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1. Memorabilidade como Imagem; 2. Clareza da Estrutura; e

3. Valorizagdo dos Materiais "como encontrados”. Recordando que
uma Imagem € o que afecta as emogbes, que Estrutura, no sentido
mais amplo, é a relacdo entre as partes, e que os Materiais "como
encontrados” sdo matérias-primas, conseguimos regressar a citagao
que encabecava este artigo “L'architecture, c'est, avec des Matériaux

Bruts, établir des rapports émouvants”.

Produzir relagbes comoventes com materiais encontrados,
desmontados ou manipulados, bricolar fragmen‘(ﬁ:(‘lkg;filmes,
s0ns, ruinas, objectos, memdarias) até se tornarem matérias-primas,
materiais em Bruto de novas construgdes afectivas com as Imagens
e com as coisas. Produzir um turbilhdo de reverberagées, de ecos de
ecos de ecos, paradoxalmente capaz de se inscrever no olhar como
algo singular e reconhecivel e feito daquilo que parece ser feito; de
coisas reconheciveis o suficiente para serem ainda o que parecem ser
mas j& outras coisas nas relacoes que estabelecem.

Ou dito de outra maneira, porque as imagens podem ser de
facto a matéria das coisas ou, parafraseando o titulo de uma das obras
em exposi¢ao, as imagens sdo acgbes, ou promulgacdes, ou decretos,
ou encenagoes e re-encenagoes, ou construgdes e re-construgoes, ou
até a inversao dos vectores através da qual as consequéncias alteram
as causas, para chegar mais perto da distor¢ao da reverberagdo do
feedback. As coisas feitas também do seu fazer, e das relacoes que
estabelecem quando sdo convocadas para o momento efémero da
exposicao. Um laboratério de relagdes comoventes que devolve os
materiais a um estado em bruto, de novo matéria-prima de outro fazer

transformador.

Esta narrativa a muitas vozes exige uma arqueologia
ficcional, uma escavacdo delirante das suas capas e dos seus planos
de sedimentacao, e uma reconstrugao das imagens através das
maneiras sempre diferentes em que se desvanecem. A Ultima frase
da epigrafe é o primeiro nivel desta arqueologia, escavado de uma

famosa (entre os arquitectos) e quase centendria licado de

Ordinary and Luminous

1. Memorability as an Image; 2. Clear exhibition of Structure; and

3. Valuation of Materials ‘as found’. Remembering that an Image is what
affects the emotions, that structure, in its fullest sense, is the relationship
of parts, and that materials ‘as found' are raw materials, we have worked
our way back to the gquotation which headed this article "L’ Architecture,

c'est, avec des Matieres Bruts, etablir des rapports emouvants”.

To produce stirring relations with found, disassembled or
manipulated materials, bricolaging fragments (books, films, sounds,
ruins, objects, memaries) until they once again become raw materials,
building blocks for new affective assemblages of images and things
To engender a vortex of reverberations, echoes of echoes of echoes...
paradoxically capable of appearing to the eyes as something singular
and recognizable, and/'made of what they appear to be made of; yet
recognizable enough to remain what they appear to be, but already
something else in the relations they establish.

In a different formulation - because images can really be the
matter of things - and paraphrasing the title of one of the works in the
exhibition, images are acts, or promulgations, or decrees, or scenarios,
or re-enactrments, or constructions and reconstructions, or even the
reversal of vectors through which the consequences change the causes,
in order to get closer to the distorted reverberation produced by
feedback. Things made up of their own process of making, and of the
relations they establish when rushed together in the ephemeral moment
of an exhibition. A whole laboratory of stirring relations bringing things

back to a state of becoming, raw materials for further transformations.

Making sense of a narrative with so many voices requires
a fictional archaeology, a delirious excavation of its many veils and
sedimentation planes; a reconstruction of its images through their
ever-changing ways of fading and disappearing. The last sentence
of the epigraph is the first layer of this archaeology, Le Corbusier's
famous (among architects at least) and almost centenary Lesson of
Rome: "architecture is the use of raw materials to establish stirring

relationships” This statement was pronounced as a slogan two pages
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Roma de Le Corbusier: Com Materiais em Bruto estabelecer relagdes
comoventes, proclamado como slogan duas paginas a seguir a
imagem de abertura do capitulo: a villa, do imperador Adriano em
Tivoli. A tentacdo de ler uma coisa na outra, de imaginar as relagdes
comoventes entre os fragmentos ou figuras arquitecténicas da Villa
Adriana como uma definicdo do fazer da arquitectura quase faz
esquecer o antiacademismo deste capitulo de Vers Une Architecture
(1923). E ler através das paginas é ja um modo de desestabilizar a
matéria de que sao feitos os livros. Este plano esta dentro doutro
plano, o artigo de Reyner Banham intitulado "O Novo Brutalismo”,
publicado em 1955 na Architectural Review. O propésito deste texto
era também antiacadémico, mas é a vizinhanca entre as palavras e as
imagens que engendra o plano ficcional desta escavacdo. As imagens
da Igreja de Ronchamp, de Le Corbusier, a abrir o texto na pagina
esquerda deslocam o sentido do slogan do mesmo Corbusier em
epigrafe na pagina direita, e o Novo Brutalismo passa a incluir a capela
e 0 betdo aparente no seu espectro. As paginas seguintes relacionam
o Novo Brutalismo com a Arte Bruta e os Paralelos entre a Arte e a
Vida e finalmente passam o estandarte da geracao de Le Corbusier
para a nova geragao, que finalmente constroi edificios com materiais
industriais, em bruto, e com um desprendimento, ou como escreve
Banham: um je-m‘en-foutisme ou bloody-mindedness que justifica a
descrigdo de Brutalista. Uma atitude protagonizada, segundo Banham,
por Alison e Peter Smithson. Aqui os ecos cruzam-se: o trabalho

dos Smithson como fragmento desta matriz de relagées com a obra

e literalmente como matéria-prima de uma instalagao anterior de
Fernanda Fragateiro: Ordinariness and Light, after Alison and Peter
Smithson (2018), parte integrante de uma exposigao intitulada com
uma frase de Alison Smithson: For us a book is a small buidling (2018).
Esta obra-eco convocava as ideias, os ritmos e os materiais de que

se fazia o complexo de habitagao social de Robin Hood Gardens
construido pelo casal Smithson nos anos 1970. O passado recente
acrescentou outra camada a estamontanha de ruinas, com a recente
demolicao deste conjunto, mais uma dobra nas relagbes comoventes,
nos materiais em bruto e também nas matérias-primas desta obra

multiplice.

after the chapter's title page, illustrated with Emperor Hadrian's villa built
in Tivoli. The seductive idea of reading one thing within the other, of
imagining the stirring relations between the fragments or architectural
figures of Hadrian's villa as a definition of architecture, overshadows the
anti-academicism of this chapter of Towards a New Architecture (1923).

Reading through the pages is already a way of disrupting the
matter of which books are made. Layers inside layers. .. this one inside
Reyner Banham's text titled “The New Brutalism”, published in the
Architectural Review in 1955, This was, like Le Corbusier's, an anti
academic text, but it is the closeness betwehen ords and images that
engenders the fictive plan of this excavation. The opening images of Le
Corbusier's Ronchamp chapel on the left page displace the meaning
of Le Corbusier's epigraph on the right page, welcoming the chapel
and exposed concrete into the sphere of New Brutalism. The following
pages relate New Brutalism to Art Brut and to The Farallel of Art and
Life, eventually handing the banner to a new generation, which actually
builds with industrial, raw materials, and with a nonchalant attitude, or
rather, as Banham writes, a je-m‘en-foutisme or bloody-mindedness that
justifies the Brutalist slogan.

According to Banham, Alison and Peter Smithson were the
protagonists of that attitude. At this point the echoes cross paths
the Smithsons’ work as a fragment of this matrix of relations, and
literally as the material of Ordinariness and Light, after Alison and Peter
Smithson (2018), an earlier installation by Fernanda Fragateiro, part
of an exhibition titled after a sentence by Alison Smithson: For us a
book is a small building (2018). A work made of echoes, this installation
assembled much of the ideas, rhythms and materials of which Robin
Hood Gardens, the Smithsons' 1970s council estate, was made. The
recent past has added another layer to this pile of ruins, with the
recent demolition of this complex, another fold in the stirring relations,

materials as found and raw materials of this multiple work.

This fictional archaeology requires a complex excavation of
media's immateriality, particularly television. And how to excavate matter
that appears to vanish in plain sight? How to excavate the ephemerality,

fhe here-and-now of analogical media, constantly obliterated every

time we rescue those memories on-line anyplace anytime? Or how to




Esta arqueologia ficcional também precisa de escavar a
dificil imaterialidade dos media, sobretudo da televisdo. E como
escavar uma matéria que parece desaparecer a vista de todos, como
escavar 0 aqui-e-agora analdgico dos meios efémeros obliterado
de cada vez que resgatamos estas memorias on-line em qualquer
sitio e em qualquer hora? Ou como escavar os media quando as
divisbes entre produtores e espectadores parecem desaparecer?
Talvez tragando mapas paralelos que permitam ver diferengas e
desvios de um qualguer contorno, realgar as relagoes comoventes
que a obra estabelece entre as coisas. E aqui também os Smithson
sao uma valiosa ajuda, ainda que muitas vezes involuntéria e tragica,
porque também o Novo Brutalismo foi julgado, condenado e punido
no teatro mediatico da opinido colectiva; uma demoligdo imaterial
que abria caminho para a sua literal demoligdo. A construgio do
complexo residencial e os seus autores foram os protagonistas de um
documentario da BBE emitido em 1970: The Smithsons on Housing,
numa tentativa de aproximar a habitagao publica da opinido publica
produzida pela televisdo. Pouco depois as imagens em movimento
imortalizavam a demoligao de Pruitt-lgoe, o grande complexo de
habitacao social considerado inadequado em St. Louis, no Missouri.
Para alguns criticos, esta implosdo era também a implosao do
projecto da arquitectura moderna. E a violéncia simbdlica neoliberal
de destruir casas que prometiam resolver as feridas sociais dos bairros
miseraveis que substituiam nao se limitou nestes anos a Pruitt-Igoe,
demolindo também o monumental Quarry Hill, em Leeds. Outra
vez a televisao era o plano no qual encenar a demonizacio e o
esvaziamento de significado: a construgao mediética da habitagao
social como lugar ou bairro problemético como suporte do consenso
social que autoriza o seu literal apagamento.

Alguns anos antes da sua demoligdo, Quarry Hill aparecia na
televisdo como a fortaleza dos bandidos na comédia Queenie’s Castle,
naturalizando a sua "cumplicidade” com o gangue local, permitindo
o estranho silogismo de culpar a arquitectura dos males que nela
se encenavam. Em Leeds, a televisao foi simultaneamente carrasco
e memorial da habitagdo social. E a histdria repete-se, como farsa e

 tragédia, em Robin Hood Gardens. Como a dita pés-modernidade e o

neoliberalismo que muitas vezes a acompanhou se empenharam em

excavate the media when the divide between viewers and producers is
blurred? Perhaps by tracing parallel maps that show the differences and
misalignments between contours, or just by highlighting the moving
relations the artwork establishes between things. Once again, the
Smithsons are of valuable help in this media archaeclogy, even though
sometimes that help is involuntary and somehow tragic. They keep us
aware that New Brutalism was judged, condemned and punished in the
arena of public opinion; an immaterial demolition that paved the way for
its actual demolition

The authors and the building process of this estate were
featured in The Smithsons on Housing, a BBC documentary aired
in 1970, as a clear attempt to make an approach between public
housing and public opinion as generated by televisian. Soon after,
moving images would immortalize the implosion of Pruitt-lgoe, a vast
housing estate deemed inadequate in St. Louis, Missouri. For some
critics, this implosion was also the implosion of the entire project of
modern architecture. But this neo-liberal form of symbolic violence (the
destruction of modern houses that assumedly failed to heal the social
evils of the slums they had replaced) was not limited to Pruitt-lgoe, as
the monumental estate of Quarry Hill, in Leeds, was also knocked down.
And here again television was the stage on which public housing was
demonised and deprived of social meaning. It was the media narrative
of council housing as a source of social unrest that led to the social
consensus which ultimately legitimised its material erasure

Some years before its demolition, Quarry Hill was portrayed as
a den of thieves in the sitcom Queenie’s Castle, taking for granted its
‘complicity’ with local gangs, and thus enabling the bizarre syllogism
of blaming architecture for the evils staged on it. In Leeds, television
was simultaneously executioner and memeorial of public housing
And history repeated itself, both as farce and tragedy, in Robin Hood
Gardens. In much the same way as the so-called Post-Modernity and
the neo-liberal trend coming hand-in-hand with it were committed
to erasing modern public housing, today’s populism is committed to
obliterating 1970s Brutalism, often built on land suddenly too valuable
for social use. Memorable as an image, clear in its structure and evident
in its materiality, Robin Hood Gardens was the flagship of an armada

that still dreamt that architecture should turn the right to housing and



Ordinariness and Light, after Alison and Peter Smithson, 2018 (detalhe/detall) 20




apagar a habitacdo colectiva moderna, também o populismo de hoje

se empenhou em apagar o Novo Brutalismo dos anos 1970, muitas
vezes assente em terrenos demasiado valorizados para uma utilizagcao
social do solo. Memoravel enquanto imagem, claro na sua estrutura
e evidente na sua materialidade, Robin Hood Gardens era o navio
almirante de uma armada que ainda sonhava que a arquitectura devia
compatibilizar o direito & habitagao e o direito a cidade. O certeiro
fogo mediético conseguiu afunda-lo. Foi demolido e alguns dos seus
fragmentos resgatados pela cultura arquitecténica que se acumula em
museus e bienais. Outra vez a televisao foi o plano no qual evidenciar
a arquitectura brutalista como cenério absurdo da violéncia quotidiana
entre vizinhos, dentro da comunidade que a arquitectura prometia
estruturar. Robin Hood Gardens entra em cena ao minuto 16 do
primeiro episédio da terceira temporada de Luther (BBC 2013):
O crime violento engendrado pela coabitacdo e pela
degradagido do ambiente construido.
O fundo industrial que se vé das ruas no ar que dao acesso as
habitagoes perfeitamente desfocado.
A brutalidade policial, o fosso que protege o “castelo” jardim
de Robin Hood.
As janelas basculantes que protegem do ruido da auto-estrada
vizinha da sala de estar do apartamento 97.
O calor radiante da lareira eléctrica dos electrodomésticos do
pos-guerra.
O movimento de cdmara que enfatiza a arquitectura do
diplex, cozinha ao nivel da entrada e sala no andar inferior.
A conduta do lixo "moderna” como o local ideal para procurar
‘aarma do crime.
- E sobre este acumular de ruinas, simultaneamente matéria,
- forma e ruido, que a violéncia absurda das demoli¢des no Bairro 6 de
- Maio ganha outras evidéncias, num sobrepor de planos que faz aflorar

outras continuidades e correspondéncias.

- Qutra vez a obra de Fernanda Fragateiro obriga a interrogar
‘0 que entendemos por matéria-prima, ou material, ou ruina, ou
fragmento, e as relacées que estas matérias estabelecem entre si e

nosco. E também a singularidade e o multiplo, ou o locus das

the right to the city compatible. But the media fire was able to sink it.
It was demolished and some of its fragments salvaged by the kind of
architecture culture accumulating in museums and biennales

Once again, television showed Brutalist architecture as the
absurd scenario on which violence between neighbours was enacted, at
the very heart of the community to which architecture was supposed to
provide structure. Robin Hood Gardens was featured in minute 16 of the
first episode of the third season of Luther (BBC 2013):

Violent crime engendered by forced cohabitation and the
degradation of the built environment.

A perfectly blurry view of the industrial background seen from
the streets in the air leading to the flats.

Police brutality, and the moat surrounding the 'Castle’ of Robin
Hood's Garden.

The tilt windows in the living room of apartment 97, which
supposedly muffled the noise from the nearby highway.

The radiant heat glowing on a post-war electric fireplace.

The camera moving around the duplex flat, showing the
entrance door leading to the kitchen, and the living-room below, as well
as the "modern” trash chute as the best place to search for the smoking

gun or the bloodied knife.

It is on top of this pile of debris, simultaneously matter, form
and noise, that the absurd violence of the demolitions in Bairro & de
Maio becomes more evident, an overlapping of planes allowing for
other continuities and correlations to come to the surface. Again,
Fernanda Fragateiro's work compels viewers to re-examine the accepted
meanings of raw materials, or matter, or ruins, or fragments, and the
relations these materials establish among themselves and with us. And
it also raises questions about singularity and multiplicity, about the
precise locus of things, found in many places and planes. Again, we
have worked our way back to the beginning, to the moving relations
produced with raw materials: ruined walls, closed books, or library
shutters, all of them raw materials upon which to figure out the images
and ideas pressed against each other inside books; to imagine a chain
of materials and meanings always oscillating between beauty and

violence: walls without doors, books kept away from their readers, or



coisas, que existem de facto em muitos planos e muitos lugares. E
outra vez regressamos ao inicio, as relagdes comoventes produzidas
com materiais em bruto: myros desagregados, livros fechados,

ou portas de biblioteca, sdo matérias em bruto em que é preciso
imaginar as imagens e as ideias comprimidas umas contra as

outras dentro dos livros; imaginar um encadeamento de matérias e
significados em continua oscilagao entre a beleza e a violéncia: os
muros sem portas, os livros separados dos leitores, ou os fragmentos
coloridos das humildes intimidades devastadas. A obra apenas

mais um plano nesta continua intermediacao que opera sempre

em miiltiplos vectores. Numa direccao viajam as imagens e os sons
que dao voz aos protestos, noutra viajam as imagens resgatadas ao
arquivo da televisao para devolver 8 comunidade do Bairro 6 de Maio
a prova dos despejos, demoligées e expulsdes, da violéncia absurda a
que foi sujeita. Viajando simultaneamente em varias direcgoes, entre
os espectadores e as vitimas as imagens tornam-se outra vez carrasco,
denuncia e memorial. Em vez de apropriar, a obra materializa toda a
extensao deste conflito e desta violéncia absurda de destruir o fragil;
de utilizar grandes meios técnicos para apagar a fragilidade do quase
construido ou informal, numa desproporgao de meios tornada mais
absurda pela proteccao legal e policial da demolicado das casas. Nas
imagens e nos fragmentos sobram as cores garridas dos interiores
festivos e humildes, expostos agora a devassa do poder publico,
capaz de impor uma ordem legal que diz que alguns ndo tém direitos,
porque a habitagdo ainda é um direito. Sobra muito evidente nas
imagens das demolicbes a auséncia do proprio, apenas visivel o
plano que estava agarrado ao que era comum, as paredes meeiras,
aos momentos em que o fora e o dentro ndo pertenciam ao mesmo
dono. O eco dos Smithson regressa nas estruturas que suportam os
fragmentos resgatados da demolicdo do Bairro 6 de Maio, fragmentos
bricolados em matéria-prima de outro ciclo de construgéo e
destruicao, e estruturas que, no seu sentido mais amplo, s3o relagdes

comoventes entre.as partes.

Joaquim Moreno
Porto, Dezembro 2018

the coloured fragments of a devastated humble intimacy. The artwork is
just another plane in this continuous intermediation, always operating in
multiple vectors

The images and sounds of protest travel in one direction, the
images bearing witness to evictions and demolitions - rescued from TV
archives - travel in another direction, towards the community, as proof
of the violence to which it was subjected. Travelling simultaneously in
several directions, between the viewers and the victims, images are again
executioner, remonstrance and memorial. Instead of appropriating it,
the work materializes the full range of this conflict, and of the absurd
violence of destroying that which is already fragile. It exposes the
absurdity of using powerful machines in order to erase the frailty of the
informal and precarious; a disproportion of means rendered even more
absurd by the way in which the law and the police secure the demolition
The images and the fragments still preserve the vibrant colours of those
humble and festive interiors, now exposed to the prying eye of public
authority, capable of imposing a legal order asserting that some people
have no rights, because housing is indeed still a right.

Through the images of the demolitions, the absence of
the private indoors becomes blatant - only the shared walls remain
standing, as the only visible signal of what was common property, of
those moments when inside and outside did not belong to just one
owner, Rescued from the demolitions in Bairro 6 de Maio, the structures
holding these fragments together are an echo of other structures from
the Smithsons .. Bricolaged fragments, once again raw materials for
yet another cycle of construction and destruction, and structures that, in

their fullest sense, are moving relations between the parts

Joaquim Moreno
Porto, December 2018
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