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YJ: Where does architecture come from?

DM: It starts with the gestures of childhood. | imagine a
child that raises his arms up high and lets them fall again
theatrically in order to describe his house, Like a primitive
dance, with his body he carves out an atmosphere from the
landscape, he defines his territory and builds his wall. This
child has thought of an architecture. Mikhail Baryshnikov
when asked what he did for a living replied, ‘I occupy
space’.

YJ: In your work time is an ever present
element. Is there a time for architecture?

DM: It is always the right time for architecture because
architecture is timeless. Architecture is not bound to its
author but to the emotions it can convey. As you approach
the Temple of Heaven in Beijing (15c.), you notice how
such a simple thing as a grey stoned access pathway can
offer such a sense of lightness. It is like floating on air, it
is @ unique experience, losing your sense of gravity. You
realise how such a careful and refined manipulation of scale
can transform an idea, making man feel like he is at the
centre of the world. This is very symbolic as the pathway
to the Temple was once reserved solely for the emperor.
_Another striking example of the universality of architecture
is the Treasury of Atreus in Greece (13c). We are given a
privileged glimpse into a tomb. The evocative power of the
passage from life to death is rendered with an extraordinary
refined synthesis through the union of a precise idea and
the balanced execution of the work. The solid beauty of
.the structure ignites the ancestral emotions, evoking a
sense of a return to the womb. Architecture is related to
the universe and to people and as with the emotions, it has
. no expiry. The same goes for art and music. Franz Gertsch,
"v"a«cbntemporary Swiss artist, took more than a year to
| ‘co‘mp!ete his painting of a forest. That forest becomes a
WOrl,d"within which we can find the inspiration to better
ourselves. It is like listening to Nemanja Radulovich, a young
Serbian violinist, playing Vivaldi’s Feur Seasons.

We might also ask what is time in architecture? Time in

- architecture means to treat yourself to time. My experiences
 tell me that a space can last just an instant or can leave you
"'-;5f‘~with an emotion that stays with you for a lifetime. In our
_ work, we try to reveal the mysteries of a place by creating
spaces that open both to the seductive horizons and
the details in nature. It is a way to stimulate an intimate,
introspective reaction. We can experience and enjoy the

~ distant landscape by having a piece of it close to us; we can
~ have the horizons in the details. It is calming and reassuririg.

There is no need to build spaces to look at, rather spaces
where we can see different perspectives of ourselves. If
your living space corresponds with how you feel, you have
a sense of harmony with the environment. Living like this
creates the gift of time and the sensation of living longer.
When a person leaves a space forever, he leaves behind his
traces. The space he occupied will be host to other lives.
Objects, nature and buildings survive us and the brevity of
life teaches us what our priorities should be. We need to
be committed and responsible for building well. ‘A civilized
people live in the midst of their art’- Bruno Munari.

YJ: What are the challenges for an architect?

DM: The challenge is in competing with yourself to help
and understand the common needs of others and translate
them into built space. It can be quite a challenge. | like
to think of creating spaces not as an adventure into
temptations but as a journey into the emotions. | think
of the hard work and effort that goes into taking a piece
of land and cultivating it. The territory we cultivate is that
of creativity. When we design space we are confronted
continually with that great human ability to be ambitious
yet fragile and easily influenced. The quality of a building
is proportional to the quality of life it offers its inhabitants.
Before being good or bad, its quality lies in the extent to
which it has been thought for the person who will live in it
and not for an ideology.

YJ: Ours is an era of great mobility. What
does this mean for your work?

DM: Mobility today, compared to the past is dependent
on instant communication. | believe that all the ages have
been marked by mobility, be it physically or mentally, peaple
have always travelled. | can still sense the flavour of the
cosmopolitan streets of the great European Renaissance
cities and ports that once put Europe at the centre of
the world; a world of explorers and city founders. Today,
probably more than before the atmosphere has changed, it
is lighter, freer; thanks to the speed of communication there
is a sense of detachment, everyone is close to everything.
We feel at home in a place where we hear at least four
languages.

Man is both nomadic and sedentary, he lives an
extraordinary journey, and he travels more than he stands
still. When we stop somewhere, we graft ourselves to a
space, a place that gives rhythm to our journey. This space
opens up to the real world but can also welcome us into its

intimate world when we travel or when we fall in love. We
never lose the habit of living but live on the branches from
where we fly to our dreams. Stemming from the duality
of man (nomadic-sedentary) is the idea that architecture
should address the notion of rapprochement. The closer
you come to something, the city, the house, an object, it
transforms, revealing its secret worlds.

YJ: How important are symbols?

DM: Symbols represent the emotions and as such are useful
for learning. Fathepur Sikri (15c. India) is built with bright
red Agra limestone. With this single material, used for
everything from its foundations to decoration, it evokes an
energy and a respect. The capacity to transform religious
symbols into elegant stone gives us the sense that we are
part of a portrayal of the human soul ahd its relationship to
the community.

Symbols are the portraits of the ages and their people. it
seems natural that the caves of prehistoric man were his
home. Palazzo Farnese (Antonio da Sangallo, Michelangelo,
16/17¢.) in Rome is the portrait of a 16th century noble.
The impressive proportions of its facade dematerialise the
Roman heaviness and represent a political and economic
power,

Today, a new phase has begun. The Olympic Stadium, the
Bird’s Nest (Herzog and de Meuron) is the portrait of an
anonymous facebook user. The intricate three-dimensional
structure represents the threadlike channels and connections
of today’s networks.

By definition, sacred spaces or spaces for power are awash
with symbols but | see them or relate to them always as
portraits. The elegance and care of a provincial priest,
the smiling serenity of a Buddhist monk, the cheerful
seriousness of a rabbi or the passionate authority of a
Muezzin can make any space sacred. Just like how the love
in a family renders sacred the living space, Often, when we
build houses, children are born.

YJ: In the information age, is there
a place for the sketch?

DM: Our work always starts with the pencil. The sketch
leaves us the freedom to enjoy the unknown. This
unawareness, this freedom, has an intrinsic purpose in that
it allows us to discover new emotions. There is a great book,
‘Seeing is Forgetting’ (Robert Irwin, 1982) that touches
on this. Before you learn the name of a tree, try to g}asp
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