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A conversation with Frank Gehry

[i] the design process

[ii] gehry fomato z

BEATRIZ COLOMINA

Gehry stays on the edge

MICHAEL WEBB

Going for baroque

[frank gehry and the post-modern drapery fold]
IRVING LAVIN

WORKS AND PROJECTS

Walt Disney Concert Hall
Nationale-nederlanden Office Building in Prague
The New Zollhof

DZ Bank Building

Experience Music Project

Condé Nast Cafeteria

Peter B. Lewis Building

Richard B. Fisher Center for the Performing Arts
The Ray and Maria Stata Center

Corcoran Gallery of Art

Hotel At Winery Marqués De Riscal

Millennium Park Music Pavilion and Great Lawn
The New York Times Headquarters

Jerusalem Museum of Tolerance

Venice Gateway

Guggenheim Museum New York

Le Clos Jordan Winery

Museo Puente de Vida

Behind the construction of steel and glass
[a conversation with Stéphane Beel]
MORITZ KUNG

Estranged familiarity

JUAN ANTONIO CORTES

WORKS AND PROJECTS

VillaMin Z

VillaPin R

‘Tacktoren’

Roger Raveel Museum

Entrance Pavilion to The Rubens House
Villa DF in K

‘KLIM OP’ Rehabilitation Centre
University of Ghent

deSingel Centre Extensions

Villa‘G'in D

Law Courts, Ghent

Youth Centre JOC

Plutoterrein Apartments

VilaDin B

Villa LC in H

Museumsite Leuvan

Vierick Leuven Gent Management School
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frank gehry 1996/2003

stéphane beel 1992-2005

169 pages 520.00 RMB
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306 pages 545.00 RMB

Outlining a Critical Map
WILLIAM J.R. CURTIS

NO.MAD

Principles of uncertainty

Eduardo Arroyo

WORKS AND PROJECTS

Lasesarre Football Stadium

Multipurpose Sports Complex, Azken Portu
New East Wind City

New Football Stadium in Zaragoza

Levene House in San Lorenzo de EI Escorial
National Tourist Lodge Alcalé de Henares
Therapeutic Housing

CERO.9

The future is not barbarella

CRISTINA DIAZ MORENO & EFREN GARCIA GRINDA
WORKS AND PROJECTS

Southern Exposure 2.0

Soft Metropolitanism

Sa Vinyeta Hostel

Berriozar Town Hall and Town Square
LE Building

The Magic Mountain, Ames

Uib Library

ABALOS & HERRERO

Light; really light

INAKI ABALOS JUAN HERREROS

WORKS AND PROJECTS

Gymnastics Pavilion in El Retiro

Public Library, Usera

Gordillo Studio

Plaza Woermann and its Tower

Coast Park, Forum 2004

Bioclimatic Mixed-use Towers in the Salburiia Fens

A conversation with Xaveer de Geyter
ELIA ZENGHELIS

Building in negative space

JUAN ANTONIO CORTES

WORKS AND PROJECTS

House near Antwerp

liot Saint Maurice

Chassé Park Apartments

Europe College iln Bruges

Mas [Antwerp Historical Museum]
Science Park iln Leuven
University of Ghent

Paju Book City / Editor’ S House
St. Lucas Fine Arts School
National Archives, Luxembourg
Hotel And Catering School, Brussels
‘Quartier des Halles'

EPFL Learning Centre

European Patent Office

Housing Complex, Bordeaux
Venlo Patio Houses
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no.mad / cero.9 / abalos & herreros 2001/2004

257 pages 500.00 RMB

126

xaveer de geyter 1992-2005
171 pages 520.00 RMB

The Materialization of Ideas
WILLIAM J.R. CURTIS

S&Aa

Hyperminimal Articles

FEDERICO SORIANO AND DOLORES PALACIOS
WORKS AND PROJECTS

Laminated Tower

Administration Building on Bizkaia Square
Social Services Centre

ACEBOXALONSO
In a Strange Language
VICTORIA ACEBO AND ANGEL ALONSO
WORKS AND PROJECTS
A Corufia Arts Centre

italisation of Sa Riera Bed C
Eastern Bipolar Hyperconnected City
Varsavsky House

JDS
i [C: ities and Di
JUAN DOMINGO SANTOS
WORKS AND PROJECTS
Contacts [Short-Term Exchanges and Appropriations
in a Historic Quarter]
Glass Museum
House on a Hillside
House in a Cherry Orchard
Tourist Amongst

SELGAS&CANO

On the Way to Grow Wings

JOSE SELGAS LUCIA CANO

WORKS AND PROJECTS

Badajoz Conference Centre and Auditorium
Cartagena Auditorium and Conference Centre
House in La Florida

Stavanger Auditorium

OCANA ARQUITECTOS

The Astute and the Innocent

MANUEL OCANA

WORKS AND PROJECTS

Santa Rita Geriatric Centre

Special Zoning Plan for Levante Park and Molino
Tres Ciegos Park

ARROYO GUIDOTTI

Children of Barbapapa

CARLOS ARROYO AND ELEONORA GUIDOTTI
WORKS AND PROJECTS

Ideas About Social Housing and Subsidised Housing
The House of Flowers

Kindergarten in Pinto

Agricultural-Environmental Research Complex

SOLID ARQUITECTUREA

Unconscious Value

JAVIER MAROTO AND ALVARO SOTO

WORKS AND PROJECTS

Plaza, Car Park and Central Market in Vila Joiosa
Library in Paima de Mallorca

Apartment Building in Méndez Alvaro

ARANGUREN GALLEGOS

Limiting the Limits

MARIA JOSE ARANGUREN AND JOSEGONZALEZ
GALLEGOS

WORKS AND PROJECTS

Housing in Carabanchel

National Hospice in Alcalé de Henares
Residential Planning Cartagena

NIETO SOBEJANO

The Intermittent Project [Fiction and Invention]
FUENSANTA NETO AND ENRIQUE SOBEJANO
WORKS AND PROJECTS

Mérida Conference and Exhibition Centre
South Madrid International Fairground

Canary Islands Museum

Montecarmelo Sports Centre
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work systems 2004

313 pages 545.00 RMB
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1988
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1990-91
1994

Photo: Luis Ferreira Alves

Born in Oporto, Portugal

Worked with the architect Alvaro Siza Vieira

Graduated in Architecture at the School of Fine Arts in Oporto
Started his activity as an independent professional

Started his teaching activity as Assistant of Architecture at the FAUP
Visiting Professor at the Architecture Faculty of Paris-Belleville
Visiting Professor at the Architecture Schools of Harvard and Dublin
Visiting Professor at the ETH Zurich

Visiting Professor at the Architecture School of Lausanne
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MAIN WORKS

City Market, Braga

'Casa das Artes', S.E.C. Cultural Centre, Oporto

Nevogilde House 2, Oporto

House in Quinta do Lago, Almansil, Algarve

'Bom Jesus' House, Braga

Geosciences Department, University of Aveiro

Baido House

Conversion of Santa Maria de Bouro Convent into Hotel, Braga
Burgo Empreendimento. Office Blocks and Shopping Centre, Oporto
Moledo House, Caminha

Block of Flats in Rua do Teatro, Oporto

Renovation of Museum Grao Vasco, Viseu

Patio Houses in Matosinhos

House in Serra da Arrébida

House in Cascais

Three Dwellings on Liege Square, Oporto

Restructuring of the Promenade of South-Matosinhos - 18! Phase
Portuguese Centre of Photography, Cadeira da Relagéo do Porto Building, Oporto
Porto Metro, Casa do Musica Station

Building in Maia City, Maia

'Silo" Gallery at Norteshopping, Matosinhos

Casa do Cinema Manoel de Oliveira, Oporto

Co-Author of the Project of the Portugal Pavilion, Expo Hannover
[with Alvaro Siza]

Braga Stadium/Euro 2004, Braga

AWARDS AND PRIZES

Antonio de Aimeida Foundation Prize

Antero de Quental Foundation Prize

SECIL Architecture Prize

SECIL Architecture Prize [Honorary Mention for the Miramar House]

National Architecture Prizes [Honorary Mention for the S.E.C. Cultural Centre
and the Alcanena House]

International Prize ‘A Pedra na Arquitectura' for the House in Braga, Feira de Verona

Annual Prize of the Portuguese Section of the International Association
of Art Critics

Shortlisted, European Architecture Prize Mies van der Rohe Pavilion

Shortlisted, IBERFAD Prize for the Pousada of Santa Maria do Bouro

1st Prize, | IberoAmerican Biennal for the Pousada of Santa Maria do Bouro
Pessoa/98 Prize

Honorary Mention 'A Pedra na Arquitectura’ for the Pousada of Santa Maria do Bouro

Opinion Prize, FAD Prizes, Cultural Silo at NorteShopping

Heinrich-Tessenow Prize, Gold Medal

Shortlisted, 11l Iberoamerican Architecture and Civil Engineering Biennal,
for the Patio Houses in Matosinhos

Honorary Mention ‘A Pedra na Arquitectura' for the project of the
Promenade of South-Matosinhos

Shortlisted, FAD Architecture and Interior Design Awards 2004, for the project
2 Houses in Ponte de Lima

Opinion Prize, FAD Architecture and Interior Design Awards 2004
SECIL Architecture Prize

COMPETITION FIRST PRIZES

'Casa das Artes', S.E.C. Cultural Centre, Oporto

Renovation of Praca do Giraldo, Evora

C.I.A.C Pavilions

Hotel in Salzburg, Austria

'IN/ARCH 1990 for Sicilia'

Auditorium and Children Library, Municipal Public Library, Oporto
Interior Design for the Chiado Department Stores, Lisboa

Porto Metro, Casa do Musica Station

Muttipurpose Complex in Caldas de Rainha
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In this interview we ought to discuss your buildings and pick out
the ideas, the more abstract issues that coincide with your works,

to shape our arguments.

...and discover the contradictions.

And also discover the contradictions. Although lately, you have
often insisted that your vision of architecture, the way you work, has
changed, which has given rise to continuities and contradictions.

| actually believe that is true. As for the rest, | hear it so often that it

must be true.

| would like to know how you regard that change, because there is
a lot of consistency in your work, and you have stated several times

that you are still interested in the same things.

You do not change because you say, “Tomorrow | am going to
change”. My impression is that you are not aware of that change. Others
have to alert you to it, although | do realise that there is an important
issue regarding the briefs | have worked with, which may well be related
to that change.

| began my professional practice designing houses, | don't know
why— houses for my family and for my friends. And those houses,
both urban and non-urban, had a typology. | believe that housing is
something universal that historically has changed very little. The mate-
rials change, the building systems change, but the idea of a house
as such is not something that has changed a lot. Mies van der Rohe
was accused of having abandoned the historic language in favour of
abstraction, and he replied, “I do not agree; courtyard houses date
back more than 5000 years”.

What is true is that | arrived at a certain consistency and control
by working with single family dwellings. These were houses for a not
terribly rich type of client —simply because the others didn't seek me
out—although they did have certain resources. | placed considerable
importance on adaptation to the site, and over the years, | developed
a type of single-storey house that was well adapted to the land and its
limits —which in Portugal are always marked with walls—. | regarded
those walls as part of the building and a feature that was not to be
shunned or shut out. From there | became quite interested in the typol-
ogy of the courtyard house with its willingness to include the perimeter
walls in the construction.



[a conversation with Eduardo Souto de Moural

THE NATURALNESS OF THINGS

LUIS ROJO DE CASTRO

[Oporto, Spring 2005]
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CITY MARKET
Braga, Portugal. 1980/1984
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Later, when | had the chance to work with other types of briefs in

which firstly, you have to change the scale and secondly, confront more
urban conditions, the architectural object became less egocentric, less
independent. | needed to establish more relationships —with the city,
with my clients, etc.— process more information and consider more
parameters.

So there are two reasons that explain the need for change: first, the
danger of reaching a degree of academicism myself —for example,
the interface between the stone wall and glass being repeated as an
anecdote, and constructing that type of house too easily—, which | was
not interested in; and secondly, the fact that at some point there was a
change in the scale of the commissions

When | left the School and began to work as an architect, thefdeologi
cal debate was very important in Portugal, a lot more than nowadays. |
also happened to start work with Siza on the SAAL project. At that time
in Portugal, we were immersed in the process of rebuilding the country:
there was a lack of housing, hospitals, schools, etc. What happened
in Portugal then was something like what had happened elsewhere in
Europe after the War.

On the international scene at the time, people were waving the post-
modern flag —which did not interest me at all. | was not interested
for many reasons, primarily because the conditions in Portugal were
completely different.

At the same time, in Portugal we had to get on and ‘work’; and the
operative tools for action lie outside discussions about taste. We tried
to discover the right forms, programmes and building systems, and from
that point of view, Modern architecture, in its pure and simple or heroic
sense, provided me with a language that could resolve the problems.
It had principles and tools that | could work with: pilotis, independent
structure, and skin, but also | was able to tackle any sort of brief with
the free plan— resolve a school, a house, etc.

At the time we threw up a great deal of resistance to post-modern-
ism. Why? Because for us the arbitrariness used by post-modernism was
ridiculous— its lack of rigor in the presumed programme of recovery of
historic languages, its criticism of the peripheries, dehumanisation, etc.

Thirty years have passed since then, and times have changed. We
now live in an extremely plural world that lacks a dominant style, in which
you have to work very fast and establish a more immediate relationship
with reality and the project. In this context, you cannot work with the

restrictions of a specific grammar.
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'CASA DAS ARTES' CULTURAL CENTRE
Oporto, Portugal. 1981/1991

BER-AFLHNERES
GINEMA'S HOUSE 'MANOEL DE OLIVEIRA'
Oporto, Portugal. 1998/2003

There was also a real problem that | could not avoid any longer. In those
early years, my projects were based on a technique of differentiation between
‘positive’ and ‘negative’, which enabled me not to have to include any win-
dows. However, | realised that in some situations it was absolutely necessary
to include windows. | have drawn a lot of windows, but | always get the
impression that the ones | draw —and the ones | include in my models— are
not perfectly well proportioned. It is not is the height/width proportion that
worries me. When we design windows, the first problem facing us is that
architecture lacks ‘'size’ —it lacks the dimensions that permit breathing—,
and the second is ‘depth’. When we cut a window out of a wall, in the walls
the way we build them now, the window seems to be a vibrating surface.

Anyway, in two or three cases | realised there was no sense in opening
large picture windows, making ‘negatives’, or using a neoplastic image.
So | thought | ought to overcome this obstacle and design windows; the
hardest thing to do in architecture. In my opinion that is the definitive
‘test’. There are few architects who know how to design windows very
well— honestly. In fact, people build so many glass walls, amongst other
things, because they don't know how to design windows.

| have done a lot of research into this issue. In Cinema House, for
example, it was absolutely necessary to include two very large windows
facing the coast which would frame the view of the sea between the
towers alongside to feed the geographic conditions into the interior
In that case | felt that the depth could be perceived as space and not
simply as a cut in the wall.

In Portugal we have changed from living in a social situation marked by
the “Carnation Revolution”, in which it made sense to be neo-modern —it
was proof of your resistance, because it was something that had been
forbidden—, to a plural situation characterized by a loss of ideology in
which it makes no sense to operate with a system of rules.

Since the failed experiment of the Athens Charter, nobody has dared
to attempt to set the rules for the production of the city. It is also obvious
that in our disciplinary field, the scale of the buildings and the briefs have
changed a lot, and so | think it is inevitably necessary to invent working
methods that are adapted to the new conditions.

In conclusion, the change you mention does exist —the people around

me also see it that way—, and it is the fruit of all these circumstances.

Your mention of post-modernism brings us to a far-reaching issue

that we could discuss: the idea of arbitrariness.

OK, | do not reject arbitrariness. As a student, in the first course, we
were made to read books on the analysis of the science of form. Then
Christopher Alexander arrived on the scene— a very intelligent man who
explained all of that by saying that "the city is not a tree", it is a com-
plex system that does not admit a single solution or simplistic planning.
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Architecture does not follow a linear process. Arbitrariness, affective logic,
psychology, autobiographies, all participate in the system and change
everything, warping any logical simplification.

The question of arbitrariness is linked, albeit in a complicated way, to
an interest in authenticity. That also seems to be one of your concerns:

seeking the authenticity of things, construction, materials, etc.

Authenticity? No. | am more concerned about creating a system that
seems to be authentic. | try to achieve a congruence that can be built.
It could be the re-presentation of an authenticity, not authenticity in
itself. Any architecture that strives for authenticity ends up producing a
monstrous object. Something similar happens in art. There should be
congruence in the process, in the development of each project: if we
decide to use stone in one way, we need to discover a consistent way
to work with that material that makes sense.

But now that we have done away with the resistant wall thanks to the
Dom-ino structure —which is the system that is used— and e have
replaced it with a skin —which, whether you like it or not is the other con-
dition that we work with— talking about authenticity makes no sense.

Nowadays you can make the atmosphere of facades or buildings seem
to be something that is not. You can erect a building with stone, discover
a way to make gaps in the stone, but that does not make the building
built of stone. | do not believe that when we use stone, we necessarily
have to build resistant walls: | don't like anti-natural solutions.

There is a world of basic logic in construction that represents the only
part of architecture that can be discussed objectively. The only possible
discourse about architecture concerns construction; anything else is too
imprecise and subjective.

So | am not interested in the ethical problem of being authentic or
because | am not concerned about the authenticity of the object. | am,

however, concerned about encouraging a simulation of that truth.

That helps me to understand something that has received little atten-
tion but which seems relevant to me. | am referring to the willingness
to build the experience of things through systems that are not obvi-
ous, which are not easily perceptible, like the manipulation and shap-
ing of the land— the ‘construction’ of the landscape. There is not one
drawing of your houses which does not make it quite clear that the
land has been worked —manipulated— just as much as the building.
Yet that aspect has gone unnoticed; it has been left out of the more

orthodox contextualist discourse used to explain your work.

That is true. When | tackle architecture in a specific place, | have to
discover the void that the ground has to complete. And architecture,
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when it is good and it is built— I'm not saying that | achieve it but rather
that | try to—, shows us how that land, that place, could not exist without
the presence of that work. You have to discover what is inappropriate
and what the building should be like in order for both the place and the
architecture to be appropriate for each other.

The ground is never virgin, and when | see that the architecture | am
interested in is not right in that place, | manipulate the land, the site.

On one occasion, the construction of the land cost more than the
actual house. That was the House in Moledo do Minho, where the slop-
ing allotment was benched with platforms buttressed by stone walls
every 1.5 metres. Once | decided what the house would be like, | had
to remake the platform to be able to integrate it into the ground, using

the same stone walls but arranged in this case every three metres. It was

laborious, it involved a lot of work, master tradesmen, six truckloads of

stone, etc., but the client understood it perfectly well.

All of this is a way of giving things more meaning, although afterwards,

the architect's work is no longer obvious, because that manipulation
of the land should not be sensed. If it is, it loses interest. When Borges
described how he wrote, he warned that a text should not be corrected

>h because otherwise it ends up being excessively elaborated,

the reader senses the writer's tiredness and then gets bored. So you

have to do all of that in a very subtle way that seems as if it has always
been like that

This idea of the quasi-natural landscape, topography and gardens,

is important because it triggers a truly interesting state of continuity of

the landscape

Architects now often use the idea of the artificial landscape, accepting

that an image of nature can be constructed using architectural tools.

One of the consequences of globalisation is the disappearance of

the natural condition.

The cliché says that the contextualization of an object has a place
with its existing surroundings, but in fact the environs are just the
other half.

There is a complementarity.

Yes— adaptation, but if | am not mistaken about what you have been

explaining, conflict as well.

You can understand that very well in the Braga Stadium. Although the
environs are stone, they are not natural. It used to be a mountainside
with a quarry. | felt that the stone was not in a natural state because

it had been cut: its shape was not defined by the forces of nature but
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rather by human labour. So what we did was to continue with that work,
with the non-natural formation of the stone. Then we fed in concrete,
which is a material just as natural as stone. So first we ‘removed’ stone
and then we ‘made’ stone another way. Now it is hard to tell where one
ends and the other begins. One feeds off the other: the stone supports
the concrete and the concrete also supports the stone, because it is

not uniform— there are holes. It all makes up a unit.

There are several architects that | suspect you are necessarily inter-
ested in, including Luis Barragan, Ignacio Gardella, Richard Neutra

and obviously Mies van der Rohe.

Yes, | am extremely interested in Mies. But like every genius, he is
inimitable. A Portuguese philosopher once wrote a beautiful text saying
that you can only imitate the inimitable, because only inimitable works
pose a challenge; only they are powerful enough to become imitated.

In the case of Mies, | am extremely interested in his life-long search
for the perfect Platonic form: the archetype of architecture. But | am
more interested in his attitude than the result, which we know he did
not achieve. Mies had to simulate things— he had to build false struc-
tures, cladding, etc. He organised a laboratory with some of his students
and younger associates where, in the background, they worked on the
conversion of some of his paradigms into something more natural. | am
fascinated by that generation, which was akin to Mies’ language, his
details, and shared his “less is more” aphorism, although they were more
interested in responding to more specific, real problems: people, living,
sleeping, eating, etc. And that is why | am interested in Neutra, because
he accepted that ideology, worked from it and wisely resolved the real
problems faced by architecture without betraying these principles.

Barragan was a real surprise —I must tell you about my trips later,
which have been fundamental for me—. | had seen his work in some
small photos that were extremely beautiful, picturesque, in very pretty
colours. But | suspect that the photographer didn't understand Barragan's
work— he took the easy path. When | visited Mexico, what astonished
me most was the scale: it is enormous. | also discovered that Barragan
was a very erudite architect, full of light, who was familiar with Loos’
Raumplan and also understood Mies van der Rohe'’s spaces and details
very well. He worked with all of that, using the materials at his disposal
in Mexico. That is why Barragan's architecture is not found in the walls
and their colours, but in the space they define.

Going back to the idea of change we discussed before, these dis-
coveries made me think that my first houses, which were neoplastic,
with no windows, surrendered to the negative/positive strategy — they
focused exclusively on certain issues, although | was also interested in
other architectural themes that occurred on a different scale. Instead of
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the strategy of leaving everything totally closed or totally open —a lot of

light or in the dark—, | considered that there was an intermediate state.
Visiting Barragan’s houses and also Siza's works, | was interested in
these intermediate states which may not be as congruent or elegant in
the drawing, but they are ultimately more natural.

| am also interested in the German Neoclassicals— the line that
describes the affinities running from Mies to Peter Berhens, from him
to Leo von Klenze and finally to Schinkel. They represent my interest in
Classicism, and my interest in the value of the rule derives from them,
as well as something more important: its ability to be altered and even
distorted while remaining operative as a system. | am interested in the
history of the rule, its use and its manipulation. In that sense, my meeting
with Jacques Herzog at the Harvard School of Design in 1989 and my
contact with Swiss architecture were extremely clarifying for me.

Of course | am also interested in Alvaro Siza’s architecture, although
it is very hard to explain —and obviously it cannot be understood from
a reductivist or simplifying position like Critical Regionalism—. Siza
has managed to produce extremely contemporary architecture which
does not overlook either modernism or the local, handcrafted reality.
That reality does not exist any more— it has disappeared, but Siza
began from there. His presence at the School as a lecturer led to the
spread of his working style, which became predominant amongst us
Portuguese architects.

When you refer to standards and rule systems, are you thinking of control

or the congruence of the process?

When we talk about being rational, we don't need to box ourselves into
Cartesian reasoning. | am more interested in Greek reason, for example,
precisely because it is not logical: there are other elements that shape
reason. Reason is a very contradictory body.

Yet in this world that we have to live in, systems are limited con-
structions that are only valid once. And thought turns into a circular
process: you establish a system because you need to fix the param-
eters, precisely because you realise that the reality facing you is too

complex and needs to be simplified.

Drawing architecture is a 'schizoid" act: it involves reducing the world
to a piece of paper. There is a story that has to do with this, which
happened during the construction of Siza's Museum of Modermn Art in
Santiago de Compostela. | was impressed to see Siza force the corners
to be done in stone, despite its impossibility. When you reach the corners,
there are stone 'angles’ that simulate stereotomy. Why? Because the
cladding lacks the thickness needed to make it robust. But when you
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reach the windows, he doesn't do that and you see the stone hanging
from the auxiliary structure. So when you look at the building it looks like
a model. The angles are disguised very well at the corners, but in the
windows he thought that would not be necessary. At the time, however, |
thought it was necessary: | thought the real depth in that building should
never be sensed. '

Later | was thinking about that and after a while | sent him a fax with
a quote from a book | was reading about Nietzsche, which said, “The
face that is telling a lie is saying the truth “. This inconsistency is the
indication that the building is not made of stone. In other words, we are
shown the natural part of the ‘beast'— its anatomy, its internal balance,
its complexity.

In architecture, resistance to certain things is unnecessary— it is
a sort of resistance that is ultimately nostalgic. There is a point, a
moment, when things are inscribed in their moment and their place,

without being either mimetic nor artificious. -~

That is naturalness— a word that has disappeared from architectural
language and is being replaced by ecology. Naturalness is the descrip-
tion of forces that are not contradictory, which overcome the simplistic
confrontation between natural and artificial.

To understand your work one has to identify a strategic moment of
transformation or invention that is fundamental but does not correspond
exactly with what is visible or obvious. We have to identify the mecha-
nisms that bring out what you have called naturalness. It is easier to build
a concrete table—a visible, geometric object — than the appearance of
continuity, balance, integration into a landscape —that has no limit nor
shape nor discourse—. Naturalness is something that is built but is not

explained or perceived easily.

The two Houses in Ponte de Lima are opposite a golf course, but you

cannot tell whether the golf course faces the house or the house opens onto
the golf course. All the work we have done with the topography pursues
an increased perception of the cantilevering of the houses. Explanation,
filling, etc.: small operations to reinforce the idea of the architecture.

Speaking of which, | must say that in my opinion, Mies seems poorly
studied. In Famsworth House, the separation between the loggia and the
house as such—the void that leads us in from the outside— is done with
a tree that was already there in the way, and which only afterwards has
become gigantic. Something similar happens when you study the Barcelona
Pavilion: coincidences of heights, the relationship with the existing path
crossing through, etc. Things are precision-made to prevent the cycle from
being any other way. And | feel that it has not been studied very much.



