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TOPO+GRAFIAS

Esther Pizarro




“En Paris no hay casas. Los habitantes de la gran ciudad viven en
cajas sup “Huesiro cuano i ~dice Paul Claudet
entre sus Ccudtro paredes, &5 una especie de lugar geométrico, un
agujero convencional que amueblamos con estampas, cachivaches
y armarios dentro de un armario”. La casa no tiene raices."(1)

La ciudad es un espacio para la movilidad, un recipiente prefigurado que produce inevitablemente un efecto de vacio, un molde nega-
tivo para nuestra experiencia de permanente movilidad. Transparencia, ausencia de limites, interconexitn espacial, yustaposicion de iden-
tidades y dilatacién son sintomas de cdmo la ciudad se percibe més como forma en negativo que como proposician de contenidos
precisos. Es el vacio el que dibuja habiticulos perdidos en las ruinas de la ciudad. También es el que conforma los huecos e intersti-
cios por donde transitar las vias piblicas y el que genera los espacios en los que guardamos nuestra mds celosa intimidad: los luga-
res para el habitar. En definitiva, el vacio es el que confiere el caricter de epidermis a la ciudad y el que articula su tejido urbano.

Vivimos la ciudad en una relacion de extrafieza entre el yo y los otros, entre el yo y el mundo, incluso en el limite entre el yo y uno
mismo. Tal y como apuntara en su tiempo la fenomenologia de Maurice Merleau-Ponty, nuestra percepcion no es estructurante sino
nomédica. Para la tradicién fenomenolégica el primer dato gue se posee es el de la intencionalidad de la conciencia. En realidad, no
existe un sistema de objetos bles por leyes fi les que garanticen la eficacia estética, sino que lo que hay en un principio es la
voluntad del sujeto por relacionarse con el mundo todavia por construir a través de la mediacién del cuerpo. El cuerpo del sujeto esta-
blece el mundo a partir de algo que le hace salir de si, y que no es otra cosa que el comportamiento. La obra de arte es, por tanto, un
gesto emanado del cuerpo. Es en ese nomadismo donde sentimos la necesidad de conocer, de percibir, de experimentar nuevos luga-
res, nuevos espacios donde ubicar nuestras experiencias. Mediante el efecto de recorrido, tanto en su interior como en su exterior, se
llega a la experimentacion de la ciudad como un espacio para la movilidad, prefigurdndose como un ¢ dor en el que el movi-
miento aparece previamente marcado, dirigido, a través de la relacién que establece con sus construcciones arquitectdnicas.

Mediante los limites fisicos y cerrados de nuestro propio cuerpo, nos exponemos a ese espacio externo que desconocemos y que
denominamos mundo, o (mediante una acotacién espacio-temporal) ciudad. No hay que olvidar que nuestra percepcidn se sitla en
los pardmetros de espacio y tiempo y que, como tal, produce limitaciones concretas.

Considero necesario aludir a la nocion de “pli” (pliegue) esbozada por Guilles Deleuze, que supone que el espacio estd hecho de pla-

grietas, pli d superficies y profundidades que trastocan por completo nuestra experiencia espacial. Esta con-
cepribn impide experimentar la ciudad como un todo unitario y al contrario, aparece como una yuxtaposicion de capas de conocimiento
y estratos perceptivos. La experiencia de la ciudad se construye a través de recorridos que se acercan tangencialmente, a veces sin tocar-
$€; que se aproxi sin llegar a enc nunca; que se superponen en distintas plataformas y que constituyen una discontinuidad
en el tiempo. Quizé sea la yustaposicién de todas estas lecturas la que mejor aproximacién nos ofrezca a la realidad.

Las ciudades se habitan y, como consecuencia, se construyen. Esa construccion se realiza primero en nuestra mente, mediante bos-
quejos de experiencias vividas y lugares habitados y, luego, se plasma tndnmensmnaimente en la construccion de obras, bocetos,
libros de artista, etc... Dislocaciones geométricas, distorsi en el paraleli acop incompl de formas, son algu-
nos de los rasgos que definen el lrabam realizado sobre la ciudad de Paris.







Otro elemento que define este trabajo y la manera en que percibimos la ciudad y, en definitiva, el espacio, es el tiempo. A dife-
rencia del tiempo clasico, que podia ser reducido a cero y controlado (un tiempo que tenia un principio y un orden en la expan-
sién), el tiempo moderno se nos presenta como una explosién en la que no existe el tiempo Gnico, sino distintos tiempos. Tiempos
con los que se nos produce la experiencia de la realidad. “La temporalidad no se p €omo un si Sino como un azaro-

so instante que, guiado sobre todo por la casualidad, se produce en un lugar y en un momento imprevisible”, (2)

El proyecto aqui presentado se centra en las experiencias vividas en el espacio de urbano de Paris durante un tiempo de cuatro meses.
Anteriormente he intentado explicar algunas de las preocupaciones y obsesiones que han condicionado estas obras desde el comien-
0. La mayor parte del trabajo se ha realizado en Espafia a lo largo de un periodo de dos afios, tras mi regreso. En este tiempo no he
regresado a esta ciudad deliberadamente. Necesitaba trabajar desde el recuerdo v con la herramienta de la memoria que, de alguna
manera, establece esas plataformas, grietas y vacios que permiten organizar espacio y tiempo v, asi, crear lugares.

El proyecto To p o+ grafiasconsiste principalmente en un conjunto escultérico compuesto de veinte piezas tridimensionales que,
unidas entre si, componen el plano de Paris. Distribuidos en forma de espiral centrifuga, cada unidad o distrito delimita una zona sig-
nificativa de la ciudad, abrazando en su nicleo la parte més antigua, la “lle de la Cité", donde se origing la ciudad con el asentamien-
to de los “parvis”. Su limite exterior estd constituido por el “peripherique”, autopista de circunvalacién de la ciudad. El rio Sena actGa
coma divisian natural y geogrdfica imprimiendo un cardcter Gnico a su morfologia urbana. El coni se despliega por el suelo con un
gran vacio central constituido por la situacién geografica del rio Sena. Interiormente, cada pieza va creciendo en altura segln el movi-
miento centrifugo de su morfologia real v geogréfica, adoptando la totalidad de las esculturas forma de embudo, decreciente hacia su
centro. Contemplado desde el exterior, el grupo adquiere la forma de una fortaleza o depésito que dificulta ver su interior (recordemas
que la ciudad de Paris estuvo inicialmente amurallada). Una serie de columnas verticales actGia como soporte de estos volimenes, corres-
pondiéndose con el perfil de las chimeneas y tejados caracteristicos de las casas de esta ciudad. Un pasillo, constituido por el vacio del
fio Sena, divide el conjunto en dos mitades diferenciadas, permitiendo al espectador introducirse fisicamente en el interior y contem-
plarlo desde dentro. Un sistema de escaleras y plataformas, que actian como curvas de nivel del territorio, recorre el interior de las
esculturas salvando y ligando las diferentes alturas, compartimentos y transiciones de una pieza a la siguiente, creando una topografia
construida. Cada obra corresponde a un distrito “arrondi "y adquiere forma de fa o tejado i ido.

La casa, como rincdn del mundo, ha sido definida por Gaston Bachelard. Para este autor, la casa es nuestro primer universo, s realmente
un cosmos. En su concepcion existencialista del mundo, todo espacio realmente habitado lleva como esencia la nocidn de casa, Sin ella
el hombre seria un ser disperso: “Claro que gracias a la casa, un gran nimero de nuestros recuerdos tienen albergue, y si esa casa se
complica un poco, si tiene sétano y bubardilla, rincones y corredores, nuestros recuerdas hallan refugios cada vez mas caracterizados.”(3)

La casa es un cuerpo de imagenes que dan al hombre razones o ilusiones de estabilidad. Al pensar en ella nos la imaginamos
como un ser vertical, que se eleva. También es imaginada como un ser concentrado que nos llama a una conciencia de centrali-
dad. La verticalidad nos viene asegurada por la polaridad entre el sétano y la buhardilla. El tejado protege al hombre.

“Habitar es el paradigma de la vida urbana y el sistema articulado de la casa, la calle, el distrito y la ciudad es una conceptuali-
zacion de la forma urbana que abandonando la divisién cuatripartita de la ciudad tal como se concebia en la Carta de Atenas pone
al individuo en el centro de la organizacion del espacio habitable.” (4)






Para Martin Heidegger el acto de habitar se ha vuelto problemético. El hombre ¢ a no habita en la ciudad con una rela-
¢idn pausible y fecunda. La necesidad de reconstruir la habitacion no se refiere al mhlema de la escasez de viviendas de la socie-
dad contempordnea, sino que es una consecuencia de la condicidn en la que se encuentra el hombre modemo. El hombre
contemporaneo es un apatrida y carece de morada, de un lugar en el gue la accidn de habitar pueda darse de un modo inmedia-
to. Habitar un lugar exige un esfuerzo: es necesario aprender a habitar. Este proceso de aprendizaje nos dirige a la construccion,
al proceso mediante el cual el hombre re(ine lugares, congrega cosas y se encuentra con otros hombres. E| espacio habitable no
s mds un espacio geométrico o cartesiano, sino existencial. Es el resultado de la percepcion fenomenolégica de los lugares y una
construccién a partir de esta experiencia,

Cada pieza tridimensional que constituye Topografia urbana de Paris se corresponde con un libro de artista. Entendido como obje-
to escultbrico, el libro consiste en una caja revestida de plomo con un interior de cera. Imigenes de fragmentos de drboles se unen
entre si simulando un plano, donde el grosor de las distintas ramas podria recardarnos las direcciones de las calles en una ciudad,
El cristal que acta como una puerta en cada ca]a reproduce ios nombres de las calles principales del distrito, a modo de un calle-

jero tridi ional. Cada libro p e a un “arrondi ", v el conj rep el diario o la historia de cada distrito, de
sus gentes, de sus calles y de su particular tog fia. Los veinte vol crean una biblioteca o registro temtonal de las expe-
riencias y los recuerdos vividos en esta ciudad. La totalidad del proyecto Top o+ gra fia s configura la topog ginada

de un territorio. En este caso, Paris.

Mi trabajo se centra en un planteamiento abierto de esta de construir ciudades. Selecciono algunos de sus fragmentos més
significativos que luego interpreto en forma de conjuntos escultéricos, piezas independientes que, segiin se distribuyan de una u
otra manera, construyen y dibujan nueves drdenes urbanos, espacios que definen otros espacios. En una dialéctica entre presen-
cia y ausencia, entre lo que “es” y lo que “fue" desarrollo lo que para mi constituye la piel de la ciudad, su tejido urbano, esa ciu-
dad que todos p )5 en

5i la funcién de la arquitectura es la de edificar lugares para el cobijo, podriamos decir que el fin de la escultura es el de construir
espacios para el pensamiento.

Notas:
(1) BACHELARD, Gaston, “La poética drl espauu Breviarios, Fondo de Cultura Ecomsm-ca. México, 1957, pig. 57
(2) SOLA MORALES, Ignasi de, Dif pog de la « Gustavo Gili, Barcelona, 1995, pig. 77

(3) BACHELARD, Gaston, op. cit., pig. 38
(a) SOLA MORALES. Ignasi de. op. cit.. pig. &7









** Arrondissement, Distrlito 12, 2000-2002, plomo, madera,
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I1i* Arrondissement, Distrito 3, 2000-2002, plomo, madera







IV* Arrondissement, Distrito 4, 2000-2002, plomo, madera,







V* Arrondissement, Distrite 5, 2000-2002, plomo, madera,
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VI* Arrondissement, Distrito 6, 2000-2002, plomo, madera,
Colecciébn Ministerio de Educaciébn, Cultura y Deporte

32



69

ftera,




VIil* Arrondissement, Distrito 7, 2000-2002,plomo, madera
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VIII® Arrondissement, Distrito 8, 2000-2002, plomo, madera
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IX" Arrondissement, Distrito 9, 2000-2002, plomo, madera,
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X* Arrondissement, Distrite 10, 2000-2002, plomoe, madera,
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X1* Arrondissement, Distrito 11, 2000-2002plomo, madera,
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X11* Arrondissement, Distrite 12, 2000-2002,plomo, madera,






X111* Arrondissement,Distrito 13, 2000-2002,plomo, madera,
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XI1V* Arrondissement, Distrito 14, 2000-2002, plomo, madera,
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XV* Arrondissement, Distrite 15, 2000-2002, plomo, madera,
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XV¥I1® Arrondissement, Distrito 16, 2000-2002, plomo, madera,
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cera,



XVIl* Arrondissement, Distrite 17, 2000-2002, plomo, madera,
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XVIilil* Arrondissement, Distrito 218, 2000-2002, plomo, madera,
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XI1X* Arrondissement, Distrito 19, 2000-2002,plomo, madera,






XX* Arrondissement, Distrito 20, 2000-2002, plomo, madera,
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Callejero, Distrito 1, z000-2002
plomo, madera, cera, impresidn digital sobre vidrio laminado, 40 x 40 x 10 ¢m,

Callejero, Distrite 2, 2000-2002
plomo, madera, cera, impresién digital sobre vidrio laminado, 40 x 40 x o ¢m,

Callejero, Distrite 3, 2000-2002
plomo, madera, cera, impresidn digital sobre vidrio laminade, 40 x 40 x 10 em.

Callejero, Distrito 4, 2000-2002
plomo, madera, cera, impresidn digital sobre vidrio laminade, 40 x 40 x 10 ¢m,

Callejero, Distrite 5, 2000-2002
plomo, madera, cera, impresidn digital sobre vidrio laminado, 40 x &0 % 10 cm.



Callejero, Distrito 6, 2000-2002

plomo, madera, cera, impresian digital sobre vidrio laminade, 40 x 40 % 10 ¢m.

Callejero, Distrito 7, 2000-2002

plome, madera, cera, impresidn digital sobre vidrio laminado, 40 x 40 x 10 cm.

Callejero, Distrito 8, 2000-2002
plomo, madera, cera, impresidn digital sobre vidrio laminado, 40 X 40 X 10 cm.

Callejero, Distrito ¢, 2000-2002
plomo, madera, cera, impresién digital sobre vidrio laminade, 40 x 40 x 10 ¢m,

Callejero, Distrite 10, 2000-2002
plomo, madera, cera, impresién digital sobre vidrio laminade, 40 % 4 x 10 ¢m.



Callejero, Distrite 21, 2000-2002
plomo, madera, cera, impresidn digital sobre vidrio laminado, 40 x 40 % 10 cm.

Callejero, Distrito 12, 2000-2002
plome, madera, cera, impresidn digital sobre vidrio laminade, 40 % 40 % 10 ¢m.

Callejero, Distrito 13, 2000-2002
plomo, madera, cera. impresidn digital sobre vidrio laminado, 40 X 40 = 10 ¢m.

Callejero, Distrito 14, 2000-2002
plomo, madera, cera, impresidn digital sobre vidrio laminado, 40 x 40 x 10 cm.

Callejero, Distrito 15, 2000-2002
plome. madera, cera, impresin digital sobre vidrio laminado, 40 x 40 x 10 cm.




Callejero, Distrito 16, 2000-2002
plomo, madera, cera, impresidn digital sobre videio laminado, 40 x 40 x 10 ¢m.

Callejero, Distrito 17, 2000-2002
plomo, madera, cera, impresidn digital sobre viddio laminado, 40 x 40 x 10 ¢m.

Callejero, Distrito 18, 2000-2002
plomo, madera, cera, impresidn digital sobre vidrio laminado, 40 x 40 x 10 cm,

Callejero, Distrite 19, 2000-2002
plomo, madera, cera, impresidn digital sobre vidrio laminado, 40 x 40 x 10 cm,

Callejero, Distrito 20, 2000-2002
plomo, madera, cera, impresién digital sobre vidrio laminado, 40 x 40 x 10 tm,
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Atlas Parisien, 2000, fliselina, plomo, madera, cera, 180 x 160 x 24 ¢m






Recorridos,
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Mansarda,2000, plomo, madera, cera, 42 X 90 X 41 cm






Carte de la Seine, 2 Libro




madera, cera, aluminio, 38 x 62 x
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Arbol- mapa 1, 2001, Impresién digital, fiiselina, cera, ilo.60 x 40 x 1 em.

Arbol- mapa Il, 2001, impresisn digital, flisclina, cera. hilo, 60 x 40 x 3 cm,

Arbol- mapa Ill, 2001, Impresian digital, fiselina, cera, hilo, 60 & 40 x 1 cm.

Arbol- mapa IV, 2001, Impresién digital, flisclina, cera, hilo, 60 x 40 x 1 ¢m.






la palabra estancia posee un doble s_l@lmﬁdo.

14 ‘Su otra acepcion nos dirige a experiencias temporales y tiene que ver con un tiempo especifico,
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Slete habitdculos realizados en guata h!anr.a deﬁnen dlferenbes esnn |
espectador se introduce progresivamente.

Mapas, fotografias y textos de la ciudad de Los Angeles, Roma y Parfs com)
de periodos prolongados que he tenido en estas ciudades. :

1450 x 200 x 300 cm, Instalacién en la




CONTRIBUTIONS OF MEMORY

BY FERNANDO MARTIN GALAN

1.The transformed order

The twenty districts (“arrondissements ”) of Paris facing downward. The unusual point of view: from the interior to the surface. The world inside out..
Esther Pizarro has literally put the city of the Seine upside down: “Topografia urbana de Paris” (Urban hy of Paris), { a main
piece of the series “Topo + grafizs” (Topo + graphies) which is a work of contrasts, d and gressions. “[ irs® is an expression
traditionally used to refer to the humble people belonging to the domestic service of a rich house, provided that they usually five in the ground-
floor. On the contrary, in Paris the low classes used to live in the top floors of the houses, in the garrets, what in Spain were known as “upstai
and in French “chambers des bonnes™ and "garconniéres”... just until rather recently the Parisian habits were inverted (likewise the artist has rever-
sed the scale model of Paris) and they became the i refuges of unfaithful hust and of licentious bachelors, who set up there their
secret dens, and the desired target of modem and wealthy city-dwellers who searched for rooms with views, light and a little bit of sun.

Perhaps as in Europe, we have recently gone through a long period of dead calm to some extent ing the sociopolitical anxieties (probably r.auseﬂ‘
by the European Union, the fall of the Eastem/Western blocs, the State of Welfare ..), to talk about “subversion® in terms of art has become fashionable
as a reaction to that intellectual lethargy. Besides all the reticence it creates in me to talk about such a rather trite term, | would say that Esther Pizamo
carries out in her new waork a subversion of the physical and conceptual reality of the urban habitat, as in the impossible architectures of Maurits Escher.

Itis a game of complex and linked postures and questionings. A tumn to the binomi ffull, negative/positive, facad. i lityf:
S0 what it's the resylt? irs or irs?, when L in the perspective shown of the symbolic buildings facing d d and sk
their innermost parts, the stairs rise from top to botlom, from the garrets to the basement: Is it a descent to hell locking as a ascent to hemn?n
The stairs simply keep their "usual™ arrangement within urban containers set inside out. As if it was a struggle of the citizens to maintain logical
and appropriate structures of dwelling in the middle of the absurdity of the current urban development.

2.The (unavoidable?) quotations

Esther Pizarro, Doctor in Sculpture by the Universidad Complutense of Madrid, holder of the Fulbright scholarship in Los Angeles, of the schola
hip of the Academia de Espafia {Academy of Spain) in Rome and of the scholarship of the Colegio de Espaiia (College of Spain) in Paris, has ext
ded her scope of sculpture throughout the fields of urban development and of art in nature, from the subway stations in Madrid to the Domfnieﬁj
valleys in San José de Ocoa, thus exploring the inner and outer ap es of the i Introspection and expansion.

But her work stresses the urban matters. After her stay in such different cities like Los Angeles, Romé and Paris, her work reflects her own vital
experiences gathered there; |

"As a result of these experiences, the set of works created in each city forms the travel diary reflecting the accumulation of memo-
ries and experiences encountered in each place™.(1)

The lines of escape of her interpretation of Los Angeles went upward, as the own arrogant appearance of the city. The lines of Rome, went downward,
king for its historic layers and for its identifying marks buried or at ground level. Her interpretation of Paris reflects the medium term, as a city which
fepresent a certain synthesis of the previous trends: the medium heights; the roofs looking downward and the foundations Iooking upward, lines of

crossed; the aerial views on the floor, which require the humble gesture of crouching in order to be able to view them; and the non-views (the hidden) sl
to the perception of the spectator through an stimulating transgression of the physical, social and chaste rules: the inwardness and the secrets sheltered
the houses (in this case the stairs only) shown to the indiscreet looks, which are connected to the istic attitudes i ing our current society.

Her work “Topografia urbana de Paris” (Urban topography of Paris) is composed of a modular installati the twenty "médul i
ments”(modules-districts) aranged along the curves of the Seine, which paradoxically constitutes the course through which the spectator may phy-
sically get in the set, where the subjective scale plays an important role. As Barbara Hepworth stated in due time:

"One of the most profound qualities of sculpture is scale - it can only be perceived intuitively because it is entirely a quality of thought and vi
L(..) Scale is not physical size; because a very small thing can have good scale or a very large thing poor scale (). Size can be emphasized by
juxtaposition of the very large to the very small; but this is anly ane side of sculptural relationships. There is the sculpture which has magnificen
scale because of its precise and exact i ip b dli and idea (..}, There are two main sculptural identities - one which co
within the embrace of our hands and arms, and the other which stands free and unrelated to our sense of touch. Both have their distinct and
vidual quality of scale which makes an ion and spaci in everythi fing them. Scale is connected with our whole life -
haps is even our whole intuitive capacity to feel life *.(2)

But the series “Topo + grafias " includes other works upon Paris, a city that, like the French thinking and gardens, bases its structure on rati
lism. This great large city has developed its enormous perspectives designed with ical and g ic accuracy, especially from Haussm
large urban projects. It is here where the planning gets a special prominence and for this reason Pizarro insists on what she calls “topografia
truida® (constructed topography). The twenty Parisian districts have a second interpretation in like number books of the artist which for the auth
consti “la biblioteca del lugar a la ia” (the library from place to memary):

“... twenty books of the artist, each book belongs to an i * thus ituting the diary or the history of each district,
of its peaples, of its sireets and of the way of how I've perceived that specific area of Paris.” @

The books take the street directory of the ity fragmented into portions as a material and conceptual base, and each of the portions representing a
borhood, which Pizarro places in a showcase with glass doors in harmony with her idea of um safeguarding the contributions from her personal
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The artist seems to tell us that the city is not only built with architecture, but it is also being composed of the lives it shelters, of the collective
memory (which is more than the y of | ies she talks to us about): the process of development in a city is a physical and
metaphysical matter. The constructionism of Esther Pizarro is plastic and conceptual and it seems like she tries to claim with it the adaptation of
the city to the mteg:al develoument of the human being, against the alienation generated by many current urban typologies. Guy Debord, theorist
of the | ional Sil ism, in 1957 defended the same idea with these words:

“Our central idea is that of the construction of situations (.) We must develop a methodical intervention based,-'orr the complex
factors of two components in perpetual interaction: the materal environment of life and the comportments which it gives rise to
and which radically transform it™. (3)

Our perspectives of action on the environment ultimately lead us to the notion of unitary urbanism. Unitary urbanism is defined first of all by the
use of the ensemble of arts and techniques as means of contributing to an integral composition of the milieu. This ensemble must be envisaged
as infinitely more far-reaching than the old domination of architecture over the traditional arts, or than the present sporadic application to anarchic
urbanism of specialized technology or of scientific investigations such as ecology. (..) It must include the creation of new farms and the detourne-
ment of previous forms of architecture, urbanism, poetry and cinema. Integral art (..} can only be realized at the level of urbanism”. 4

Pizarre's preoccupation for the influence i d inant) of the envi and the means is a constant in her work:

"The concept of ‘mould" of the city ... The living space shapes our lives ... We go along the streets, the empty spaces of the city:
we do not go around the full ones, the constructed ones...The buildings become receptacles of lives. How we move around the city:
our body constitute another receptacle...” (5)

The Guidelines of the Ne ber Group [N b ipee”), a German group of artists created as a result of the November Revolution, also alre-
ady referred to these matters in 1919:

"IV We demand a voice and an active role in:

I. All architectural projects as a matter of public concern: ¢ity pranmng, new settlements, the Pubrac bw!dmgs of govemmen:
industry and the social services, private building projects, the p of the of

architectural monuments,” (6)

Walter Gropius, besides being the founder and director of the Bauhaus, was the president of lhe Cou.m:ii of the Workers for Art f'Anbe::sra: fiir
Kunst”), an artist organization which, like the Novembergrupee was created in y after the A lution. In 1919 the “Ark " dis-
tributed a questionnaire (being Gropius its president) including questions about, among other things, the public housing as one of the best means
of modern ant to “harmonize” with the citizens. Gropius among his answers wrote:

“The mentality of our nation has already been profoundiy shaken by the recent disaster and after the tolal collapse of the old [ife it has been
made so sensitive that it might make Germany more receplive 1o the new spirit than any of the other European nations. For war, hunger, and
pestilence have jarred us out of our obstinacy, they have aroused us out of our inertia and self-satislaction. (..) Through pain we have been
taught once again to feel. Feeling is, after all, the source of inspiration, feeling leads to finding, to that creative power which organizes and
structures, in short —on the broadest sense - to a passion for building, And this passion for bullding, for structure - this architectural spirit- is
the natural antithesis to the world of shopkeepers, to the spirit of disi and d jort which is the deadly enemy of all art °. (7)

3. Staircase of a History

The staircase consti an yni and i symbaol. The concept of staircase impregnates life in every order, from the nervous system of the pri-
mitive and id, d in stairs™, to the step each of us occupy within the scale of all our vital aspects (work, sodial “inter amicos”...).

For example, the invention of the wheel is dated with certain historic closeness. However, the one of the staircase seems to get lost in the origins
of Humanity in itself. In the sides of the path to the mountain of Tai Shan (China) there are enormous and enigmatic granite steps which nobody
has dared to date until now. The staircases played an imporntant role in the architecture of Mesop . Knossos, Pe lis and Classic Greege.
During the Mlddte Ages neary all of them oddly fell back (like many other things) on spiral shape and it was from the Renaissance when they gai-
ned a easa ion of power and salemnity.

Mallarmé, one of the main symbolist poets, is the author of a semi-dramatic story which seems to be a premonitory symbol of Pizarro’s work, *Igi-
tur o la locura de El-benohn” (Igitur or the madness of El-benohn) (1870), 2lso with a modular structure divided in four parts: "La mediano-
che”("Midnight™), “La escalera” (“The staircase”), “La tirada de dados™ (“The cast of dices”) and “El suefio sobre cenizas” (*The dream about
ashes”). The Parisian neighborhoods seem to have been caught and shaken on midnight, while the city sleeps, by the hands of a speculator Cyclops
and 1o have been scattered on the ground like dices left in a random position. On the other hand, the staircases remained in its positive position,
as an everlasting symbol of human logic and of its function of overcoming obstacles and ascend ..., as a dream built on the ashes of chass.

Esther Pizarro’s buildings harshly lack any sign of human habitation. The “characters” of the bloc are just the means of passage of their tenants,
the staircases, which have repercussions, of the work of Jardiel Poncela "Los habi de la casa itada” (*The inhabi of the vacant
house™ (1942). In “Historia de una escalera” ("Story of a staircase”) (1949). of Buero Vallejo, the tenants are the main characters, in contradiction

87



with the title, and the staircase is taken as the link of the specific stories. On this play was shown for the first time in the Spanish postwar period,
the anguish, the poorness and the incapacity to carry out the human dreams due to the environment and to the circumstances as to the personal
incapacity, all of it represented by the symbol the staircase of a resident’s association constitutes.

An interesting issue arises at the sight of Pizarro’s work: Are we before another symbol of anguish and frustration (staircase of escape) or before a
positive element facilitating life (a staircase which overcomes obstacles and reaches de top)? The wax layer covering its stairs, like the rest of her
works interior, resolves the dilemma as the awn artist explains: 4

A wax skin for the inside of my containers, like a city holding in itself to become more intimate, more human and accessible, (..)
The wax apparently soft and fragite and at the same time warm, delineates the innards of the city, that city imagined in our memory
as delicate, weak and which needs to be protected by an external rigid and full lead carcass™.(8)

Munich, January 27th of 2002,

(1) PIZARRO, Esther: “Memoria del proyecto Topo + grafias™ (Dissenation of the Project Topo + graphies), Madrid, January of 2002,

(2) HEPWORTH, Barbara: “Escultura”, L.Martin, B.Nicholson and N.Gabe, "Circle, International Survey of Constructive Ar™. London. 1937, pp. 113-116. Translation of the
author.

[2) PIZARRO, Esther, quoted document.

(5) DEBORD, Guy: "Situationist Internacional Anthology”, Ken Knabb, Califomia, 1981, page 5. Translation of the author

(5) Comversation held Between the artist and the author in the studio of the amtist, Madrid, January 15th 2002,

(6) "Voices of German Expressionism”. Ed.VH, Missel, New fersey, 1970. Translation of the author.

(7) GROPIUS, Walter: *Respuesta al Cuestionario del Consejo de los Trabajaderes para el Arte”{Answer 1o the questionnaire of the Council of Workers for A, originaily
publisher in iSif Voces del Consejo de los Trabajadores para el Arte”™ (Yes! Vaices of the Council of Workers for Art), Berlin, 1919, Taken from the English version of
“Voites of German Expressionism”, £d, V. H, Missel, New Jersey, 1970, Translation of the author.

(8) PIZARRD, Esther: Text from the catalog Building Cities, Raquel Ponce art gallery (Madrid), 2000 page 4.

TOPO +GRAPHIES

BY ESTHER PIZARRO

“There ate no houses in Paris. The inhabitants of the big city live in superposed boxes: our Pari-
sian roam_ Pawl Clauvde states  within its tour walls, is & kind of geometric place, a conventional
gap we furnish with pictures, trash and closets inside a closet. The house has no roots. "1

- The city is a space for mobility, a foretold container that necessarily produces an effect of emptiness, a negative mould for our experience of cons-
tant mobility. Transparency, the absence of limits, the spatial interconnection, the juxtaposition of identities and expansion are of how
the city is more perceived as a form in negative than a proposal of precise contents. The emptiness really draws lost dwellings in the ruins of the
city. It is also the one that moulds the gaps and cracks used to travel - the thoroughfares_ and the one that creates the spaces where we keep our
most fervent intimacy: the places for dwelling. Empti definitively attributes the city the character of epidermis and articulates its urban tissue.

We experience the city through a relationship of oddness b the self and the others, between the self and the worid, even within the limit betwe-
en the ego and the self. Just as the phenomenology of Maurice Merleau-Ponly pointed out in his time, our perception is not structuring but nomadic. For
the phenomenology tradition, the first fact acquired is the purpose of awareness. In fact, there is no system of objects adjustable by formal laws that
guarantee the aesthetic efficiency; on the contrary, in the beginning there is the will of the individual to relate with a world still not built, through the
mediation of the body. The body of the individual establishes the world from something, which makes him to get out of himself, which is nothing else
but behavior. Therefore, the artwork is an expression radiating from the body. It is in this nomadism where we feel the need to know, to perceive, to
experience new places, new spaces to locate our experiences. Thanks to the effect of journey, whether inside or outside, we come to experience the city
as an space for mobility, being foretold as a container where movement is previously marked, guided through the relationship it establishes with the
architectonic buildings. This emptiness is observed as a negative mould for our experience of permanent mobility.

We exhibit ourselves, through the physical and closed boundaries of our own body, to that external space we do not know and that we call "the
world”, or (through a space and time limitation) to "the city". We must not forget that our perception is set in the parameters of space and time
and which as such produces specific limitations,

I deem necessary to refer to the notion of pli, crease, annotated by Guilles Deleuze, which implies that space is made of platfarms, of fissures, of
scrapings, of surfaces and depths, which completely invert our spatial e. This undi ding pi from exp ing the city as a uni-
tary whole, and on the contrary it appears as a juxtaposition of coats of knowledge and of perceptive layers. The experience of the city is built on
courses which obliquely get close, i without touching each other; which come near but never meet; which are superposed on different
latf and « i a discontinuity in time, Among all these readings, juxtaposition may be the one offering the best closeness to reality.
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The cities are inhabited and therefore are built. This construction is first carried out in our mind, through sketches of lived experiences and places
inhabited and then, it is three-dimensionally represented through the building of waorks, drafts, books of the artist, etc... Some of the features, which
describe the work done upon the city of Paris, are geometric dislocations, di ions of ism and incomplete connections of forms.

Another element defining this work is the way in how we perceive the city, and space definitively means time. Unlike classic time, which could be
reduced to zero or controlled (a time that had 2 beginning and an order in expansion), modern time is presented as an explosion where unique
time does not exist, but different times. Times with which we experience reality. "Ti i is not p d as a system but as a fortuitous
instant which, mainly guided by chance, is produced in an unf ble place and "2

The project here presented is facused on the experiences lived within the urban space of Paris during a period of four months. | have previously tried to explain
some of the concems and ok ions that have d ined the works from the beginning, Most part of the wark has been caried out in Spain throughout
the two years after my retum from Paris, During this time | have not deliberately gone back to that city. | needed to work from my recallection and with the
tool of memory, which h blishes those pl fissures and vacuums that allow organizing space and time and thus creating places.

The project To p o + g rafiasmainly consists in a sculptural set ¢ | by twenty three-di ional pieces, which by connecting to each other
form the plan of Paris. Each unit or district, distributed as a centrifugal spiral, delimits a meaningful area of the city, embracing in its nucleus the most
ancient part, the "lle de la Cité", where the city was originated due to the settlement of the “parvis”. Its outer boundary is formed by the “peripherique”,
the bypass highway of the city. The river Seine acts as a natural and ition thus providing a unique character to its urban morphology. The
set is spread over the floor with a great central empliness created by the geographical location of the river Seine. Each piece gradually increases in height
internally, according to the centrifugal movement of its real and geographical morphology; and all the sculptures take the form of a funnel, decreasing
towards the centre. Seen fram outside, the group takes the shape of a fortress or deposit that hinders the view of its interior, (remember that the city of
Paris was initially fortified). A series of vertical columns act as base for these volumes, thus comresponding to the characteristic silhouettes of the chimneys
and roofs of the houses of this city. A comidor, formed by the emptiness of the Seine, divides the set on two remarkable halves, allowing the spectator to
physically get into the interior and watch it from the inside. A system of stairs and platforms, working as curves of the level of the territory, travels along
the interior of the sculptures jumping over and blending the different heights, compartments and transitions from one piece to another, and therefore cre-
ating a constructed topography. Each work corresponds to a district or “arondissement” and gets into the shape of attic or of inverted roof.

Gaston Bachelard has defined the house as a comer of the world. This author sees the house like our first’ universe, but it is really a cosmos. Accar-
ding to his existentialist understanding of the world, every space really inhabited has the idea of house as an essence. Without it, the human being
would be a dispersed self: “But of course, thanks to the house. a great number of our memories are sheltered and that house gets slightly com-
plicated if it has a basement and a garret, corners and passages and then our memaries find more and more distinguished refuges.”(3)

The house is a body of images providing reasons or hopes of stability. If we think about it we may imagine it as a vertical being that rises. It is
also visualized as a concentrated being, it also us to an af ¢ ity. The vertical direction is assured by the polarity betwe-
en the basement and the garret. The roof protects the human being.

“Dwelling constitutes the paradigm of urban life and the articulated system of the house, of the district and of the city, it is a conceptualization of
the urban shape, which by giving up the four parts partition of the city as it was understand in the Athens Chart, leaves the individual in the cen-
ter of the organization of the inhabitable space.”(4)

For Martin Heidegger the act of dwelling has become problematic, The contemporary human being does not live in the city with a praiseworthy and fruitful rela-
tionship. The need to reconstruct dwelling does nat refer to the problem of lack of housing in the contemporary society, on the contrary it is a consequence .
of the sityation in which modem human being lives nowadays. The contemporary human being is stateless, lacks a dwelling, a place where the action of inha-
biting tan be carried out immediately, Dwelling requires an effort: It is necessary to leam to inhabit. This process of leaming to inhabit takes us to building, to
the pracess through which the individual gathers places, assembles things and meets other individuals. The space for dwelling is not anymore a geometric or
Cartesian space but an existential one. It is the result of the phenomenalogical perception of places and of a construction from that experience,

Each three-di ional piece composing the urban topography of Paris, ds to 2 book of the artist. Seen as a sculptural object, the book
consists in a box coated with lead and with wax inside. Images of pieces of trees tied together simulating a plan, where the thickness of the dif-
ferent branches could recall us the street addresses in a city. The glass that works as a door in each box reproduces the names of the main stre-
e1s of the district, as a three-dimensional street directory. Each book belongs to an arrondissement, and the set represents the diary or the history
of each district, of its people, of its streets and of its peculiar top hy. The twenty vol create a library or territorial registry of memories
and experiences lived in this city. The whole project To p o + g ra fi 2 5 forms the imagined topography of a territory. In this case of Paris.

My wark is focused on an open approach to build cities. | select some of its most significant frag which | interp fit ds through set of
stulptures and independent pieces, which depending on how they are distributed they build and draw new urban orders, spaces that define other
spaces. With a dialectics between presence and absence, between what it is” and what “it was®, | develop what for me constitutes the skin of

the city, its urban tissue, that city we all have in our memory.

If the purpose of architecture is to build places for shelter, we could say that the goal of sculpture is to build spaces for thinking.

(1) BACHELARD, Gaston. La poética del espacio. Breviarios. Fondo de Cultura Econbmica Mexico, 1957, page 57.

(2) SOLA MORALES, Ignasi de. Diferencias. Topografia de la arquitectura contempordnea, Gustavo Gili, Barcelona, 1995, PAgE 77.
{3) BACHELARD, Gaston, op. cil., page 38,

(4) SOLA MORALES. Ignasi de, op. cit., page 47.
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Ministerio de Educacian, Cultura y Deporte.
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Museo Pajar de Agustin, Valle de Hecho, Huesca.
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