« oottt et e e e e e
Francisca Asensio TERUEL, FrRancisco JosE IBAREzZ MORENO, ANTONIO GARCia BUENO

UNA IMAGEN ANONIMA, UNA ESCENA URBANA, UN TROZO DE HISTORIA. ESTRATEGIAS FLUVIALES EN
LA CIUDAD CONTEMPORANEA . .ttt ettt ettt ettt et et e e et e e e e e e
JOSEMARIA MANZANO JURADO, SANTIAGO PORRAS ALVAREZ

GRANADA: CIUDAD SIMBOLICA ENTRE LOS SIGLOS XVIT Y XVIIT « .+« t vt ve e eteeeeenennen,
NURIA MARTINEZ JIMENEZ

LA INFLUENCIA DE LA PIEDRA DE SIERRA ELVIRA EN LA CONFIGURACION URBANA DEL CASCO
HISTORICO DE GRANADA .« . o\ttt tet et et e et e e e e e et e et e e e
IeNacio VALVERDE EspiNosa, IGNAcIO VALVERDE-PALACIOS, RAQUEL FUENTES GARCiA

EL SACROMONTE: PATRIMONIO E IMAGEN DE UNA CULTURA .« + oottt eet et et eeeeeanenns
AnTONIO GARCiA BUuENO, KaRINA MEDINA GRANADOS

LA IMAGEN DE LA ALCAZABA DE LA ALHAMBRA. . .« o\ oottt et e et e et e e e e e e
ADELAIDA MARTIN MARTIN

LA GRAN VIA DE COLON DE GRANADA: UN PAISAJE DISTORSIONADO . . . e vt v e e eieeanennns
RoserR MARTINEZ-RaMOS E IRUELA

EL CONFINAMIENTO DEL PAISAJE DE LA ALHAMBRA EN SU PERIMETRO AMURALLADO. . ... .......
ALEJANDRO MUROZ MIRANDA

TRAS LA IMAGEN DEL CARMEN BLANCO & & ¢ & sttt ettt et ettt e e e e e e e s
EsTEBAN JOSE Rivas LOorEz

LA ALCAICER{A DE GRANADA. REALIDAD Y FICCION. . .« 1\ttt ettt et it e e e e ee e e
Juan ANTONIO SANCHEZ MUKOZ

LA UNIVERSIDAD DE GRANADA EN EL PRIMER TERCIO DEL SIGLO XX: CULTURA, PATRIMONIO E
IMAGEN DE CIUDAD. .+« « et ettt e et et e e et et e e e e et e e e e e
Maria pEL CARMEN ViLCHEZ LARA

EL AGUA OCULTA. CORRIENTES SUBTERRANEAS Y SACRALIZACION TERRITORIAL EN LA GRANADA DEL
SIGLO XVIT v v ot et et e et et et e et et e e e et et e e e e e
Francisco ANTONIO GARCiA PEREZ

INVENTARIO DE UNA CIUDAD IMAGINARIA . ..ttt ettt ettt ttiee e et e e e
Juan DoMinGgo SanTOS

NUEVA YORK-REIKIAVIK. ORIGEN Y EVOLUCION DE DOS MODELOS URBANOS . .+« v e vvneeen ...
Jost MiGueL GOMEZ ACOSTA

CONTRAPOSICIONES EN LA FOTOGRAF{A DEL PAISAJE URBANO: EL VALOR ESTETICO FRENTE AL VALOR
DOCUMENTO. « « + tt vttt ettt e e et ettt e e e e e e e e e e e et
Juan Francisco MARTINEZ BENAVIDES

JULIO CANO LASSO: LA CIUDAD HISTORICA COMO OBRA DE ARTE TOTAL .+ o v vt vv v eeeaneannns
Jost RamON GonzALEZ GONZALEZ, MIGUEL CENTELLAS SOLER

XII

595

603

611

619

625

633

641

651

659

667

673

681

689

701

709

717

723



Indice

EL ESPACIO INTERMEDIO COMO CONSTRUCTOR DE LA IMAGEN DE LA CIUDAD. . .. .. ..otvvn.. ..
RaQUEL MARTINEZ GUTIERREZ, JOSE MaRiA ECHARTE Ramos

CITY OVERLAYS. ON THE MERCAT DE SANTA CATERINA BY EMBT . .. oot vi e e e e et ee e eeae s
SEBASTIAN HARRIS

LA BARCELLONA DEL GRUPO 2C. L'IMMAGINE DI UN LAVORO COLLETTIVO. . . v e vvvees e e ..
FaB1io LiciTra

LOS JARDINES DE J.C.N. FORESTIER EN BARCELONA: UNA APROXIMACION CRITICA SOBRE EL IMPACTO
DE SUS REALIZACIONES EN LA IMAGEN DE LA CIUDAD . « .+« et e o v et eet et e e eeeae s
MONTSERRAT LLUPART Biosca

BARRIO CHINO. LA CONSTRUCCION DE LA IMAGEN DE LOS BAJOS FONDOS DE BARCELONA .. .....
CELIA MARIN VEGA

NUEVA YORK 1960: EL PAISAJE SOCIAL. CHICAGO I1950: ARQUITECTURA MODERNA PARA UNA
SOCTEDAD AVANZADA. .+« e v e et ettt e et et e et e e e et e e et et e et et e
RAFAEL DE LACOUR

PAISAJE URBANO Y CONFLICTO: ESTUDIOS DE IMPACTO VISUAL EN AREAS HISTORICAS PROTEGIDAS
ALEMANAS (COLONIA, DRESDE) Y EUROPEAS (ESTAMBUL, VIENA) .« + ot v vvteveeeeeeeeen.s
Danier DoMENECH MuKoOZ

PAISAJE HISTORICO URBANO Y ARQUITECTURA CONTEMPORANEA: EXPERIENCIAS EUROPEAS Y
COMPARATISMO . « « .« o et e e e e e e e e e e e e e e e e e e
ApeLe FiapiNo

CONTRIBUCION DE LA VEGA COMO PAISAJE CULTURAL AL PATRIMONIO DE GRANADA LA PROBLEMATICA
ACTUAL DE SUS RELACIONES . .+t o et ettt e et et e et e et e et et e et et e e
Epuarpo Zurrta POVEDANO

ANALISIS DE UNIDADES DE PAISAJE CULTURAL URBANO RESULTADO DE LA LEY DEL GRAN BERLIN DE
o
Francisco Jost FERNANDEZ ToORRES, MAR{A Luisa MARQUEZ GARcia

PASADO, PRESENTE Y FUTURO DEL LITORAL MARROQUT, DAR RIFFIEN . . . v\ v vv s oo e eeneenns
ALBA GARcia CARRION

LAS HUELLAS Y PAVIMENTOS DE LA ACROPOLIS. « « « &+« et ottt e e e et e e e e e e e
JosE Francisco GARCIA-SANCHEZ

PAESAGGI INUMANI: I SILOS GRANARI COME MONUMENTL. & .« + ettt etet et eeeee e eeeeeenns
ANTONIO ALBERTO CLEMENTE

ESPACIOS DE REACCION. LA RUINA INDUSTRIAL EN EL PAISAJE URBANO. « .. oot vt eeeeesanenn ..
Yesica Pino EspiNosa

LANDSCAPE AND CULTURAL HERITAGE: TECHNIQUES AND STRATEGIES FOR THE AREA DEVELOPMENT . . .
MARIiA ANTONIA GIANNINO, FERDINANDO ORABONA

MANINI Y SINTRA: APORTACIONES AL AMBITO DEL PAISAJE . « .\ oottt et eit e e i e e,
IvAN MouRe Pazos

XIII

731

739

747

755

767

775

787

795

805

813

821

827

835

841



La cultura y la ciudad

SECCION III
LA CULTURA Y LA CIUDAD / LA CULTURA EN LA CIUDAD

CIUDAD HISTORICA Y EVENTOS CULTURALES EN LA ERA DE LA GLOBALIZACION . . . . ... oo ...
Juan CALATRAVA

CIUDAD Y TRIBU: ESPACIOS DIFERENCIADOS E INTEGRADOS DE LA CULTURA POL{TICA. REFLEXIONES
ANTROPO-URBANISTICAS SOBRE FONDO MAGREBI . . .« .ottt ittt
Jost ANTONIO GONZALEZ ALCANTUD

MUSEO E/O MUSEALIZZAZIONE DELLA CITTA . . o et e v s ettt et et e e et et e i i
DonateLLA CALABI

VENEZIA E IL RAPPORTO CITTA—FESTIVAL ............................................
GuIDO ZUCCONI

EL OCASO DE LA PLAZA DE BIBARRAMBLA COMO TEATRO . .« ettt ettt eee e e eeeee s
Juan ManUEL Barrios Rozva

ALGUNAS LECCIONES DE LUGARES CON ACONTECIMIENTOS ASOCIADOS. « « « « .\ s et e e eueeenn s
JoAQUIN SABATE BEL

LA RICONVERSIONE DELLE CASERME ABBANDONATE IN NUOVI SPAZI PER LA CITTA . ... .........
PaoLo MELLANO

LA FACHADA MONUMENTAL, TELON DE FONDO Y OBJETO ESCENOGRAFICO . . . . .\ oot v e enan. ..
MiLaGgros Parma CREsPO

AGUA Y ESCENOGRAFIA URBANA. REALIDAD E ILUSION EN LAS EXPOSICIONES UNIVERSALES . . . . ...
Francrsco peEL CORRAL DEL CaMPO, CARMEN BARROS VELAZQUEZ

EL ESPACIO PUBLICO COMO CONTENEDOR DE EMOCIONES . &« . vttt ettt eeeeenaennenns
Juan Carros ReiNa FERNANDEZ

UNA INTERPRETACION DE LA CIUDAD DESDE LA PERSPECTIVA DE LA CULTURA INMATERIAL DE LAS
FIESTAS POPULARES . « « 4« e v ettt e et et e e et e e e e et et e et et e et ee s
Luis IeNnacio FERNANDEZ-ARAGON SANCHEZ

CULTURAL EVENTS, URBAN MODIFICATIONS. VENICE (ITALY) AND THE MODERNITY . . . .. ........
FaBrizio PAoONE

LA CITTA DEL TEATRO DE GIORGIO STREHLER . . . .\ ettt e et ite e e tiee et eiee e iie e it .
Juan IeNacio Priero Lorez, ANTONT RAMON GRAELLS

INNOVANDO LA TRADICION: LOS JARDINES Y TEATRO AL AIRE LIBRE DEL GENERALIFE, UN DISENO DE
FRANCISCO PRIETO-MORENO PARA EL FESTIVAL DE MUSICA Y DANZA DE GRANADA. . .. .......
AroA ROMERO GALLARDO

UNA FIESTA MOVIL. LA IMAGEN DE SEVILLA EN LA OBRA DE ALDO ROSST . .+« v v e evieeennnennn .
VICTORIANO SAINZ GUTIERREZ

EL GRAN ACONTECIMIENTO CULTURAL DEL VACfO Y LA MEMORIA EN EL ESPACIO COLECTIVO DE LA
01 1020 o T
MaRra SANCHEZ LLORENS, MIGUEL GUITART VILCHES

XIV

851

863

875

881

887

897

909

917

929

941

949

957

965

973

989



Indice

HACER CIUDAD. ALDO ROSSI Y SU PROPUESTA PARA EL TEATRO DEL MUNDO . .« .o v evveeeennnnnnn . 997
LaUrA SoRDO IBANEZ

SANTIAGO DE COMPOSTELA, HISTORIA Y PROGRESO. EL XACOBEO COMO INSTRUMENTO DE
TRANSFORMACION URBANA .+ &+« vttt ettt e et tte e et ee e ettt et ie e ee e . 1005
RicarRDO HERNANDEZ SORIANO

GIRONA TEMPS DE FLORS: CULTURA E TURISMO.. « « « « + v et ettt e e et te e et te e e tie e iee e . 1013
Nabia Fava

ARQUITECTURA E IDENTIDAD CULTURAL. EXPERIMENTACIONES CONTEMPORANEAS EN LA CIUDAD DE
GRAZ .« ottt et et e e e e e e e . 1021
EmiLio CACHORRO FERNANDEZ

EXPERIENCIAS DE UNA CAPITALIDAD CULTURAL QUE NO FUE EL CASO MALAGA 2016. .. ... oovvvun.. . 1033
Ienacro JAureGul REAL — DaNIEL RINCON DE LA VEGA

ROMA, CA. 1650. EL CIRCO BARROCO DE LA PIAZZA NAVONA. . . ..ottt teteeeeeiaeennnnnan . 1039
JurLio GARNICA

PATRIMONIO Y PAISAJE TEATRAL URBANO. LA PLAZA DE LAS PASIEGAS EN GRANADA . . . ..o vvvvnn... . 1047
CARMEN BARROs VELAZQUEZ. FrRaNCISCO DEL CORRAL DEL CAMPO

LA VILLE RADIEUSE: UNA CIUDAD, UN PROYECTO, UN LIBRO DE LE CORBUSIER. UN JUEGO. . .. .... 1055
Jorge Torres Cueco, Crara E. Mgjfa VALLEJO

LA BERLINO DI OSWALD MATHIAS UNGERS . .« . o\ et ettt et et et et e e e e e e e e e 1063
ANNALISA TRENTIN

PANORAMI DIFFERENTI PER LE CITTA MONDIALL . . o\ ettt et ee e e e et et e e e e eae s 1071
Uco Rossrt
METODO PARA VISIBILIZAR LA CULTURA DE LA CIUDAD: MONUMENTALIZAR INFRAESTRUCTURAS . . . . . . 1077

MaARiA JESUS SACRISTAN DE MIGUEL

ANTIGUOS ESPACIOS CONVENTUALES, NUEVOS ESCENARIOS CULTURALES. APROXIMACION A SU
RECUPERACION PATRIMONIAL . 4 4 v vt vttt e ettt e e e e e et ettt e e e et e e e 1085
Tuais RopEs SARRABLO

EFICIENCIA ENERGETICA Y CULTURA URBANA: LA CIUDAD COMO SISTEMA COMPLEJO . ... ....... 1091
RArAEL GaRciA QUESADA

STORIA DI UNA RIQUALIFICAZIONE URBANISTICA AD ALGHERO. LO QUARTER: DE PERIFERIA A CENTRO
CULTURALE « .« & ot ettt e e e e e e e e e e e e e e e e e e e e 1097
ANGELA STMULA

XV



BARCELONA CINECITTA
THE CITY INVENTED THROUGH SCENOGRAPHY

DicLE TaskIN

Federico Fellini was, in his own words, «a terrible traveller» '. He felt «helpless, vulnerable
and rootless» whenever he found himself away from Cinecitta, «the magical kingdom» which
permitted him to travel without moving by inventing and recreating whatever occurred in
his imagination. For him, the only authentic way of travelling was there, in «teatro 5», where
he could feel the same excitement and the thirst for knowledge that he would have felt if
he had travelled literally 2. When he was asked during an interview why he hadn’t been to
Barcelona, supposedly the most «fellinian» city in the world, his answer was unpredictable.
Fellini, in reality, had actually been in Barcelona after giving in to the endless comments of
his friends and his answer was that his friends were right, Barcelona was really a fellinian
city, but then, he had to revise and redefine what word truly meant. He continued that
even if it was the case, if he ever wanted to make a film about Barcelona, he would do it in
Cinecitt, in «teatro 5», «playing with silks and gelatinas» 3.

Regardless of the question whether Barcelona was fellinian or not, Fellini never made
a film about Barcelona. His friends, on the other hand, continued contemplating the idea,
tracing the fellinian aspects of the city, envisioning the labyrinths of Agenzia Matrimoniale
in the streets of Raval * and capturing the nostalgia of Amarcord in the memories of school
parades in Montjuic’ (...) All evoking a certain curiosity to ask what Barcelona would have
looked like if invented by Fellini. What would have been his primary inspirations and how
would he have distorted the reality, how many meters of silk and how many kilos of gelatine
would have been spent in order to construct this «fellinian» version of the city?

Even though Barcelona was never recreated by Fellini, there are films which undertake
the endeavour. Some, partially recreate it with its exteriors and recognisable features as
settings in studios, while others convert the city itself into a studio. Barcelona becomes a
background to be altered and adapted to depict stories belonging to other geographies or
time periods. The first ones construct typical streets of «El Barrio Chino» or attic houses

1. Jorge Grau, Fellini desde Barcelona. Barcelona, AMBIT Serveis Editorials, 1985.

2. Tbid., p. 230.

3. Interview from Barcelona, Metrdpolis Mediterrinia: Barcelona, ciudad de cine, cuaderno central, 6, Barcelona,
Ayuntamiento de Barcelona, 1987.

4. Grau, 0p. cit., p. 72.

5. lbid., p. 173.
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surrounded with enormous cycloramas of the skyline while the later examples Paris of the
eighteenth century replaces the urban scenery, just as easy as the revived rush of the Expo
1929. Among all these interpretations and disguises, the idea of imagining a Barcelona
invented by Fellini starts to lose its importance and appeal. The curiosity no longer resides
within the given authenticity of the director but it becomes replaced in the searching for
the real value of this process, the potential in being able to depict two completely different
contexts within the same background, the ability to synthesise and communicate with
connotations, all achieved through very efficient compositions.

«From an image, a story can be invented. It is a fun game. Then the ideas flow. But it is
necessary to have an initial image. (...) An image can lead to a story; a story can never lead
to an image, only to an obscure multitude of images»°.

As the images lead to a story, so was the case of Fellini. His primary creative impulse
was not filmmaking but drawing which he started at early ages and continued later on in
the «Funny Face Shop» in Rome making comical portraits of German soldiers while the
city was under occupation’. He never stopped drawing which later became almost an
intuitive process in his filmmaking, a crucial phase through which he acquired an immense
collection of observations and trivial knowledge, a collection which inspired him creating his
authentic characters and archetypes. All of his «caricature notes, little figurines staring from
the corner of the page, the obsessively hypersexualized feminine anatomies, the descriptive
portraits of cardinales and other infinite number of sketches (...)» used to come back to
him as he entered the studio on the first day of each shooting®. As this collection became
an intermediary between his films and the reality, it also revealed his proper expression all
along the process with each single deformation, abstraction and exageration.

Juhani Pallasmaa refers to Sartre in his book called «The Architecture of Image» where
he explains how the scenes created by the artists become experientially real. According to
Sartre, when a painter creates a house, he creates an imaginary house and not a sign of a
house. And the house, in return, preserves all the ambiguity of real houses®. One can argue
that the different versions of Barcelona, recreated and disguised, carry the same ambiguity
similar to the imaginary house, an ambiguity which gives each of them a certain authenticity.
The filmmaker, just like the painter, recreates an imaginary reality, a representation filtered
through the sum of his or her recognitions, observations and past experiences. The process
was made quite visible in the case of Fellini where not only his inspirations but also the
way he perceives was materialised in his detailed caricatures and sketches. In other cases
where there is no such possibility to refer to an explicit and extensive catalog, the references
might be much more obscure and subtle. Still, tracing them would show how the reality is
interpreted, how it is represented and which notions it is filtered through.

6. Jacinto Esteva (dir.), Dante no es vinicamente severo, 1967.

7. Vittorio Boarini, £/ cine pintado por Fellini. Madrid, Filmoteca Espanola, 2007.

8. Federico Fellini, Fare un film. Turin, Giulio Einaudi, 1980, cited in Boarini, op. ciz., p. 12.

9. Jean-Paul Sartre, What is literature?. Gloucester (Mass.), Peter Smith, 1978, cited in Juhani Pallasmaa, 7he
architecture of image: Existential space in cinema, Himeenlinna, Rakennustieto, 2001. p. 21.
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While the drawings of Fellini were derived mainly from an intuition, the art directors
actually acknowledge the process as a requisite and a rational method of «documentation».
Félix Murcia defines it as a motto for his profession, as the primary condition in which one
«should know all there is to know to be able to invent what is unknown» '°. Gil Parrondo
admits having more than forty books in his library solely about the inquisition '* while Javier
Fernandez states that «documentation» is just as crucial for the films which «pass in the
present day in the suburban outskirts of a city» as for the ones which happen in eighteenth
century. «If you don’t go for a walk in the marginal neighbourhoods, you can’t achieve the
credibility and the film doesn’t have good results. You have to investigate how those people
live, you have to get inside their houses because a shanty is a world to be photographed,
people can see that it is a shanty, but you have to depict even its odor '2.

Documentation, in such cases, goes beyond the definition of solely acquiring knowledge
and becomes almost a quest to create the most convincing representation of reality that is
possible and to achieve almost a mental image. The texture, color, smell and all the other
things included in this image help creating an existential space which can extend beyond
the limits of frame. Even when the representation is meant to be the most credible version,
there is always an interpretation and thus a distortion which takes place, a translation of
reality into the image and the film language, where the «optics do not correspond to that
of the human eye, the color does not correspond to the natural and for a person to look
natural, he should wear a make-up» .

—DPeople disappear everyday.

—Every time they leave the room.»

As the art directors put a certain emphasis on the importance of creating a convincing
representation, La Calle Sin Sol stands out as one of the examples in which «el Barrio
Chinov, the old china town of Barcelona is recreated almost with «its odour». Directed by
Rafael Gil in 1948, the film tells the melodramatic story of a french fugitive who finds a
refuge in the neighbourhood, in such a narrow street that not even the sunlight enters, a
setting which represents all that the name «El Barrio Chino» can suggest. The plans and
the elevations of the set designer Enrique Alarcén consist of the layout of a backstreet and
a series of fronts all elaborated with utmost meticulousness. A backdrop painted with a
false perspective marks the end of the street which is articulated by adjacent buildings,
vaulted doors, shop windows, niches and fountains. The walls appear rendered with worn
out textures, stairs and cracks on the plasters which reveal the brick underneath. A series
of windows, balconies and niches, some with banisters and some with roller blinds, all
uneven and without a continuous order... Small arrows around the balconies marking
where the clothes are put out to dry, posters and advertisements on the walls, the panels
with the «menu of the day» on the thresholds and at the corners where the men and women

10. Jorge Gorostiza, La arquitectura de los suefios: Entrevistas con directores artisticos del cine espafiol. Alcald de
Henares, Festival de cine de Alcald de Henares, 2001.

11. Ibid., p. 372.

12. Ibid., p. 291.

13. Ibid., p. 289.

14. Michelangelo Antonioni (dir.), Reporter, 1975.
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are drawn standing or waiting for their next clients... All the signboards that indicate the
bars, taverns, hotels and shops as well as everything else that fits in these facades belong to
a collection which relates to «El Barrio Chino», not only with its physical aspect but also
through its history and its well-known myth.

Since the construction of a set presents itself with certain physical and economical
limitations, the efficiency carries an utmost importance. The art director never defines a
space as an architect does, he transmits a feeling of what that space should be. The walls
never have thicknesses, the rooms tend to lack some of its walls and the doors don’t even
open to other spaces. In the case of La Calle Sin Sol, the same rules of efficiency apply in
a similar fashion. While a backdrop closes one end of the street, the subtle bevelling of
the particular layout provides another end in order to close the framing. The fagades are
constructed only till the first floor as the high camera angles can reduce the visible area and
enable to build less. In the set, only what is visible is constructed and therefore, everything
that is «included» carries a specific importance.

According to Michelangelo Antonioni, «a certain line spoken in front of a wall or
against the setting of a street can change in meaningy '°. One can argue that, in reverse order,
that certain line can also change the meaning of the wall or the setting in front of which it
is spoken. Such a hierarchy can provide a narrative depth to the composition and enhance
the cinematic space which is experiential and not real. All the details which are «included»
in the design are not chosen only because they belong to the collection, but also because
they create a more dramatic outcome in the composition, an outcome which can augment
this cinematic space, which can extend its limits far beyond what is seen and not seen or
what is built and what is left out.

«—You look strange, as if something is missing (...) I see, you are still wearing tuxedo

trousers.
—It doesn’t matter, they are off-screen. Besides, order is one thing, meticulousness is
Yy
another.» '°

While some of the movies recreate Barcelona in the artificial environment of film studios,
there are others which convert Barcelona to a film studio itself, depicting stories and fictions
that do not match the context or the place and time. According to the art director Félix
Murcia, the most important advantage of not filming in a studio is to be able to «<make use of
the same methodologies over the pre-existing things (...), over a real architectural base and a
real natural environment; to try to give them the necessary form as one could have done in a
studio designing it, building division walls, opening holes and modelling spaces» 7. Many of
the productions which prefer to make use of these resources and natural exteriors disguise the
urban background with fictitious landscapes or impressive historic scenes. On the contrary
of the sets built in film studios, none of these settings are built from scratch; they are all
achieved by superimposing the fiction with the reality and the invented with the existing. As
working with the city is not the same as working in a studio, the process also differs slightly;

15. Pallasmaa, op. cit., p. 117.
16. Jacinto Esteva (dir.), Dante no es vinicamente severo, 1967.
17. Gorostiza, op. cit., p. 289.
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the importance and the ambiguity which gives the authenticity to the representation no longer
resides in what is «included», but most importantly in what is «excluded». The angles and the
framing of the camera define the area of intervention, the portion of the urban background
which needs to be changed and manipulated while the rest is left completely irrelevant.

As the frames define what would be the range and the scale of this meticulous
transformation, it also defines the relationship between the location and the setting
which disguises it. The sequences filmed mostly with close-ups and medium shots would
exclude an important part of the surrounding while putting the emphasis on the dramatic
qualities of the script rather than the visual aspects of the scenery. On the other hand,
the use of panoramic shots would cover a much larger area where the location would
require transformations and constructions almost as ambitious as to that of a film studio.
Placing objects, characters and distractions may no longer be sufficient to create the
desired ambiance; it might require the construction of false fagades or the replacement of
pavements. The streets might need to be smudged with mud almost until the first floors
of the buildings and the facades of the shops might need to be replaced with those of
Hamburg, Budapest or Havana as well as the post-war period of Barcelona. ..

As the locations never appear in their totality, the way that they are occupied and filmed
also shifts the way that they are perceived. «La Plaza Mercé» which appears as a fish market
in eighteenth century Paris in Perfume: The Story of a Murderer'®, also appears in another
film, La Mujer del Anarquista®, as a bombed square in Madrid. As the location almost
remains anonymous in the first example, the emphasis is put mainly on the construction of
the fish market, on the awnings and booths surrounded with a dazzling traffic of people and
merchandise, excluding most of the recognisable features but still transmitting the feeling of
the space. In the later example, panoramic shots include a much bigger portion of the location
including some of its recognisable features, to be able to cover the totality of the intervened
facade which is given a ruined effect. While the fixed camera angles place the emphasis on
this facade due to its dramatic role in the sequence, they also fail transmitting the enclosed
feeling of plaza, reducing it almost to a two-dimensional composition, where the fagades look
like backdrops painted with false perspectives, similar to those that are used in film studios.

Fellini once stated that the set of Rimini recreated at the beach of Ostia was more real
than Rimini itself*. Different versions of Barcelona that are put together along this brief
discussion may also be considered within the same argument. While the recreation of the
city underlines the importance of seeing what is essential, disguising the city shifts the focus
to understand the value of the disposable. In conclusion, the curiosity and the real interest
do not rest within analysing the image of the city which simply appears on the screen but,
within the quest for seeing an image of Barcelona more real than Barcelona itself, Barcelona
which is «invented, theatrical and seen in its essence».

18. Tom Tykwer (dir.), Perfime: The Story of a Murderer, 2006.
19. Marie Noéllea and Peter Sehr (dirs.), La mujer del anarquista, 2008.
20. Grau, op. cit., p. 10.
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Enrique Alarcén, La Calle Sin Sol (Complejo Callejuela) (Source: The set drawing of La Calle Sin Sol,
Enrique Alarcon: Un arquitecto de cine. Barcelona, Museo de Cera, 1986. Catdlogo de la Exposicion
del Ministerio de Cultura)

La Plaza Mercé in Perfume: The Story of a Murderer’. (Source: Author’s drawing)
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La Plaza Mercé in ‘La Mujer del Anarquista’. (Source: Author’s drawing)






