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Aldo Rossi and the architecture of
Spanish democratic transition in
Seville

In the second half of the 1970s, during the Spanish transition to democ-
racy, a new generation of young architects in Seville reassessed the city in
relation to Italian debates and their strong political drive. Concerned
about the destruction of Seville’s historical centre by the Franco
regime’s urban planning, these architects found in Aldo Rossi not only
their main figure of reference, but also a powerful object of fascination.
Moreover, Rossi’s presence in Seville between 1975 and 1978 had a fun-
damental influence on the early work of young Sevillian architects and
the subsequent planning of the city under the first democratic adminis-
trations. However, a particular analysis of Rossi’s ideas in comparison
to the works of that time in Seville showed how these young local archi-
tects did not always fully bring on board Rossi’s political position through
their architectural projects. Rather, these architects’ reading of Rossi
favoured figure over structure, visual aspects over relational ones, and
ultimately had an important impact in the way the city’s historical
centre developed in the 1980s and 1990s.

Introduction

The Milanese architect Aldo Rossi first visited Seville in 1975. Local followers
congregated around the architectural guru, whose ideas were meant to con-
front the consequences of Franco’s desarrollismo (developmentalism) in
Spanish cities.1 Since the mid-50s, Franco’s dictatorial regime had fervently
developed ambitious urban renewal projects, the large-scale production of
modernist social housing, and the proliferation of new plans for cities in accord-
ance with late-modernist discourses.2 These ambitious modernisation plans
changed the face of most Spanish urban territories, but also had severe conse-
quences for historical cities and their surrounding environment. By the begin-
ning of the 1970s, when pro-democratic movements against the dictatorship
were reaching their peak, a new generation of Spanish architects just starting
their careers mobilised against this destruction of the city.
In Seville for example, the implementation of new plans and municipal pol-

icies not only catalysed the rapid destruction of the historic city centre, it
caused an even deeper erasure of the rich social and cultural fabric that
formed it. Two particular initiatives affected this process: the 1962 Plan
General de Ordenación Urbanística (PGOU; General Plan for Urban Program-
ming) and, more decisively, the 1968 Plan de Reforma Interior del Casco
Antiguo, (PRICA; Interior Reform Plan for the Old Town). For Franco’s regime,
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these two plans were the main instruments used to help the underdeveloped
city of Seville face the challenges of the contemporary age. Typical of the
regime’s planning of the 1960s, the PGOU was conceived under functionalist
and scientific trends3 to accommodate the growth of the city.4 Consequently,
the main aim of the Seville PGOU was the quantitative growth of the city
based predominantly on urban expansion through infrastructural development
as well as the densification of the existing city. To trigger this city expansion and
densification, the PGOU facilitated real estate developments through a flexible
plan encompassing land use classification. Framed within the PGOU, the 1968
PRICA’s main objective was to activate the most degraded and economically
stagnant area of the city — the historical centre — by favouring real estate
development there. To incentivise investors, the plan allowed the construction
of one or two more floors on 75% of the streets. In addition, 70% of street
layouts were modified totally or partially to maximise the area for construction.
The plan also allowed the construction of housing on old military barracks, con-
vents, schools, and gardens.5

The radical consequences of this planning shackled the city and agitated
young architects from the region, causing them to rebel against it. The
Spanish economic crisis of 1974–75 also suggested that cities could not con-
tinue their exponential expansion. Following Italian urbanist Giuseppe
Campos Venuti’s ideas, a reference for those years in Seville, the real challenge
for these young architects was to work with the existing urban fabric.6 For them,
what mattered was not only the obvious process of the destruction of the tan-
gible city, but also the underlying negation of the city as a civic reality at the
expense of uneven economic development. In the words of one of the
leaders of this group of architects, Víctor Pérez Escolano, a member of the
Spanish Communist Party who criticised the PRICA: “cities are the fundamental
base for human capital, but the crudest and least imaginative capitalism has
operated in Seville, inducing a process of destruction that we so regret”.7

These words indicate Escolano’s strong interest in the Italian debates on the
city. Campos Venuti and his Bologna Plan, and the movement of La Tendenza
were reference points shared by the young architects of Seville. In this general
climate of nonconformity of the 1970s in Seville, these communist models
became a very present and strong reference in the ideology of this cohesive
group, who moulded them with the ambition to confront the increasing
destruction and commodification of the city.8 Both the Bologna Plan, as an inte-
gral and holistic preservation of the city centre over and above the preservation
of specific monuments,9 and the typo-morphological analysis of La Tendenza,
with remarkable examples such as La Città de Padova,10 served as reference
points for Spanish cities facing similar problems as the Italian ones.11 But if
the Bologna Plan or Carlo Aymonino’s and Giorgio Grassi’s work appeared in
this way as the architectural discourse opposing the techno-economic develop-
ment of the 1960s, it was probably the powerful personality of Aldo Rossi that
condensed this approach, with The Architecture of the City as a necessary
bedside book for all young architects in Seville.12
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The “School of Seville”

In 1978, these young architects were identified for the first time as a cohesive
group by two issues of the influential Madrid magazine Arquitectura dedicated
to them. They were recognised as the “School of Seville” and started to achieve
a certain relevance at the national level.13 Although their interests differed in
some respects, the core of the group at that time was broadly labelled, with
certain nuances, as “Rossian”. This group of architects included Antonio Barrio-
nuevo, Antonio Cruz, Gonzalo Díaz Recassens, Antonio González Cordón,
Antonio Ortiz, Víctor Pérez Escolano, Francisco Torres, Juan Luis Trillo, Guillermo
Vázquez Consuegra, and Fernando Villanueva.14

Among them, Antonio Barrionuevo and Francisco Torres, who were partners
at that time, were the most militant supporters of Rossi in Seville. Barrionuevo
encountered Rossi’s ideas in Barcelona through urban planner Salvador
Tarragó while finishing his architectural studies after transferring from Seville.
He also established contact with other emerging groups of “Rossian” architects
across Spain, especially with 2C: Construcción de la Ciudad — a belligerent
magazine published from Barcelona under the leadership of Tarragó and
Carlos Martí. The magazine was considered to be the main propaganda mouth-
piece of “Rossianism” in Spain. Meanwhile, Torres learnt of Rossi through archi-
tect Rafael Moneo in the 1960s. Torres also transferred from Seville to finish his
studies — in this case, to Madrid. There, he studied under Moneo at a crucial
moment. During those years, Moneo was developing a voracious interest in
Rossi’s theories after his contact with Manuel de Solà-Morales, advancing
what would become the influence of Rossi in Spain.15

Two other Sevillian architects, Antonio Cruz and Antonio Ortiz,16 studied
under Moneo during this crucial time, but their connection with him grew stron-
ger than Torres’. The architectural duo had worked together since the beginning
of their careers under Moneo’s strong influence. Their relationship with Rossi
was probably as cautious as Moneo’s: admiration while maintaining a critical
distance from him. Like Moneo, they were generally interested in the theory,
but not in Rossi’s figurative universe.17 As Moneo mentions in his celebrated
essay on Rossi for Oppositions, “following Rossi’s enunciated principles in no
way compels the formal choices that he made”.18

Other members of the group, including Fernando Villanueva and Guillermo
Vázquez Consuegra, maintained a much closer personal relationship with
Rossi. Villanueva was Rossi’s best friend in Seville, hosting him at his home
when Rossi visited the city, while Consuegra could be considered his main pro-
moter in Seville, accompanying him on the many visits he made in the 1970s.19

Beyond these more well-known figures, other young architects should also be
noted, such as Gonzalo Díaz Recassens, Juan Luis Trillo, and Antonio González
Cordón. They were conscious supporters of La Tendenza and introduced its new
sensibilities to the School of Architecture in Seville.20 Although most of the
School of Seville architects were teaching in the 1970s, only these three and Bar-
rionuevo stayed in academia to gain professorships and continued to introduce
this sensibility into local architects’ education in the 1980s. In relation to this

75 The Journal
of Architecture
Volume 24
Number 1



group of academics, there is an indispensable figure: the previously mentioned
architect Víctor Pérez Escolano. In particular, Escolano acted as theoretician of
the Sevillian group and published about them in different magazines of the
time. It was Esconlano who named them the “young architects of rigour” in
an article in Jano magazine in 1978. This motto, famous at the time, made
referred to their preference for Italian rationalist architecture.21

For the formation of the School of Seville, it is also important to highlight the
role El Colegio de Arquitectos (Architects’ Association) had in shaping these
different young architects as a group. El Colegio was fundamental not only
for the promotion of consciousness about the city, but also for raising awareness
about the idea that architects were a community, a body of intellectuals with a
particular culture, interests, and a unique lexicon in common. The young Sevil-
lian architects wanted to be seen as a cohesive group that met weekly around
architectural events to showcase the new spirit of the first generations of archi-
tectural graduates from School of Architecture in Seville, which had been
founded in 1960.22 As previously mentioned, most of these active young archi-
tects taught there in the mid-1970s, but rapid professional success and some
political mismatches led some of them to drop out of academia and focus on
their own professional practice. They also participated in the Centre for
Studies and Services (CEYS), an agency of research and propaganda of El
Colegio, where they presented rather controversial exhibitions, such as La
Destrucción de la Ciudad (The Destruction of the City) in 1976 (Fig. 1).23 In
addition, El Colegio promoted several competitions with profound implications
for the city, including its own headquarters in Plaza San Pedro, and prestigious
competitions for the most important public spaces of Seville, such as El Prado de
San Sebastián and La Alameda.24

Rossi in Seville

Rossi’s first visit to Seville in 1975 was related to both a conference at the
Museum of Contemporary Art and the possibility of his first assignment in
Spain. This project consisted of the remodelling of one of Seville’s most
popular corrals, El Corral del Conde, which was ruined at the time.25 Under
the advice of local architects, Rossi was appointed to develop an exemplary
project as part of his initiative to recover the essence of the city. After this
visit, Rossi’s presence in Seville became very common. He would return in
1976 to be a member of the jury for the El Colegio headquarters design com-
petition, in 1977 to head the conference “The architecture of the old city of
Seville”,26 and in 1978 to preside over the second Architecture and the City
Symposium (SIAC).
The affection between Rossi and Sevillian architects seemed reciprocal. His

experiences at these different trips to Seville also marked Rossi deeply.27 The cel-
ebratory comments Rossi made about Seville’s Feria de Abril and Pasaje Valva-
nera, published in Scientific Autobiography (1981), showcase the impact that
Seville had on Rossi those years.28 But in particular, it was the traditional Sevillian
house that was of the greatest interest to Rossi, also because of its similarities

76 Aldo Rossi and the architecture of
Spanish democratic transition in Seville
Francisco González de Canales, Nuria Álvarez Lombardero

Figure 1.

La Destrucción de la Ciudad (the

destruction of the city), exhibition

organized by the CYES in Seville,

1976. Photograph courtesy of

architect Lino Álvarez.



with the casa di ringhiera in the old city of Milan. In Scientific Autobiography,
Rossi commented on this:

The analogical links, the associations between things and situations, became mul-

tiplied during my stays in Andalusia, so that the images of the structure of the

house of Seville began to emerge elsewhere, mixing autobiography and civic

history. I have always loved the typology of the corral and often proposed it in

my work. The corral was the form of life in the houses of old Milan, it constituted

the form of the country dairy farm and dates back to the Imperial agricultural villa

which was enclosed like a little city at the end of the Pax Romana.29

One important reference for Rossi when discussing his proposal for El Corral del
Conde in Seville (Fig. 2) was one of his most paradigmatic housing projects in
Milan, San Rocco in Monza, drawn up together with Giorgio Grassi (Fig. 3). In
fact, Rossi would cite this project several times when referring to his reading
of the city of Seville, his fascination with its traditional housing, and his proposal
for Corral del Conde.30 According to Rossi,

The project for the residential unit of San Rocco addresses the problem of the

courtyard: the typical courtyard element of the Milanese urban structure that I

have found especially in the neighbours’ courtyards of Seville (it would be interest-

ing to do a comparative analysis); it is the typological generator of the project. It

closes on itself to build a nucleus of city in the landscape of the industrial Milanese

periphery, a zone of much degraded conurbation.31
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Aldo Rossi, proposal for El Corral

del Conde, Sevilla, 1975.

# Eredi Aldo Rossi courtesy of

Fondazione Aldo Rossi.



Rossi’s political stand

A deeper reading of San Rocco may help understand the political implications
of Rossi’s theory. As Rossi pointed out, San Rocco was intended to regener-
ate a highly degraded industrial area in Monza in the metropolitan area of
Milan.32 In that context, the proposal defined his political agenda as a par-
ticular way of thinking about the city, in which the role of architecture was
to create a rupture within the existing urban continuum. For this purpose,
the project proposed the fragmentation of the diffuse metropolitan infra-
structure in spaces or courtyards, allowing a certain distance and autonomy
with respect to aggressive urban dynamics. Following a Marxist approach,
with which Rossi sympathised, these urban dynamics fed vigorously from
the capitalist relations of the production and distribution of goods and ser-
vices that now also involved social relations.33 Therefore, this separation in
spaces was capable of generating a distance from these processes to allow
citizens to freely position themselves and re-relate to the city as autonomous

78 Aldo Rossi and the architecture of
Spanish democratic transition in Seville
Francisco González de Canales, Nuria Álvarez Lombardero

Figure 3.

Aldo Rossi and Girogio Grassi,

proposal for San Rocco, Monza,

1966. # Eredi Aldo Rossi courtesy

of Fondazione Aldo Rossi.



associations of individuals. San Rocco appears as a building complex that
fragments spaces in the arid industrial territory, and yet these seemingly
abandoned fragments are precisely those that define a new order. In
addition, the fragmentation that Rossi proposed was not amorphous and dis-
articulated. On the contrary, the new order that he proposed relies on archi-
tectural form understood here as a structure — that is, as a cohesive system
of relations.
The ideas Rossi developed in San Rocco are supported by his most fundamen-

tal political argument in The Architecture of the City, his notion of “locus”.34

This notion draws heavily from his readings of French structuralist geographers
such as Max Sorre and Marcel Mauss. Structuralism, and in particular, logical-
normative structuralism, holds that a particular element of a structural system
has no meaning in itself; rather, it is the system that gives meaning to the
element. To apply this to the city, Rossi first had to propose a theory of the div-
ision of space, a way of dividing the urban into formal fragments (urban arte-
facts) which became elements of the structure. He explained this in the
chapter “The individuality of urban artefacts” in The Architecture of the
City.35 This division of space seemed to be of great importance to Rossi in con-
trast to the predominant notions of the city as infrastructure, territory, and
network.36 But it is precisely this theory of the division of space that allowed
Rossi to apply a structuralist view to the city and understand the city as a
group of structurally organised urban artefacts. In The Architecture of the
City, Rossi used the example of the space of the Catholic Church. According
to Rossi,

this space covers the whole earth because the Church is indivisible… And yet, in

this total and undifferentiated picture, where space itself is nullified and subli-

mated, there are singular points [… ] These are the places of pilgrimage, the sanc-

tuaries in which the faithful enters into communication with God.37

These are discriminated places within this continuum, like the church is. Accord-
ing to Rossi, they are “a small part of the universal space that is the place of the
communion of saints”.38 The same correlation can be made, according to Rossi,
with the city. If the church is to be conceived as the body of all Catholics, the city
is the body of all citizens — that is, the polis, as understood in Greek democ-
racy.39 In this way, once Rossi divides the city into urban artefacts or “singular
points” that are differentiated from the urbanised continuum, a meaning can
be assigned to them. The meaning of these urban artefacts is given by the
polis — that is, by the collective of individuals who that inhabit the city, this
being the most basic political meaning of the city for the Italian architect.
Although it is true that Rossi’s theory can be deployed through very diverse
architectures, it always implies this particular political dimension of the architec-
ture of the city.
Therefore, the locus, in its deepest political sense, recognises an interminable

dialectical relationship between the architectural form as a stable system of
relations and the citizen’s political agency as an informal practice. Thus,
although form is a structure of relationships prefixed by the city’s architecture,
the informal is the political autonomy of individuals manifested in their various
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approaches to what the city is for them, and is made explicit through plural and
even contradictory modes of expression. For Rossi, being able to project archi-
tecture as a form, as a structure of relations segregated from the urban conti-
nuum, is what allows citizens’ political autonomy in the city. His political
position is that understanding form as structure is a fundamental architectural
precondition for the unfolding of the political.

The architecture of the School of Seville

Rossi’s stress on form, as a structure of relations, was not fully recognised by the
School of Seville as the source of a political positioning. Throughout the 1970s
and 1980s, young Sevillian architects drew and redrew the traditional city— not
focusing on it as a structure, but mainly as a visual and linguistic rhetoric. This
action separated them with respect to Rossi’s initial preoccupations. This is
perhaps even more paradoxical when analysing the fascination the School of
Seville maintained with American architects, such as Robert Venturi or the
“The New York Five”.40 Despite Sevillian architects often publicly rejecting
them, they were references in compositional-rhetorical terms, and emphasised
the recycling of languages.41 An implicit example of this is the exhibition “La
Casa Sevillana” (Fig. 4). Curated in 1977 by Antonio Barrionuevo and Francisco
Torres, two of Rossi’s most militant followers in Seville, the exhibition redrew
some patio houses and neighbours’ courtyards of the city with a special empha-
sis on linguistic and figurative aspects through detailed axonometric drawings
that might seem closer to the Five Architects’ work than to Rossi’s. This closer
relationship was also stressed by the fact that many of the architects’ obser-
vations in their explanatory texts related to these linguistic and figurative
aspects.42

Although projects of the time used Rossi to demonstrate a strong interest in
the architecture of the historical city, its conceptualisation and representation
maintained strong links with the new American architecture of the East Coast.
For instance, greatly valued projects of the time, such as the houses designed
in El Aljarafe, the Martínez Gijón house in Castilleja de la Cuesta (1974)
(Fig. 5), and the Elizalde house in Mairena del Aljarafe (1976–77) by the pre-
viously mentioned architect Vázquez Consuegra, are closer to the American
rationalist rhetorical compositions of Richard Meier or Michael Graves. They
also deployed façades of a highly sophisticated compositional language that
became common for the School of Seville. In other projects by the same archi-
tect in this period, such as the house Rolando in Mairena del Aljarafe (1980–
83), there is a rhetorical approach to the project, where architecture becomes
a set of well-informed linguistic gestures and circular compositional variations
that include the use of a false façade— intentions that would greatly appeal to
Robert Venturi (Fig. 6). Indeed, there is even a certain recognition of this type
of phenomenon expressed in Victor Pérez Escolano’s description of the archi-
tecture of young Sevillian architects, where he defines it not only as an archi-
tecture “of rigour”, but also as “the school of the toreo de salón (ball room
bullfighting)” (Figs. 5–8).43
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Figure 4.

Cover of the brochure produced for

La Casa Sevillana exhibition (the

Sevillian house). Drawing by

students from the University of

Seville School of Architecture.

Courtesy of Francisco Torres.



Hence, what becomes more problematic about the positioning of the School
of Seville is how close it stayed to the design methods practiced by Richard
Meier or Michael Graves in the 1960s and 1970s. These merged so well
with the neoliberal approach favoured by architectural theoretician Colin
Rowe, and was at the opposite end of the spectrum to Rossi’s political ideas
as expressed in projects such as San Rocco. The Five Architects and their com-
positional rhetoric were, for Rowe, a demonstration of the definitive fall of the
revolutionary myth in architecture, an attestation of the end of the dream of
social progress that this architecture would bring, and the stripping of archi-
tecture of any political function, finally to place it where Rowe always
thought it should be, namely, at the service of the free development of
private interests.44

However, the truth is that by the mid-1970s Rossi had started to distance
himself from his earlier more ideological and political positions, finding increas-
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Figure 5.

Guillermo Vázquez Consuegra,

Martínez Gijón house, Castilleja de

la Cuesta (Sevilla), 1974. Guillermo

Vázquez Consuegra Arquitecto.



ing connections with the interests of the American East Coast. This started to be
unveiled by the architect Rafael Moneo in the last section of his well-known
essay on Rossi in Oppositions, written in 1973 and published in 1976. For
Moneo, there is an inevitable mismatch among Rossi’s figurative expression,
its lyrical dimension, and Rossi’s will to establish a rigorous response to the
city structure as a collective endeavour.45 This suspicion was later confirmed
by his choices for the Triennale of September 1973, where Rossi and his fol-
lowers tried to redefine “rationalist architecture”. It is remarkable how Rossi’s
selection included European architects such as James Striling or Leon Krier,
clearly contaminated for instance by the American sensibilities of Venturi and
the New York Five. In addition, the special relation that Rossi started with
Peter Eisenman, one of the New York Five, cannot be ignored. Eisenman
invited Rossi to the Institute of Architecture and Urban Studies in New York
between 1976 and 1979 and also prepared the first English edition of the Archi-
tecture of the City, which was fundamental for spreading Rossi’s ideas in the US.
It is difficult to believe that the growing ambiguity and depolitisation of Rossi’s
position did not affect his followers’ positions as well.
In the School of Seville, there is not only an insistence on highly rhetorical

façades, but more importantly on the use of the patio, a particular structure
that Rossi recognised as fundamental in the architecture of Seville. However,
the courtyard was also often reconceptualised as more of a figurative image
than a structure in the School of Seville, substantially mitigating its role as
articulator of the interpersonal relationships of a small community that Rossi
attributed to it. Most of the housing projects developed by the previously men-
tioned architects Cruz and Ortiz since the early 1970s, thanks to the possibili-
ties of the PRICA, are deployed around a formally and geometrically complex
patio, such as their housing block projects on Medina Street (1972–75), Doña
María Coronel (1974–76), or Lumbreras Street (1978–80). In these housing
projects the general feeling is that the patio is conceived more as a figure
than as a structure. The patio is a gap that lets the light through, a breach
to oxygenate the tight urban fabric, but not the vivid space of the traditional
neighbourhood block. In cases like the housing block on Lumbreras Street, the
house is shown as two blocks joined by a false façade created by the
elongation of balconies. The patio becomes the access space to the house
that is between these two linear buildings, as if we had to read them as
two free standing modernist blocks. Very similar is the layout of the housing
on Medina Street, with the same façade of balconies (Fig. 8). The patio of
the very well-known housing block on Doña Maria Coronel Street, the so-
called kidney patio house (casa del patio riñón), is never inhabited by
anyone (Fig. 8). This patio acts as a space to pass through, but not to live
in. In fact, no life is predicted for it beyond the passage of the car to the
parking in the basement. It is not that this housing project has no relevant
values in its texture, language, and updating of the work in the historic
centre from a contemporary perspective, but it clearly identifies the idea of
the patio as a figurative image rather than a lived structure.
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Figure 6.

Guillermo Vázquez Consuegra,

Rolando House, Mairena del

Aljarafe, Sevilla, 1980-3. Guillermo

Vázquez Consuegra, Arquitecto.



First urban plans for Seville in democratic Spain

The new policy-making of the early 1980s, after the first democratic municipal
elections of 1979, also highlights the consequences of this approach. This can
be seen in the plan for the Pino Montano neighbourhood in Seville by Cruz
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Figure 7.

Antonio Cruz and Antonio Ortiz,

Plans of housing building in Doña

María Coronel (aka house of the

kidney courtyard), 1974-6. Cruz y

Ortiz Arquitectos.



and Ortiz (1981–86), shaped with a structure of blocks around big courtyards
that were later developed by the majority of the most preeminent young archi-
tects of the School of Seville (Fig. 9). If we have a close look at these housing
complexes, we again note how the courtyards are largely residual spaces with
no life in them. The patio is not an associative space, it is not programmed,
and it ends up having no daily life. In many cases, the blocks tried to mitigate
the formal consistency of the patio by reducing them to an assembly of linear
blocks. In this way, architects were stating that the inner courtyard was not a
space of cohesive association, but the space in between blocks. This approach
seems to again contradict Rossi’s notion of form as a strongly cohesive system of
relations. In addition, despite the strength of Pino Montano’s neighbours’
associations, no resident was consulted for the development of the plan or
any of the blocks. On the contrary, many linguistic references to the city or
Rossi’s own language were implemented in the projects as a substitute for
popular expression precisely in one of the most active neighbourhoods of
Seville. Again, this shows how most young Sevillian architects willing to
commit to a new democratic architecture in keeping with their time placed
much more emphasis on visual and linguistic gestures than on spatial and struc-
tural relations for people to express themselves. In this way, the courtyard or
patio became, in many cases, an image and, as such, undermined Rossi’s funda-
mental political reflection on the city as a structural relation between the polis,
understood as a community of political subjects, and urban artefacts, auton-
omous spatial organisations.
On the other hand, the 1981 PRICA managed to stop the brutal demolition of

the urban centre that occurred in the 1960s and 1970s. The new regulations
that would later be extended in the PGOU of Seville in 1987 not only included
the conservation of individual buildings, but also a sense of the protection of the
historical centre which was understood as a whole. However, given the prepon-
derance that language and image were having since the mid-1970s, this protec-
tion was translated in many cases into a conservation of façades, if not a
reinvention of the same within an agreed “Sevillian style”. The more structural
questions of spatial organisation were left aside, unless they were particularly
obvious. The result, at an extensive level, was the propagation of a concept
of preservation and a new municipal legislation mainly concerned with the
building façade or with whatever could be seen of the building from the
exterior. This generated a pre-set and picturesque image of what the city of
Seville was to illustrate, behind which processes of gentrification and urban
expulsion did not cease to spread.46

Throughout the 1970s and 1980s, the architectural language of the School of
Seville became increasingly mimetic of a certain image of the city and sometimes
also of Rossi’s own works. Mouldings, horizontal or oblique grilles, vertical
windows, or thin concrete cantilevers were repeated as an apparent reinter-
preted expression of the city’s popular language. These were elements
employed by a cultural elite whose derivative taste for the popular was not a
way of involving people, but a way to subsume their participation within an
architectural representation prefixed as popular. The representations of this
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Figure 8.

Antonio Cruz and Antonio Ortiz,

housing in Medina Street, Seville,

1972-75. Photograph by Francisco

González de Canales.



image of Seville soon became much coarser in the hands of less skilled archi-
tects. It was precisely by this means that the city, deprived of its meaning as a
political structure, was replaced by its self-imposed image. Architecture as
such did not become a new vehicle for democratisation, but inversely evolved
into an instrument that informed the depolitisation of the city.

Conclusion

The architecture of the city in Seville during the democratic transition could
be considered as highly politicised, but perhaps it was hardly political, or at
least it did not respond to the political position for an architectural project
of the city that Rossi envisaged. For Rossi, architectural form was not a figura-
tive expression, but a cohesive structure able to trace or break relations. As
such, form was a fundamental precondition for the political to be unfolded
in the city. Contrary to this, for the School of Seville, architectural form as
a structure was soon overshadowed by a resilient interest in the figurative
aspects of their contemporary architecture (e.g. Rossi, the New York Five,
Venturi). For Seville’s architects, to develop a strong personal imagery and lin-
guistic rhetoric of their own became the most important driving force of their
architecture, as manifested in the two most important projects of the time:
Rolando house by Vázquez Consuegra and Patio Riñón housing by Cruz
and Ortiz.

85 The Journal
of Architecture
Volume 24
Number 1

Figure 9.

Aerial view of Pino Montano partial

plan. Archivo Gráfico y

Publicaciones. Fototeca. Gerencia

de Urbanismo del Ayuntamiento de

Sevilla.



Throughout the 1980s and 1990s, this successful generation of architects
redeveloped the city under mainly figurative premises. Consequently, the politi-
cal dimension of the architecture of the city was increasingly replaced by a
somewhat artistic and self-referential conception of the architect’s work. The
right to individual political autonomy through the individuation of spaces, as
proposed by Rossi, was progressively substituted by the autonomy of interests
of the architects themselves, while leaving behind Seville architects’ connections
with the political phenomena of their time. In addition, economic growth in the
1980s provided an opportunity for architects to insist on the development of
their own private languages. Today, this is a tendency that can also be seen
to be in line with the general neoliberal trend promoted by the new inter-
national status quo: a prevalence of the interest in the individual (and private)
over the collective (and common), deeply affecting even the Spanish socialist
governments of the 1980s.47

In short, despite the political concerns shown by the Seville architects of the
moment and their proclaimed closeness to communist ideas and the Italian
debates of the 1960s, the phenomena discussed herein meant that, in the
long term, a displacement of architecture was understood as a practice inti-
mately linked to a political purpose, thereby creating and increasing the dis-
tance between the architectural discipline and the people still seeking to
recover it.
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