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Architecture, good architecture, like wine, like good wine, needs an idea rooted in history, 

and a time to make it a reality. An unavoidable time to generate that idea. An essential 

time to mature it, to develop it, to build it. And a desirable time to enjoy it. 

When you enjoy a good wine, perhaps a golden Andalusian fino (a sherry, a pinch of 

amontillado), you are doing more than just drinking a beverage. One practices the 

ancestral palate of the gods that provokes unusual enjoyment. It is enjoyed with the sight 

when, on raising the fragile catavinos to the Sun, the king star pierces it with its rays, 

pulling out the sparkles of the gold that is contained therein. It is enjoyed with the sense 

of smell when, passing with bullfighting parsimony the vertical chalice under our noses, 

the ancient aromas that announce the imminent trance are released. It is enjoyed in 

fullness of the task when, as we take a sip of the sacred broth on our palate, flooded with 

the millenary perfume, we lose track of time and our senses, or rather, we gain it. Or 

rather, we gain it, oh wonderful and simple miracle within our reach! 

And to enjoy this attainable prodigy it has been needed, it is needed, of a time. The divine 

ceremony requires time: the time to enjoy. And to be able to decant, to create, that 

precious liquid, it has taken, it also takes time. All the time in the world and in history. A 

context, a light, a space, materials, a composition, a generative idea, a wisdom! 

And with architecture something very similar happens. To create and to enjoy good 

architecture, architecture, like any other work of art, you need time. And with this, already 

long, introduction, I want to emphasize a factor that I understand as essential to achieve 

any good Architecture: time. Time to create it and time to enjoy it. And if I want to insist 

on this, it is because I believe that one of the causes of the possible crisis of architecture 

today is this mad rush in which many architects plunge. It is painful to see the masters 

(masters?) running after fame (read magazines, read commissions, read money), killing, 

one after another, wonderful opportunities to make architecture. They want to be like 

gods and be everywhere. 

If I write all this on the occasion of César Ruiz Larrea's new Conservatory of Almería, it 

is because I understand that it has that rare virtue of having been conceived and matured 

and developed in and with the appropriate time. That is how good, splendid, is the result. 

It exudes the unmistakable aroma of architecture, so difficult to find nowadays. 

If one had found oneself one day in front of these powerful brick factories, without 

knowing the name of their author, one could have affirmed without hesitation that one 

was before the work of a master, such is the degree of maturity that, in all its levels, 

offers us this splendid work of architecture by this young architect. 

The proven architectural will of César Ruiz Larrea leads him to be among those few (time 

is making them fall) who have chosen, decided with iron effort, the path of architecture, 

before the fatuous fame or the still easy money. Quality before quantity. The quality of 
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Ruiz Larrea's architecture is evident through his interesting works over the years. His 

incredible house on the island of Hierro, which magazines have not had time to publish, 

is a paradigm of how architecture should act in such a context. It is of the highest order. 

If it had been signed by any of the figures we would have it in our soup! 

César Ruiz Larrea is a professor of projects at the monstrous School of Architecture in 

Madrid. He is one of the few professors who are truly interesting. Attending one of his 

classes is like receiving a very pure dose of Architecture in the vein: it creates addiction. 

His students, to whom he effectively transmits his enthusiasm for architecture, are 

already beginning to reap prizes and to raise their high quality operas primas. But let's 

move on to the analysis of the work in question. 

We understand that the basic success of this project is the establishment of an order that 

did not exist before. This is what architecture has always done. Establishing order over 

chaos (what was Creation if not Architecture?) and establishing a new order where it 

already existed is an infallible criterion applicable in situations of strong previous context. 

In our case we were acting on a disorder established by other architects, as unfortunately 

often happens. Ruiz Larrea clearly understands here the tensions to which he wants to 

respond. A main road for which he elaborates, as a head, a tower. A pedestrian street 

that enhances and recreates with orange trees, which overturn, wink behind the bars, 

the corresponding classrooms. A projected square, dreamed of palm trees, presided 

over by the piece of the future auditorium. A party wall that covers and resolves the 

building itself. From the conceptual point of view it is more than an autonomous object. 

It is a piece that generates intermediate urban spaces that manage to sew, almost 

weave, a piece of city that seemed impossible to come to fruition. 

If Architecture is a system of relationships, here it is clear how these relationships should 

be understood, approached and resolved. The internal order created here is achieved 

with simple compositional mechanisms: it is a linear building with two focal points that 

put it in tension, with a beginning and an end. A head, the entrance to the building with 

the tower, houses the administration program. An axis, a corridor in which the 

classrooms are linked, contains the more generic teaching program. A base, articulated 

around a courtyard, where the program of specific classrooms for rehearsal and dance 

is developed. And at the intersection points, the server elements of stairs and toilets. All 

this on a clear structural grid that creates an underlying order and facilitates the simple 

construction of the building. This compositional order in plan has its logical reflection in 

the variation of the corresponding sections and volumes of the piece: the high tower of 

seven floors, the large body of the dance classrooms with six floors and the lower linear 

element of three floors. 

Perhaps the most brilliant aspect of the project is its spatial conception, reflected in the 

interesting sections that are shown in reality to be enormously effective. On that ordered 

and rigorous structural plot, a game of freer routes is practiced, creating sequences of 

spaces that, in their relationship with the light, are of great beauty. The light, of course, 

and even more so that very special Mediterranean clarity of Almeria, is here wisely 

controlled. 
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In contrast to the plantism that invades us, here a global conception of the architectural 

fact is practiced where the architect tries to achieve the maximum unity between plans, 

sections and elevations. The validity of unity as a category of the work of art is 

rediscovered. The spaces of the main staircase and those of the galleries to the west (...I 

always suggest to my friends... that they take a walk at dusk...) are particularly successful 

in relation to light. 

In this sense also points out the success of the whole roof operation. The fifth facade is 

here the Andalusian roof in an appropriate interpretation. The building opens nuanced 

towards the sky, in a space that combines the formal interest of the top of the piece with 

the reality of a function that in Almería is more than possible. 

Although it may seem at first glance that it is an expensive building, this work has been 

done with a maximum economy of material means. The construction is traditional, and 

the materials used are those of the area. The careful design of some elements such as 

the staircase of metal strings and Macael marble steps stand out as a counterpoint to 

the sobriety in which the whole work moves. It should also be noted the naturalness with 

which the roof is finished, with a simple sheet of concrete on a light metal structure. 

In short: we are faced with a building of the first order, capable of responding impeccably 

to any architectural analysis, and able to offer us what, as the ultimate and ineffable 

synthesis, offers us every work of true architecture: beauty. An intelligent beauty. Beauty 

that, in order to be enjoyed, to be savored, like any work of art, like any good wine, 

requires that time be devoted to it. For its creation and for its tasting. When one enters 

this work, one can inhale the millenary aroma of Architecture. And when, like good wine, 

one reaches that precise point where, without losing one's almost lost reason, one enters 

into the trance of Architecture, one can, one must, proclaim that this work is splendid. 

And this one is. 

(After a joyful visit to the Conservatory of Almeria, and after a careful study of its plans, 

this text was written before an aromatic glass of sherry, in a radiant October in Cadiz, 

over a calm and whispering Atlantic sea, in front of a burning sun that was going out, in 

silence). 


