











w ithin the panoply of players in the universe, we are
attracted to those who can create new ideas, new
applications, new installations, new fashion, new buildings.
By the word "new" we mean those professionals or creative
types who are able to think outside of the box and apply
their imagination to opening new vistas where material,
blended with creativity, produce new "product" — and by
product we mean new solutions to an existing model, and
even more so a completely new invention.

In order for progress to continue, for people to truly "create”
something new, there will have to be a balance of techno-
logy, materials, and human inspiration. There are many
ingenious thinkers, artists, architects and designers who
combine all of these things, and come up with soulful and
joyful ideas that give us never-ending excitement from
around the world. The players in these arenas are to be
lauded for their initiative to pursue new ideas and to imple-
ment them. All such projects that are materially sensitive
have the distinction of being leaders of creativity.
We need to lay the groundwork for the life, the design, the
architecture of tomorrow. We need to promote creativity
and innovative thinking within the next generation of prac-
titioners, literally within them. Material ConneXion, and
materials in general, play a major role in promoting this
development.

Materials are the core of the built environment: everything
we touch, everything we smell, and most of what we see
and hear is based in a material of some kind. Design is the
practice of making those materials into products and envi-
ronments that — hopefully — meet a need (or desire) of the
consumer. If a practitioner is creating designs based on
limited material knowledge, the designs themselves will be
limited. We all use tools to accomplish our work: some
people use a computer while others might use a pencil,
though many use both. It is the understanding of what each
of those tools brings to a task that is important. Knowing
the materials available is to know what tools are available.
Without this kind of information, designers are literally
flying blind.

In an era of billions of SKUs and seemingly endless building
development, materials serve a critical purpose in differen-
tiating one product from another. By simply changing the
material of virtually any product, without altering any other
aspect of its design, you can change it from a commodity
product to a luxury good (or vice versa). Chose the right
material, and a designer can make this transformation
without altering the unit cost of the product. That kind of
knowledge is extremely powerful.

Materials can transform design, and design has the power
to transform our lives. We have high expectations for the
places we live, the clothes we wear, and the products we
truly "use" in our daily lives. In these environments and

products, we are looking for things that comfort, that inspire,
that create a relationship with us. In order to create that
personal relationship, a designer needs to know all of the
options available. (...)

Inspiration can also come from places where it is least
expected, or the territory is completely new and unknown.
Materials are developed for specific use in a wide range of
industries and products, and completely off of the radar of
those outside those arenas. That is not to say, however,
that these specific materials cannot venture outside of their
specific role. Indeed, the cross utilization of knowledge
and materials is one of the most important features of our
library.

There is something special about the pure power of the
human hand coupled with the imagination, versus the
awesome power of technology and innovation. While the
pursuit of "innovation" seems to be one of life’s primary
drivers, there is something about the result of technological
"innovation" that, while impressive, fails to connect with
us on an emotional level: very few people swoon over the
latest computer chip or V8 engine. Time and time again,
however, we find ourselves moved, elated, transported by
the results of nothing more than a creative mind in full
bloom: the sensuality of a piece of handmade fashion or a
simple wooden bowl turned on a lathe. Where technology
appeals to the rational being in all of us, it is creativity that
Stirs our emotions and brings us true satisfaction.

This creative mind is at the root of our civilization. To me,
it does not refer to the "arts & crafts" concept but rather to
the root of innovative thinking beginning many centuries
back. The creation of the Pyramids and other wonders of
the world are living proof of how the minds of individuals
have driven them to "create."” The layers of civilization have
brought us geniuses from Leonardo to Brunelleschi to Le
Corbusier, up to contemporary stars such as Foster, Rogers,
and Herzog & de Meuron. It is that same mind, centuries
later, with added layers of acquired knowledge and experi-
mentation, which allows us to create for the future.

LEFT: ENTER "IMAGINATION" AND A HIGH SENSE OF CREATIVITY MAKING A BANAL PROCESS
INTO SOMETHING ARTFUL, ECONOMIC AND STRIKING: THE COMMAND AND TRAINING
CENTER OF THE COLOGNE PROFESSIONAL FIRE BRIGADE IN COLOGNE, GERMANY IS THE
WORK OF BFM ARCHITECTS. THE LATTICE IS COMPOSED OF 32 VERTICAL PRE-FABRICATED
CONCRETE PYLONS, DYED IN RED WITH A SMOOTHED SURFACE. THE FINAL "OBJECT"
ARCHITECTURE IS AS GOOD AS A MAJOR ART INSTALLATION.

PREVIOUS PAGES: THE EFFECT OF "PIERCING" ON THE OUTSIDE SHELL OF A STRUCTURE
HAS BEEN USED TIME AND AGAIN, AND MOST RECENTLY SHOWN IN THE WORK OF THE NEW
STAR ARCHITECT IN LONDON, DAVID ADJAYE, IN HIS "PERFORATED" ENTRY TO THE OSLO
PEACE CENTER. HIS IDEA IS ONE OF POROSITY. THIS TECHNIQUE IS USED QUITE FREQUENTLY
IN ISLAMIC ARCHITECTURE. THESE "CUTOUTS" CAST INTERESTING SHADOWS, ALLOW CROSS
VENTILATION, WHILE ALSO DEFINING A SPECIFIC STYLE.
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Menchu Gutiérrez (Madrid, 1957).
Ha publicado, entre otras, las obras
en prosa Viaje de estudios

(Siruela, 1995), La tabla de las
mareas (Siruela, 1998), La mujer
ensimismada (Siruela, 2001),
Latente (Siruela, 2002), Diseccidon
de una tormenta (Siruela, 2005)

y Detras de la boca (Siruela, 2007).
Entre sus poemarios cabe destacar
El ojo de Newton (Pre-textos, 2005).
Traductora de E.A. Poe, W. Faulkner
0 W.H. Auden, es también autora del
ensayo biografico San Juan de la Cruz
(Omega, 2004). Colabora en el diario

P h . . , . El Pais y en distintas revistas literarias.
@ Qué sabia del objeto antes de que naciera? Sabia que existia antes de

‘ nacer. Que su forma, sus perfiles, sus calidades se encontraban disuel-
tas en el magma de su deseo. Y pensaba que lo que deseaba del objeto
terminaria por materializarse por la fuerza del deseo mismo. Pensé que, en
la infinita repeticién de su modelo, el artesano habhia hecho del deseo su
casa: porque nunca se saciaba del objeto. Pens6é también que él habfa
pactado con el artesano hacfa mucho tiempo, y que ahora habia urdido un
plan con él, para que el viaje hacia el objeto cobrase nuevos significados.

Deseaba que el objeto fuera un almacén de tiempo. Pero no un tiempo que
se limitara a sumarse al tiempo: no un almacén de arena que cayese desde
un embudo de cristal a otro invertido embudo de cristal. No queria un objeto
que ganase diplomas en la carrera del reloj; que mostrase en su reverso,
convertido en anagrama, el marchamo del tiempo. El objeto no tenfa que
doblar los brazos para demostrar su fuerza, ni erguirse como una fortaleza;
queria que el objeto fuera un almacén de tiempo que se desplegara en todas
direcciones: como una pildora que concentrara en sf toda la tabla peri6dica;
que el tiempo fuera hacia adelante y hacia atrds y que viniera también de
todas direcciones; que en medio de aquella larga vida del objeto, el momento
presente se encargara de decirlo todo.

El objeto de su deseo existia antes de nacer, pero tenia que nacer. Para ello
se sentd en una sillay dibujé una silla; se dibujé a st mismo en la silla, vy,
sin esfuerzo alguno, como habfa imaginado que sucederia, se incorpord al
dibujo. Con el lapiz realiz6é cortes e incisiones, y con la misma ufia con la
que hendia el papel, desbast6 la madera. Al llegar la noche, se quedé dormido
en el interior del dibujo. Fiel al pacto que habia firmado con él, despert6
entonces el artesano y termind la tarea que el dibujo habia iniciado.



Menchu Gutiérrez (Madrid, 1957) has
published several books of poems,
among which can be noted El ojo de
Newton (Ed. Pre-textos, 2005). She is
also author of the novels: Basenji (1994),
Viaje de estudios (1995), La tabla de las
mareas (1998), La mujer ensimismada
(2001), Latente (2002), Diseccion de
una tormenta (2005) and Detrds de la
boca (200y), all of them with Ed. Siruela.
She has also written a biographic essay
on St. John of the Cross (Ed. Omega,
2004), and has translated E.A. Poe, Jane
Austen, Joseph Brodsky or W.H.Auden.
She collaborates with the Spanish
journal El Pais, and with some other
literary magazines.

born that it existed. That its shape, lines, and qualities were dissolved in the

magma of his desire. And he thought that what he sought from the object
would materialize from the strength of that very desire. He thought that through the
infinite repetition of his model, the craftsman had made desire his home: for he was never
satiated by the object. He thought too, that he had made a pact with the craftsman a long
time ago, that he had woven a plan with him, so that the journey to the object would gain
new meaning.

w hat did he know about the object prior to its birth? He had known before it was

He wished the object to be a storehouse of time. But not limited to adding more time to
time. Not a storehouse that spilled sand from one glass funnel into another, inverted
glass funnel. He did not want an object that won diplomas in the race against the clock;
that wore on its back, as if it were an anagram, the stamp of time. The object needn’t flex
its muscle to show its strength, nor tower fortress-like; he wished the object to be a
storehouse of time that unfurled itself in all directions, like a pill that concentrated within
itself the entire periodic table of the elements; for time to move forward and backward
and also come from all directions; that in the middle of that object’s long life, the present
moment should assume the task of saying it all.

The object of his desire existed before birth, but still needed to be born. Which is why he
sat in a chair and drew a chair; he drew himself in the chair, and effortlessly, just as he
had imagined, he became part of the picture. With his pencil he cut and carved, and with
the same fingernail that rent the page, he filed away at the wood. At dusk he fell asleep
inside the picture. Faithful to the pact he had signed, the craftsman then awoke and
finished the task the drawing had begun.






La vision de Vincon / Vingon’s view

Fotografias: Llufs Capdevila
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De una convesacion informal entre Fernando Amat y
King & Miranda

¢Qué esta en la base del método Vincon: el conocimiento
del gusto medio emergente o la propuesta innovadora
que intercepta deseos ain no expresados por el usuario?
Nada de lo que mencionas. Con los afios he descubierto
que el elemento basico es EL AZAR. Empecé a comprar
para Vingon hace muchos afos, al principio buscaba "el
método" pero nunca di con él. Harto de férmulas, aposté
por comprar para mi, comprar s6lo aquellas cosas que
me compraria para mi casa. Esto tenfa la ventaja tedrica
de que si nadie lo compraba yo me lo quedaba. Y el azar
se puso de mi parte. La parte negativa es que descubri
que no tengo un gusto "exclusivo” pero al mismo tiempo
también es la vertiente positiva, ya que miles de ciuda-
danos tienen el mismo gusto que yo. Mis clientes. Mi ego
se recuperd cuando lei el libro de Giovanni Cuttolo,
L’Edonista Virtuoso, y descubri que mi profesién era la

de "mercader”, aquel personaje antiguo que comprando
y vendiendo ponia mas énfasis en la primera parte que
en la segunda. Hasta entonces yo me definia como
"botiger", un término no muy valorado en mi curriculum.

¢Qué peso tienen la teoria y la practica?

Es cierto que existen algunas teorfas en nuestro sector.
Lo interesante es descubrir que si no las cumples y eres
constante también te funcionan. Me encanta conocer las
técnicas de marketing y contradecirlas; tener escaparates
en los que nada es comercial, poner en las mejores zonas
productos dificiles; no tener aquellos productos que "hay
que tener"; eliminar los productos que no me dan
satisfaccion y en cambio mantener mis preferidos, incluso
si no se venden facilmente. Cuando una idea es buena
a veces la totalmente opuesta también puede ser-
lo.

¢Esta vuestro piblico mas interesado en la innovacion,
en la conservacion o en su personal percepcion?

Fernando Amat. Barcelona Abril 1941. En 1973 abre La Sala Vincon en la que se han realizado hasta la fecha casi 200 exposiciones de
arte o relacionadas con el disefio. Actualmente Vingon ocupa en el centro de Barcelona una superficie de venta aproximada de 3.000
metros cuadrados organizados en secciones muy definidas de productos para el hogar, muebles, iluminacién, articulos para la mesa
y la cocina, accesorios para bafio, textil para el hogar etc. En 1997 rehabilité un espacio de 1200 metros en Madrid para abrir un nuevo
Vingon. En 1998 abre en Barcelona TincCon, tienda especializada en productos para dormir. Vincon ha recibido algunos premios entre
los que merece destacar los siguientes: Ha sido finalista de los European Design Prizes. En 1995 gand el Frankfurter Zwilling y en 1995
el premio Nacional de Disefio en Espafia. En 1999 premio a la mejor tienda de Barcelona. En 2005 realiza el proyecto integral del hotel
Casa Camper en Barcelona. Actualmente esta desarrollando junto a Jordi Tié Casa Camper en Berlin.

Fernando Amat. Barcelona April 1941. In 1973 he opened the Sala Vincon where almost 200 art or design related exhibition have been
held to date. Vincon currently occupies a sales area in the centre of Barcelona of approximately 3,000 square metres, organised in well
defined sections for home products, furniture, kitchen and dining items, bathroom accessories, textile for the home, etc... In 1997 he
refurbished a 1200 meter space in Madrid to open a new Vingon. In 1998 he opened TincCon in Barcelona, a shop specialising in products
for the bedroom. Vingon has received various awards including the following: It was a finalist in the European Design Prizes. In 1995 it
won the Frankfurter Zwilling and also in 1995 it won the Premio Nacional de Disefio in Spain. In 1999, it won the award for the best store
in Barcelona. In 2005 he created the integrated Casa Camper hotel project in Barcelona. He is currently developing the Casa Camper in
Berlin together with Jordi Tié.
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No tengo ni la mas remota idea. Esta tan mezclado que
posiblemente podria hacer grupos de clientes curiosos
o perfeccionistas, obsesos por el diseno, compradores
compulsivos, buscadores de gangas, visitantes que se
quejarany no compraran, algunos que intentaran robar,
etc.

¢SiVingon es el referente para el consumidor avanzado
en Espana, existe o podria existir uno para el consumidor
a nivel global?

Podriamos perfectamente ser nosotros si fuéramos mas
ambiciosos 0 menos perezosos. Lo (nico que hace falta
es estar cerca del consumidor. Hay que darle al cliente
la posibilidad de decidir si lo quiere o no lo quiere. Ahora
son las tiendas, los intermediarios, quienes "saben" qué
les gusta a sus clientes y utilizan "el método".

Antes de ir a Madrid nos decian: "ya veréis, alli no van
a entender lo que vosotros tenéis", y evidentemente se
equivocaron.

§ )
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An informal conversation between King & Miranda and
Fernando Amat

What is the basis of the Vincon method: a knowledge of
newly emerging tastes or an innovative approach that
intercepts desires not yet expressed by the user?

Neither of those that you mention. Over the years, | have
discovered that the basic element is CHANCE. | started
to buy for Vingon many years ago, in the beginning |
looked for "the method" but never found it. Sick of
formulas, | decided to buy for myself, buying only the
things | would buy for my home. This had a theoretical
advantage in that if nobody bought it, | would keep it for
myself. And chance was on my side. The negative side was
that | found that | don't have "exclusive" taste but, at the
same time, there is also a positive side, because thousands
of people have the same taste as me. My customers. My
ego recovered when | read the book by Giovanni Cuttolo:
L'Edonista Virtuoso and | discovered that my profession
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was that of "merchant”, that old-fashioned character
who, by buying and selling, put more emphasis on the
former than on the latter. Until then | had defined myself
as a "shopkeeper”, a term on my CV that was not very
highly rated.

What importance do theory and practice have?

It is true that there are some theories within our sector.
But what | find interesting is discovering that if you don't
follow these theories but you persevere, they also work.

I love to learn marketing techniques and contradict them:
having shop windows where nothing is commercial,
putting the difficult products in the best areas, not having
the "must-have" products, removing the products that
don't give me any satisfaction and keeping the ones |
prefer, even if they don't sell easily.

When an idea is good, sometimes the complete opposite
can also be good.

Is your public more interested in innovation, in conser-
vation or in their personal perception?

| don't have the remotest idea. It is so varied that one
could group clients together as those that are curious or
perfectionists, those obsessed with design, compulsive
buyers, bargain hunters, visitors that complain and don't
buy, those that want to steal, etc, etc.

If Vingon is the leader for the advanced consumer in
Spain, is there or could there be one for the consumer
on a global level?

It could very well be us if we were more ambitious or less
lazy. The only thing you need to do is be close to the con-
sumer. You have to give customers the option to decide
if they want it or not. Now it's the shops and intermedia-
ries who are the ones that "know" what their customers
want and use "the method". Before going to Madrid peo-
ple told us: "You'll see, they won't understand what you
have there," and evidently they were wrong.
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N ormalmente el debate sobre oficinas empieza por clarificar si
estamos hablando de una sede corporativa o de un edificio
patrimonial para alquilar. Podriamos entender que el debate seria
mas rico si incluyéramos el tipo de actuacion a realizar; implantacion,
rehabilitacion, obra nueva, edificio en altura... por no seguirindicando
un n? mayor de posibles clasificaciones. Yo me centraria por propia
experiencia en tres grandes grupos. El primero seria sede corporativa
incluyendo en ella cualquier caracter de singularidad. El segundo
seria patrimoniable en alquiler y el tercero , rehabilitacién que
acogeria como paraguas obras en edificios existentes normalmente
con tipologias arquitectonicas diferentes del uso de oficinas. El
segundo grupo es posiblemente el mas exigente en rentabilidad y
aprovechamiento. Es en este mundo donde nos hemos movido méas
dltimamente. Aparece en cada proyecto un nombre con maydsculas
,"eltecho”. El techo por sus peculiaridades técnicas es el depositario
del médulo empleado en el edificio. Sin el techo y una organizacién
coherente no podriamos optimizar el proyecto. El médulo que pre-
ferimos es el de 30 cm, éste médulo nos ha permitido jugar con

30 X 120 0 €On 60 X 60 que son los repartos que mayor disponibilidad
de piezas de falso techo , luminarias y difusores standares nos
ofrece el mercado. Parece una tonteria pero la malla que genera el
reparto del modulo del techo tiene un gran impacto visual . Esta
jerarquia espacial estda motivada por un médulo que es el que nos
permite abaratar mas el costo de las disposiciones de distribucién
de las oficinas. El falso suelo tiene poca incidencia en el médulo
pues normalmente la terminacién que lleva méas tradicional (la
moqueta) se realiza contrapeandose sobre las losetas que le sirven
de soporte. Hay dos ideas que nos han llamado mucho la atencion.
La primera referente al mddulo estructural y la segunda al tono del
ambiente del espacio de trabajo.

La estructura.

Que si obedece a una optimizaciéon de parking deberia plantearse
cada tres plazas de garaje. Esto viene motivado por dos razones :
La primera que la anchura de crujia no debe ser superior a 11 metros
entre fachadas de luz natural. A partir de esta distancia el centro se




quedaria por distribucién y separacién sin ambientacién natural.
La segunda por la razén de que si el pértico estructural es perpendi-
cular a fachada en un paseo longitudinal por el eje de la crujia para
poder empezar a ver lateralmente el exterior sin girar la cabeza,
tendria que superar el ancho de dos plazas de garaje. En referencia
a la calidad tonal del ambiente, tendria que decir que esta fue una
idea rescatada de un comentario por parte de un pintor sobre la
calidad visual del ambiente a través del polvo existente. La luz
impacta en el suelo y dependiendo del color del material que en-
cuentre de ese color tifie el ambiente pudiéndose asegurar de la
calidez del mismo. Este es el motivo por el que intentamos llegar,
a ser posible, con las aperturas de fachada hasta el nivel del suelo
técnico para evitar zonas de contraluz de z6calos o rodapiés. El
muro cortina para nosotros es fragmentable y permite abaratar en
el cumplimiento de normativa al trabajar en el aspecto exterior con
los distintos elementos que resuelven la visibilidad exterior, la
proteccién solar, la limpiezay la proteccion contraincendios dando
a cada componente su sitio y capacidad de respuesta a los proble-

mas planteados en el disefo. Cada proyecto presenta matices
diferentes y posiblemente su ubicacién y orientacién sean uno de
los factores mas importantes en el planteamiento a realizar. De los
ejemplos que acompafian a estas notas tendria que anadir que
presentan una caracteristica com(n en que desde el principio se
ha trabajado con un objetivo econémico fijado. Para terminar dirfa
que la posibilidad de poder leer en el disefio el proceso constructivo
desarrollado es el factor predominante de nuestro trabajo, creemos
que eso permite datar el edificio en el tiempo y responder a las
inquietudes de cada momento. Son pequefias notas y sélo tocan
un poco nuestro mundo de ideas y procesos que conforman el
vocabulario de nuestros proyectos.

2001-2003 - REHABILITACION DE OFICINAS EN PASEO DE LA CASTELLANA 28, MADRID;
2002 - DISENO OFICINAS DAEMON QUEST. TORRE PICASSO PLANTA 11, MADRID;
2001-2004 - EDIFICIO DE OFICINAS IRIS, C/ RIBERA DEL LOIRA, 4-6, MADRID

2001-2003 - OFFICE REFURBISHMENT AT PASEO DE LA CASTELLANA 28, MADRID;
2002 - DAEMON QUEST OFFICE DESIGN. TORRE PICASSO PLANTA 11, MADRID;
2001-2004 - OFFICE BUILDING AT IRIS, C/ RIBERA DEL LOIRA, 4-6, MADRID
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Gabriel Allende es actualmente director de Allende Arquitectos; estudio de Arquitectura fundado en 1982. Desde 1989 es Profesor
Asociado de la ETSAM (Escuela Técnica Superior de Arquitectura de Madrid )y colabora en el Departamento de Proyectos de Fin de
Carrera. En la citada escuela finaliz6 sus estudios de Arquitectura en 1976, realizando poco mas tarde un Master en Arquitectura en la
U.C.L.A. (Universidad de California, Los Angeles) en 1979. Desde el 2004 forma parte del centro d“Enllac AE BCN , siendo a su vez
integrante del A.E.P.D. (Asociacién Espafiola de Profesionales del Disefio) y miembro fundador de DIMAD (Asociacién de Disefiadores
de Madrid) desde el 2005. En el afio 2005 se une al I.E.D. ((Istituto Europeo de Design) como miembro del comité cientifico y actualmente
es miembro del consejo. Gabriel Allende ha sido invitado por diversas universidades, tanto espanolas como extranjeras, para participar
como ponente o conferenciante. Ha sido premiado entre otros por: el Colegio Oficial de Arquitectos de Madrid (en tres ocasiones), el
Ayuntamiento de Madrid (en seis ocasiones), la Comunidad de Madrid (en cuatro ocasiones), Fundacién C.E.O.E., Fundacién Camunas,
Expopiedra, Cdmara de Comercio de Valencia, Ill Bienal de Arquitectura, Asociacion Espafiola de Profesionales del Disefio, Salén
Inmobiliario de Madrid, etc... A su vez, ha sido ganador de varios concursos, destacando su labor en arquitectura e interiorismo.

Entre sus principales obras realizadas destacan: la Sala de Exposiciones de la Comunidad de Madrid en Pza de Espafia, Fundacién
Santillana, Sede de Morgan Stanley, Sede de Aguirre Newman, Edificio Oficinas Iris, Edificio Oficinas Torres Agora, Sede I.E.D., Edificio
Oficinas Crisalis y Hotel Paseo del Arte. Respecto a los proyectos que se estan desarrollando en la actualidad, podriamos destacar entre
otros: Teatro Albéniz, Hotel Madrid, Resort Las Colinas para Mandarin Oriental en Benahavis y Edificio de Oficinas para Hines en Las
Rozas de Madrid. Allende Arquitectos, abarca los proyectos de forma global, ya que esta formado por un equipo multidisciplinar, que
a su vez, cuenta con la colaboracién de Allende Branding como empresa asociada, interviniendo de ese modo en todas las fases del
proceso proyectual, ampliando sus limites méas alla de lo estrictamente arquitecténico.
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Gabriel Allende is currently the director of Allende Arquitectos; an architecture firm founded in 1982. Since 1989, he has been an Associate
Professor of ETSAM (Higher Technical College for Architecture of Madrid) and has collaborated with the Final Project Department. He
completed his Architecture studies at that same school in 1976, later completing a Masters in Architecture at U.C.L.A. (University of
California at Los Angeles) in 1979. Since 2004 he has formed part of the Centro d Enllac AE BCN , whilst also being a member of the
A.E.P.D. (Spanish Association of Design Professionals) and a founding member of DIMAD (Association of Designers of Madrid ) since
2005. In 2005 he joined the I.E.D. (European Design Institute) as a member of the scientific committee and he is currently a member of
the board. Gabriel Allende has been invited by various different Spanish and international universities to appear as a speaker or lecturer.
He has received awards from organisations such as: the Official College of Architects of Madrid (on three occasions), Madrid City Council
(on six occasions), the Community of Madrid (on four occasions), the C.E.O.E. Foundation, the Camufas Foundation, Expopiedra, Chamber
of Commerce of Valencia, Ill Biennial of Architecture, the Spanish Association of Design Professionals, the Madrid Real Estate Exhibition,
etc... In turn, he has been the winner of various competitions, highlighting his work in architecture and interior design.

His main works include : the Exhibition Salon of the Community of Madrid in the Plaza de Espana, the Santillana Foundation, Morgan
Stanley Head Office, Aguirre Newman Head Office, Iris Office Building, Torres Agora Office Building, IED Head Office, Crisalis Office Building
and Paseo del Arte Hotel. Among the projects currently being developed we can highlight: the Albéniz Theatre, Hotel Madrid, the Las
Colinas Resort for Mandarin Oriental in Benahavis and the Office Building for Hines in Las Rozas, Madrid.

Allende Arquitectos deals with projects in a global manner, as the firm is formed by a multi-discipline team which also has the cooperation
of Allende Branding as an associate company, it can therefore cover all phases of the project process, expanding its borders far beyond
strictly architectural matters.
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sually the debate about offices starts off by clarifying whether

we are taking about a corporate HQ or a patrimonial building
to rent. It could be said that the debate would be richer if we were
to include the type of activity to be undertaken; layout,
refurbishment, new build, tall building... to name but a few. From
my own experience | would focus on three main groups. The first
would be a corporate HQ, including any of its special features. The
second would be a building that can be rented out and the third
would refer to refurbishment, which would cover building work on
buildings that usually have an architectural form used for a purpose
other than office space. The second group is possibly the most
demanding in terms of profitability and use. It is in this field that
we have carried out most of our activity recently. In each project
one name stands out in capital letters: "the roof".
Due to its special technical features the roof is the basis for the
module used in the building. Without the roof and a coherent layout
we could not optimise the project to its full extent. Our preferred
module is the 30 cm one. This module has allowed us to play

around with 30 x 120 or with 60 x 60, which are the layouts that
have the most availability of standard suspended ceiling parts,
lamps and vents on the market. It may seem trivial, but the grid
that determines the roof module layout has a huge visual impact.
This spacial hierarchy is produced by a module that allows us to
bring down the cost of fulfilling office layout requirements. The
false floor has little impact on the module since usually the most
traditional finish (carpet) is applied by alternating with the tiles
that support it. There are two ideas that have caught our attention.
The first refers to the structural module and the second to setting
the tone of the atmosphere in the work space.

The structure

In the case of optimising a car park layout, it should be considered
every three parking spaces. There are two reasons for this: Firstly,
there must be a space of no more than 11 metres wide between
facades admitting admit natural light. Any wider and the centre
would not be naturally lit due to layout and distance. The second



is that if the structural portico is perpendicular to the facade
lengthways through the axis of the space between walls, in order
to be able to see the outside laterally without turning one's head
it would have to be wider than two parking spaces. In relation to
the tone of the atmosphere, | would have to say that this was an
idea taken from a comment by a painter about the visual quality
of an atmosphere through the existing dust. Light hits the floor
and depending on the colour of the material used it tinges the
atmosphere and guarantees its quality. This is why we aim, whenever
possible, for the fagcade openings to reach the level of the raised
access floor to avoid backlit areas from bases or skirting boards.
In our opinion the curtain wall can be divided and allows us to
economize while meeting regulations by working on the outside
with the different elements that allow outdoor visibility, solar
protection, cleanliness and fire prevention, giving each component
its own space and the ability to respond to design-related problems.
Each project is slightly different and the location of the building
and the direction it faces are possibly two of the most important

factors to be considered. Regarding the examples below, | would
have to point out that they share one common feature, i.e. from
the outset we worked with a fixed economic goal. To conclude, |
would say that the ability to read the building process undertaken
from the design is the predominant factor of our work. We believe
that this allows the building to be dated in time and a solution to
be found to problems at any given moment. These notes are brief
and only touch upon our world of ideas and the processes that
shape the vocabulary of our projects.

1999-2002 -
2002-2006 -
1998-2000 -

SEDE DE AGUIRRE NEWMAN EN C/ GENERAL LACY 23, MADRID;
NAVE EN C/ FUNDADORES 13, MADRID;
EDIFICIO DE OFICINAS SEDE DE MORGAN STANLEY EN C/ SERRANO 55, MADRID

AGUIRRE NEWMAN HQ AT C/ GENERAL LACY 23, MADRID;
BUILDING AT C/ FUNDADORES 13, MADRID;
MORGAN STANLEY HQ OFFICE BUILDING AT C/ SERRANO 55, MADRID

1999-2002 -
2002-2006 -
1998-2000 -




iPhone: un nuevo mordisco a la manzana del pecado
[Phone: a new bite into the Apple of sin

Fotografias: Alicia Barreto
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pple encandila al mercado con el lanzamiento de

su primer teléfono movil, el revolucionario y de-

seado iPhone. Este acontecimiento global ha su-
perado todas las expectativas y previsiones mas optimis-
tas, explorando nuevos caminos en de la industria de la
telefonia mévil. Durante estos Gltimos afios Apple ha
centrado su modelo de negocio en la revolucién de los
mercados existentes inventando nuevas categorias de
productos en los campos del disefio industrial, el video,
el software doméstico, los sistemas operativos, la indus-
tria de la mdsica y ahora la industria de la telefonia
movil.

¢A qué debe su éxito el fendmeno iPhone?

DISENO CONVERGENTE

Uno de los aspectos que han hecho que este nuevo pro-
ducto conquiste el mercado ha sido basar el desarrollo
del iPhone en el principio del Diseno Convergente, que
integra en un solo dispositivo todo aquello que los usua-
rios precisan para su vida cotidiana: hablar, conectarse
a Internet, enviar y recibir correo electrénico, organizar
la agenda, escuchary comprar misica, reproducir videos
de alta calidad, sacar fotos, son algunas de las cosas
que el iPhone nos ofrece. Todos estos servicios estan
integrados en un Gnico producto que responde a una
imagen y una estética genuinamente Apple. Geometrias
puras, materiales de alta calidad... en definitiva, la par-
ticular atencién a los acabados y a los pequefios detalles.
Ademas de esto, iPhone, esconde en su interior algunas
revoluciones conceptuales que marcaran un precedente
en las pautas futuras para esta tecnologia dando impor-
tancia, una vez mas, a un interfaz amigable e intuitivo
basado en la pantalla multi-tactil. La diferencia respecto
a los clasicos "touchscreen" esta en la posibilidad de
utilizar los dedos para manipular objetos sobre la pan-
talla, moverlos, aumentarlos y reducirlos, pasando de una
interfaz fisica a una interaccién directa y, en definitiva,
establecer con el objeto una relacién mas emocional.

MARKETING PASIONAL

La estrategia de comunicacion de Apple se ha basado en
generar expectativas y fomentar especulaciones en torno
al lanzamiento de este nuevo producto. El logro mas
importante de la estudiada y calculada campafia fue des-
pertar la curiosidad de los piblicos a través de Internet,
de modo que se han generado una infinidad de rumores,
blogs; un hecho sin precedentes. Incluso el prestigioso
periédico The New York Times dedic6 al iPhone decenas
de articulos. La respuesta del pdblico ante este suceso
fue inmediata. El lanzamiento de un producto de consu-
mo pocas veces ha producido tantas expectativas. Con
el iPhone, la marca logr6 despertar un interés profundo
en los consumidores. Este fendmeno es el mejor ejemplo

para ilustrar la idea de Marketing Pasional (tras el Mar-
keting Relacional y el Marketing Emocional), basado
fundamentalmente en despertar deseos irracionales que
estan por encima de las necesidades de las personas,
utilizando el juego de la seduccién y destapando el pro-
ducto poco a poco, aumentando asfi la expectaciony el
deseo de quienes, antes de verlo, ya aspiran a poseerlo.
Esta fascinacion logré que pasasen a un segundo plano
aspectos tan importantes como la politica de precios de
Apple. Este producto se vendié a un precio elevado du-
rante el primer mes y seguidamente se comunic6 una
reduccion importante del coste sin causar demasiadas
opiniones desfavorables. También existe la obligacién
de adquirir el producto vinculado a un contrato de dos
afos con un solo proveedor. El gran éxito de Apple ha
sido conseguir que aun siendo el teléfono con mas res-
tricciones en su uso, se ha convertido en el objeto de
disefio mas deseado de todos los tiempos.

STEVE JOBS “EL PROFETA”

La culminacién de todo este proceso es la figura de Steve
Jobs, el presidente de Apple. Encumbrado al nivel de
gurl tecnolédgico, a Jobs se le presenta como un visiona-
rio irreverente y original que innova no s6lo para sacar
al mercado productos geniales, sino, sobre todo, por su
capacidad para generar entusiasmo en los adictos a
Apple y a las nuevas tecnologias. De este modo, Jobs se
ha convertido en una celebridad, en un fenémeno de
masas. Podemos encontrar en Internet diversidad de
blogs, videos y textos que giran en torno a sus discursos,
creando un verdadero culto alrededor de su marca. En
sus discursos, Steve Jobs se perfila como “El Profeta”
que ofrece “beneficios” tecnolégicos para la humanidad
haciendo énfasis en la innovacién de nuestras vidas a
través de los objetos, lo cual es un argumento perfecta-
mente coherente en una sociedad digitalizada. El iPhone,
desde su presentacién, se ha convertido en el icono que
ha seducido a millones de personas que actlan como
evangelizadores del brand Apple en el mundo. Kevin
Roberts, primera figura del marketing, describe marcas
como Apple, Ikea o Starbucks, como "lovemarks". Se
entiende por "lovemarks" aquellas marcas que han con-
seguido desarrollar un contacto intimo, personal y muy
poco racional con sus consumidores. Marcas capaces de
contar grandes historias, que involucran, comunican
pasién y crean mitos e iconos. Por todo esto podemos
afirmar que Apple se ha convertido en un una de las
pocas marcas capaces de transformar la experiencia de
compra en algo inolvidable; un verdadero generador de
emociones.

iCual sera el proximo objeto del deseo?

Riccardo Marzullo
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Riccardo Marzullo - Director del IED Madrid

Nacido en Aquilonia en 1971, es diplomado en disefio industrial por el Istituto Europeo
di Design de Milan. Este disefiador polifacético ha trabajado con varias compafiias
internacionales como por ejemplo la americana Visa, Ahec, la alemana Plan y la italia-
na Caimi. Participa habitualmente como invitado en congresos y foros de Diseno tales
como Disenar para la Humanidad en México DF, o el Encuentro Mundial de las Artes en
Valenciay es, ademas, uno de los miembros del comité editorial de la revista mexicana
Cuestion de Disefio.

En el 1995 Riccardo Marzullo accedi6 al puesto de responsable de la coordinacion didactica
del IED Madrid, con un proyecto didactico innovador acorde con las demandas del mercado
actual, que le impuls6 hacia la subdireccion en 2003. Posteriormente, en el 2005, se hizo
cargo de la direccion, cargo que ocupa en la actualidad.

Durante este tiempo ha sido protagonista del crecimiento y posicionamiento del IED de
Madrid como una escuela de referencia en el panorama del disefio, tanto desde el punto
de vista del proyecto empresarial como desde la perspectiva social y cultural.

En este momento la sede de Madrid cuenta con 1.200 alumnos, un 35% son extranjeros,
con mas de 30 paises de origen.

ELIED cuenta con todas las especialidades del disefo: moda, diseno virtual, disefo gréafico,
diseno digital, disefio de interiores, disefo industrial y comunicacion, y cuenta, como
docentes, con los profesionales mas destacados de cada sector. El IED Madrid es, a dia
de hoy, una referencia de la cultura en la capital espafiola donde se organizan todo tipo
de eventos, conferencias y actos relativos al diseno y sus conexiones con el arte, la
arquitectura, la fotografia, la comunicaciény la cultura en general.

Riccardo Marzullo - Director of IED Madrid

Riccardo Marzullo, born in Aquilonia in 1971, is qualify in industrial design from

the Istituto Europeo di Design de Mildn. This multitalented designer has worked for
several international companies such as the American company Visa, Ahec, the German
company Plan and the Italian company Caimi. He reqularly participates as a guest at
design conferences and forums such as Design for Humanity in Mexico DF and the World
Arts Meeting in Valencia. He is also one of the members of the editorial board for the
Mexican journal "Cuestion de Disefio".

In 1995 Riccardo Marzullo was appointed as the teaching coordinator at the IED Madrid,
developing an innovative teaching project in accordance with current market demands,
before assuming the post of deputy manager in 2003. Later, in 2005, he took over as
manager, a post that he holds to this day. During this time he has played a leading role
in the growth and positioning of IED Madrid as a reference school in the field of design,
from both a business project and social and cultural viewpoint.

At the moment, the Madrid HQ has 1,200 students, of which 35% are foreigners, from
more than 30 different countries. The IED offers every design speciality: fashion, virtual
design, graphic design, digital design, interior design, industrial design and communication
with leading professionals from each sectors as teachers. The IED Madrid is currently a
cultural reference point in the Spanish capital city and is the venue for all manner of events,
conferences and ceremonies related to design and its relation to art, architecture,
photography, communication and general culture.



le phone, the revolutionary and desirable iPhone. This

global event has exceeded even the most optimistic ex-
pectations and predictions, exploring new routes within the
mobile phone industry. In recent years, Apple has centred its
business model on revolutionising existing markets, inventing
new categories of products in the fields of industrial design,
video, home software, operating systems, the music industry
and now the mobile phone industry.

Apple dazzles the market with the launch of its first mobi-

To what does this iPhone phenomenon owe its success?

CONVERGENCE DESIGN

One of the aspects that has made this new product conquer
the market was basing the development of the iPhone on the
principle of Convergence Design, integrating everything that
users need for everyday life into one unit: speaking, connec-
ting to the Internet, sending and receiving e-mail, organising
contacts lists, listening to and buying music, playing high qua-
lity videos and taking photos are some of the things that the
iPhone offers. All these services are integrated into one sin-
gle product with an image and aesthetic quality that is genui-
nely Apple: pure geometry, high quality materials..., in short,
particular attention to the finishings and details. In addition
to this, some conceptual revolutions hide inside the iPhone,
which will set a precedent in future criteria for this technolo-
gy giving importance, once again, to a friendly and intuitive
interface based on the multi-tactile display. The difference in
relation to classic touchscreens lies in the option to use your
fingers to handle objects on the screen, move them, increase
them and decrease them, passing from a physical interface
to direct interaction and, in short, establishing a more
emotional relationship with the object.

PASSIONATE MARKETING

Apple's communication strategy is based on creating expecta-
tions and boosting speculation about the launch of this new
product. The most important achievement of this studied and
calculated campaign was to awaken the curiosity of the pu-
blic occurrence through the Internet, generating an infinite
number of ru-mours and blogs; an unprecedented; even the
prestigious newspaper The New York Times dedicated dozens
of articles to the iPhone. The public response to this was
immediate. The launch of a consumer product has rarely
caused such expecta-tion. With the iPhone, the brand managed
to awaken a deep interest in consumers. This phenomenon is
the best example illustrating the idea of Passional Marketing
(after Relation-ship Marketing and Emotional Marketing)
fundamentally ba-sed on awakening irrational desires that
are beyond people’s needs, using the game of seduction and
slowly uncovering the product, thus increasing the expectation
and desire of those who, before seeing it, already aspire to
have it. This fascination made aspects as important as Apple's

price policy fade into the background. This product was sold
at a high price during the first month and then a significant
reduction in the cost was reported without causing too many
unfavourable opi-nions. There is also the obligation to acquire
the product in conjunction with a two-year contract with a
single provider.

Apple's great success has been that, despite being the te-
lephone with the most restrictions on its use, it has managed
to become the most desired design object of all time.

STEVE JOBS "THE PROPHET"

The culmination of this whole process is the figure of Steve
Jobs, Apple CEO. Elevated to the level of technological guru,
Jobs is seen as an irreverent and original visionary who
innovates not only to launch brilliant products onto the market,
but, above all, for his capacity to generate enthusiasm in
Apple and new technologies addicts. Thus, Jobs has become
a celebrity, a phenomenon of the masses. On the Internet,
you can find various blogs, videos and texts that revolve
around his speeches, creating a real cult surrounding his
brand. In his speeches, Steve Jobs is profiled as "the Prophet"
that of-fers technological "benefits" to humanity whilst
emphasising innovation in our lives through objects, which
is a perfectly coherent argument in a digitalised society. The
iPhone, since its introduction, has become the icon that has
seduced millions of people, who act as missionaries of the
brand Ap-ple throughout the world. Kevin Roberts, a leading
Marketing figure, describes brands such as Apple, lkea or
Starbucks as lovemarks. Lovemarks are understood to be
those brands that have managed to develop intimate, personal
and hardly ra-tional contact with their consumers. Brands
capable of telling great stories that involve, transmit passion
and create myths and icons. All of this means that we can
confirm that Apple has become one of the few brands capable
of transforming the buying experience into something
unforgettable: a true generator of emotions.

What will be the next object of desire?
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Costume National

Fotografias: Settimino Beneduso






Fundada en 1986, COSTUME NATIONAL
es una de las firmas mas vanguardistas
de la moda italiana. Su disefiador, Ennio
Capasa, nacié en Lecce, Apulia, y comenzd
su carrera en el mundo de la moda como
colaborador de Yohji Yamamoto en Japdn.
De regreso a Europa, Capasa presenta su
primera coleccién para mujer en Paris con
la marca COSTUME NATIONAL, hoy en dia
una casa de moda reconocida a nivel in-
ternacional que crea colecciones de prét a
porter, accesorios, calzado, gafas y perfu-
mes para hombre y para mujer.

“Comencé en una época en la cual, la actitud
ante la moda era muy diferente, corrian
los afios ochenta y la hombrera habia
adquirido proporciones épicas. Y alli estaba
yo, mostrando siluetas de corte esbelto y
afinado. Los primeros afios de mi trabajo
fueron muy revolucionarios para la época.
Me propuse romper con la dictadura de la
moda.

El concepto original de mis colecciones se
basaba en la confeccién y esto no ha cam-
biado. Me gusta tomar como referencia la
tradicion clasica del corte y la confeccion y
modernizarla, transfigurarla un poco, para
conferirle un toque ligeramente subvers
VO, sexy y casi urbano. Asimismo, me gu
trasladar referencias de la colecc
hombre a la coleccién pa
siempre centrandome e
Cuando regresé de
lo diferente que €
cion; es ma
de la sed
e






luego lo llevo al extremo. Incluso lo mas
imaginativo procede de la vida real.

Mi vision ha sido, y probablemente sera
durante los préximos afios, la de combin
prendas casuales e indumentarias urba-
nas con el corte, las lineas, la sofisticacion
y el refinamiento de la alta costura y de la
confeccion refinada pero sin demasiada
nostalgia. Lo que considero importante es
evitar la suficiencia intelectual, mantener
L enfoque en el papel Il que desem-
ef@_ el cuerpo, no ol unca que las
rendas son objetos pa so diario y

ara el placer; una especie de Prozac que
r

0 hace dafo.
: or recompensa que

0 por mi
ente lleva
poco
ro. El
e una

talante. Costume National es basi-
camente moderna pero las prendas poseen

un ?cter eterno. No soy partidario de la

moda de tendencias".

Established in 1986, COSTUME NATIONAL
is one of the most cutting-edge of Italy’s
fashion labels. The designer, Ennio Capasa,
was born in Lecce in Apulia and started his
fashion career as a collaborator to Yohji
Yamamoto in Japan. Back in Europe, Capasa
presents his first woman collection in Paris
with the COSTUME NATIO rand, today
internationally recognized fashion house
that produces women's and men's ready-to-
wear collections, accessories, footwear,
eyewear and fragrances.
“| started at a time when t
was very different: It wa ighties and
the shoulder pad ha ched epic
proportions, and there | was, showing all

d in fashion

ored silhouettes. The
my work were very
time. | set out to break
fashion. The original
ections was based round

Lis. | like to take the classical
tradition of cut and tailoring and then make
it modern and rough it up a bit, giving it a
slightly subversive, sexy, almost street edge.
| also like to cross-cut references from
menswe

llection to the women’s but

; it’s more mental.
omes from the
moves, the way
0 the success

sense
Here our sense of
beautyuif e bod
it talks to you. On
of G atio ticity, what |
sho at | sel ctly the same
thing. I am very conscious of that, | prefer to
take something that is grounded in reality
and then push it to the limit. Even the most
imaginative thing comes from real life. My
vision has been, is and will probably be for
the next few years that of combining
streetwear, the possibility of urban dressing
with the cut and the lines, the sophistication,
the refinement of couture, of fine tailoring
but without too much nostalgia. What is
] tant to me is to avoid intellectual

ly, never forgetting that
or everyday use and
zac that is not bad for
I receive for my work is

knowing le actually wear my
clothes. The re understated, unfussy
and mostly b he look does not change
dramatically eason to season and the
clothes suit wo of all ages and attitudes.

Costume National is essentially modern but
the clothes have a timeless quality. | am not
into trendy fashion.”

femininity. When | came
lised how different their
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nal, Costume National Hommey c’n’c
posicion y establecimientos insignia
e rules of attraction”, adaptacién al
de la novela de a Guadagninoy con las interpretaciones
de Valentina Cervi, Lorenzo Lavia (Roma, sala 1, y Turin,
Fondazione Sandre ector artistico y coordinador de un
'1 royecto de diseno ela tamiento de Otranto (Italia), encaminado
a la redefinicion d los espacios piblicos y a la elaboracién de
evos planes de econdmicas (1999-2000). Disenador de exposicon
right red_:_b transfiguration in contemporary art (“rojo
° e: sangre, guracion en el arte contemporaneo”), con obra
e otros, Lo e, Andrés Serrano y Cindy Sherman (Pac -
n de Arte Cc 1999). Disefiador de vestuario de “Lo specchio
da” iografia de la pintora Frida Kahlo interpretada
atro Franco Parenti, Milan, 1998).

onal, Costume National Homme, c¢’n’c Costume
adquarters, showrooms, and flagship stores.
)n”, mise en espace of the novel written

gnino and starring Valentina Cervi, Fabrizia
e, sala 1 and Turin, Fondazione Sandretto Re
inator of an urban design project commis-
aimed at redefining the form and function of
economic activities (1999-2000). Exhibition
and transfiguration in contemporary

is, Jan Fabre, Andres Serrano, and Cindy
ilan, 1999). Costume designer for “Lo

a Kahlo’s biography starring Ottavia









