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ing a builder. And so that’ s why I decided
to be an architect, but you know in some
way, this was the first education; building
for me was really something like magic. You
transform things, like sand, stone, bricks into
a building. Now, this is magic!

That’” s why I went to the university, I have
to be honest: I went to the university, but I
was never at the university because I was
working with Franco Albini who was a great
architect in Milan at that time. So I was
working from morning to evening in Franco
Albini’s office and I was never going to the

se I don’ t want

university. Now I stop b
you to believe that university is not good.

University is very good! You must go to the

university!
But, at that time, the university was not as
good as it is today. I think it was very inter-
esting but I was going to the university in
the evening because that was the time in
Europe when young students began to in-
vade university; to politically occupy schools.
And so in Polytechnic of Milan, the first place
where university was occupied, was the
faculty. So I was normally working the day

25
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all for supporting our book. | am also grateful to my friend Mr.
Emmaneual Py from France, my classmate Dr. Gang Wang at
California as well as my colleague Ms. Tong Zhang. They helped
me 1o get direct contact with these architects and their assistants.
Secondly, | want to express my gratitude to Ms. Yiyi Zhang, who
has been stayed in Japan for many years as an independent
translator, and she has devoted eight months to settle the copyright
issue for this book. My thanks also go to translators, Mr. Jianguo,
Ms. Jing Wang and Ms. Yishan Fei. It is not easy to find the best
translators, and | have searched extensively in vain. It is only with
the help of my colleague Mr. Yonghua Zou that | am lucky to know
Mr. Wang and his colleagues. Their pains-taking effort and patience
have made this instructive and interesting book accessible to our
Chinese readers. [ also want to acknowledge book designer Mr.
Chengchun Ning. It is only with the help of my colleague Mr. Xiaofei
Xu that I am lucky to know Mr. Ning. The bilingual and graphic
features of this new edition, together with the finely designed
original version as a comparison add great difficulty and pressure
on the design job. After thorough consideration, Mr. Ning comes
up with the present simple and neat layout. The last but not the
least, thanks go to Ms. Renkang Wang who is the senior editor ,
Ms. Yuxia Liu who is in charge of proofing and all the persons who
have made great efforts for the publication of this book.

My sincere thanks to all my friends and colleagues. Thank you all
to accompany me on this journey, and you have left sweet memory

to me and to this book

Yading Wang

December 2005 at Tsinghua Garden
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Francisco, then the new world. And it was a
very precious moment in my life. And I still
remember,

STUDENT:

You have mentioned that modern architec-
ture starts from cubism. In what way did
cubism influence Bauhaus and Le Corbusier?
L. M. PEL:

Cubism as understood by the Bauhaus
people, is not the same as cubism as under-
stood by Le Corbusier. I want to say that.
Cubic space is much more evolved in Le

142

Corbusier. That is, Gropius or even Mies
van der Rohe. Ah, the sense of space is in-
herent in cubism, but the Bauhaus school
has not explored space as much as should be.
Frank Lloyd Wright, on the other hand, did.
He does not belong, and did not belong. He
was much older.

So, cubism is my own choice, T am saying it
is the beginning, in my judgment, more than
architecture. You can say it much earlier,
you can say much later, but T choose that.
But, I want to declare that within cubism as
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an influence on architecture, influence on
Gropius is not the same as the influence on
Le Corbusier. Le Corbusier is much closer
to the cubic space.

Then, history. Ah, I do not have a style, or
do I. Ido not think I do. You say yes, but
vet I value style. I think eventually a style
will evolve. But there is a danger to stick
with a style, it becomes a signature, and you
loose a lot.

The important thing to an architect is place.
As I said before, the site has a certain token

| of geographical significance, has a certain

view and orientation. And that everybody
would know. Every architect considers that.
But, they know that site. There is history.
Know the root. Those roots are very hard to
find. But, an architect should find those
roots in order to create. Because if you do
not, architecture atrophies. You can not
excite, you can not go too far.

So, therefore, importance of history to me is
really the roots of that particular place. Now,

! my work at the Louvre, as an example, if I

43
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it is important. It would not be agreed upon
by all, but I would like to take that position
first. I am sure you all know about Picasso,
about Braque, or Juan Gris. Those arc the
men that opened the door for architecture to
enter. Beaux-art school architecture which
I think we no longer have anything to do
with, T am sure you know. Nevertheless, they
are powerful until cubism came along.

But that time, you have, particularly in
Europe, a number of places where a change
began. You have Tatrin in Russia, using

simple example as a man, you have Rietveld
in the Netherland, Utrecht, and you have
Gropius in Germany, Mies van der Rohe in
Germany, and you have Le Corbusier in
France. These are the people that took up
the call from cubism. And we say now this
is a moment of change.

That is an introduction of my belief about
the modern history of architecture: I would
like now to say something to you about where
I belong. T belong to the generation which
follows Le Corbusier, Gropius, Mies van der
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anthropology, history, geography, | And my interest was quite limited, to be
climatology, science, sociology, All these are honest, quite limited. I was really very inter-
there. Without that part pushing up, archi- ested in materials, and playing with materials.
tecture doesn’t exist. So, it’s pure academism. The challenge was very simple: to do build-
You know, when you are in your sixties, it's | ings with very little material. It was about
difficult to remember exactly what happened. lightness, it was about ‘immateriality.’ It was
But, I think that for the first 10 years-maybe not very complex. It was probably coming
less than 6 or 7 years-of my professional life, from a sort of challenge, because I had been
T'didn’ t make architecture. I was playing growing up in a family where buildings were
like a child in the sand of the beach. I was made by concrete, by heavy things. So 1
playing, playing, and I was very innocent. I wanted to do the opposite, probably.
still try to be innocent, but I was certainly Also, you know I was very familiar with
very innocent at that time. harbors. 1 was born in Pegli, a suburban town

27
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JEAN NOUVEL:

Je viens de dire que je crois que dans un projet il
faut toujours qu'il y ait un réalisateur. Je ne
crois pas aux projets avec deux réalisateurs,ou
trois réalisateurs. Par contre,je crois a des formes
de collaboration,dans une claire division du
travail.

Alors,il m’est arrivé de co-signer des projets,il
ne m’est jamais arrivé de ne pas tenir le role de
réalisateur. Et dans 'essentiel des cas,ces projets
co-signés correspondent 4 des partenaires qui
avaient comme mission par exemple la

structuration ou la gestion de mon agence,ou

J2

qui avaient je dirais,dans notre société,des mis-
sions complémentaires aux miennes. Ou
commercial,ou technique ou économique.

Alors il y a d’autres cas de figure. Il y avait un
cas comme I'Institut du Monde Arabe,otu des
jeunes architectes dans un méme local avaient
décidé de partager une ressource économique.
Donc,quand j’ai été invité sur le concours de
I'Institut du Monde Arabe,j’ai proposé 4 mes
associés du moment et a Architecture Studio
de me rejoindre pour partager un peu quelque
chose qui arrivait. Mais 'ai toujours gardé le
contréle au plan justement de cette réalisation.
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several things in which they coincide.

I see in your architecture things that con-
tradict each other and yet making a very
good harmony.

RICARDO LEGORRETA:

Well, T think we Mexicans are very lucky in
this aspect because we have the combina-
tion of the Indian culture and the Spanish
culture, and the Spanish, also with influ-
ence of the Islamic culture. So, these two
cultures, in certain ways, have very strong
contradictions, but you are able to learn and
to find out that at the same time there are

Like there, very strong forms, very large
spaces. The wall and the color; they exist
in both cultures. So I have found that the
way that would help me design is to enjoy
the contradictions in any aspect of life, be-
cause if you talk about-as I said before-about
romanticists, and then you play with very
big spaces, it seems that you cannot com-
bine them. But it is this contradiction that
help you to find the solution.

TADAO ANDO:

What do you think of the education of

89
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et la fabrication d’un quartier.

Ce qui était intéressant dans ce diplome,c’est
que je n'ai pas étudié Darchitecture,et cest ce
qui me parait le plus important:j’ai étudié les
relations entre les architectures,et ga,je pense
que c'est vraiment architecte.

HIDETOSHI OHNO:

Aprés I'Ecole des Beaux-Arts,vous étes allé a
I'école des Ponts et Chaussées,n’est-ce pas?
DOMINIQUE PERRAULT:

Ensuite lorsque j'ai fait le travail a I'Ecole des
Ponts et Chaussées,je voulais essayer de
comprendre les relations entre les choses que
j'avais étudiées durant cette période trés
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importante, puisque cest la mise en place de la
République: c¢’est donc une période
historiquement trés importante,!'histoire des
mairies,c'est la République.

Cest pas un batiment par hasard,c’est un
batiment essentiel. Je voulais savoir lorsque I'on
construit une ville nouvelle autour de Paris,s'il
le?
Donc,aux Ponts et Chaussées,j'ai étudié la

y a les mémes idées qu'au 19eme

construction,la réalisation,le process de
réalisation d'une ville nouvelle en France,

m’a intéressé de comparer une période

contemporaine et une période du 19¢me siccle.
Ce fut le prolongement de I'étude sur ces mairi
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RICARDO LEGORRETA:

It was not a very specific decision about do-
ing architecture the way I think. I believe
that the most important thing is to be very
honest with the problem, with yourself, and
then do the best you can. So, I never had
the idea of developing a ‘style’ of
architecture. I had a little bit of the reac-
tion to the cold and industrial aspect of the
international style, but that was all. It was
more of a reaction against a very rigid way
of doing architecture and the love for the
emotion of it. I must say I am an extremely

romantic person. The romanticist with the
rigidity doesn’ t go together.

HIROYUKI SUZUKI:

What do you think of the influence that jour-
nalism give to the students?

RICARDO LEGORRETA:

1 think that’ s a very, very important ques-
tion and a very important subject for the
students. On one side, we all know travel-
ling is getting more expensive and more com-
plicated every day. On the other hand, the
real way to judge architecture is to be ‘in-
side’ of the architecture, to ‘visit’ the
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your work demonstrates unique dexterity
with form, a preoccupation for the shifting
perspectives—and I think this is something
that you're talking about— and at the same
time it exerts a fascination with living forms,
the snake, and the fish in particular. Is there
a connection with your fine art training and
your architecture? I think you're touching
in this.

You have collaborated with a number of art-
ists and creators. For instance, you collabo-
rated with Richard Serra in a number of
projects and you mentioned him. What are
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the benefits of such an interface? Do you
think there is a clear boundary between art
and architecture? Do you separate them? And
is the “fish’ the leap-off point for your cur-
rent work?

FRANK O. GEHRY:

Well, T always thought architecture was “to
make buildings for people” and I like build-
ings that have ‘feeling’ , that evoke fecling.
I even like buildings that are ‘angry’ , like
Daniel Libeskind’ s new museum in Berlin,
is very ‘angry’. And you feel the ‘anger’ in
the building. And that interests me because
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to make a judgement on this subject, I would

Today, T would like to ask several questions
to Mr Pei about “architecture and architec-
tural education ”.

I M. PEL:

Before I answer this particular question
about architecture and architecural
education, I think I would like to tell you
something about where I am positioned in
the modern history of architecture.

There may be a dispute as to when modern
architecture really began. If you allow me
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say it began with cubism. The reason cub-
ism should be considered the origin of mod-
ern architecture as we know it is because it
is a very broad movement. It permeates all
branches of arts. painting, sculpture,
literature, architecture. Cubism is a very
important movement in the history of art.
Therefore, I myself would prefer to say mod-
ern architecture did not begin with Frank
Lloyd Wright. It did not begin with Mies
van der Rohe. It begins with cubism. [ think
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very young, to silence. But I must say that
in this character there’ s great cultural tra-
dition about silence, about interiority. I
think it must be possible for everybody to
build up the defense, a very private mo-
ment in the day-a moment of silence, a
moment when you just sit down quietly. I
normally sit down quietly and smoke my
Don’ t smoke the cigar
(laughing), but just sit quietly and try to
understand things, as I often do.
I have an office in Paris for example, that
is my main office;

small cigar.
I mean,

it is more busy, it is in

the center of the city. But I also have an
office in Genoa that is on a hill. Tdon’t
even have a street to go up there. You use a
small lift, and it is like an island, it s
isolated, in the middle of nowhere. This is,
by the way, possible today, because by e-mail,
modem, and computer technology you may
communicate with a client around the world
even if you are in a very, how do you say,
private situation?

So, I was like that when I was young, when
T was like you, and then I spent my life de-
fending the privacy as some ‘moments of
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How do you think of tradition?
RENZO PIANO:
You know, love for tradition doesn’ t mean

your reproduce tradition, of course. This is
very important, because you then perform
I think Japan and Italy
both have a very strong country culture where
But

you may get paralyzed by that fantastic

in the picturesque.
the tradition is very strong, important

heritage. You have to be careful. Love for tra-

dition never, never means that you repro-

40
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It'sa

bit stupid: you become paralyzed because this

duce that tradition. I mean literally.
is not cared for, but just picturesque! The
only way to rob tradition is by being curious
enough, inventive enough, to ‘change’ from
tradition, to be inspired by tradition.

My inspiration of tradition is about materials,
it’ s about texture, it’ s about the grain of
buildings, color, scale, so many things! Ja-
pan is a country with great tradition—I think

d

should become actually tradition

architectury

sign, fashion, everything,

The same
thing in Europe, but it’ s not always like that
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qu'avaicnt nos semblables il y a quelques siecles.

'me si un long chemin reste a faire surtout a

Iéchelle planétaire.
Bon,toujours est-il que je suis un homme
préhistorique. Et moyendgeus, puisque Sarlat
est une ville du Moyen-Age,qui est une ville qui
a fait 'objet d'une attention particuliére en
France puisque c'est une ville qu'on a
entierement restaurée,pas uniquement chaque
monument,mais pour créer un ensemble archi-
tectural qui redonne les caractéristiques de ce
qu’était une ville du Moyen-Age.

Et donc.dans cette ville,j'ai débarqué a I'age de

8 ans,et mes parents sont allés dans un hotel,ca
s'appelle comme ga,une vieille maison noble du
17e si

le. Et dans cette vieille maison du 17¢

y avait des choses extraordinaires:il y
avait une grande cage d’escalier en picrre avec
toutes les marches usées,avee des rampes en fer
forgé avec des gros bouts de fer comme ¢a tres
larges et trés corrodés. Et il y avait une chose
qui me fascinait totalement,

‘est qu'il y avait
en haut de cette cage d'cscalicr un plafond peint
en bois complétement caramélisé a cause des
vernis... et tout ¢a était trés mal éclairé, mais
on pouvait deviner de fagon quasi-subliminale

47





OEBPS/Image00117.jpg
BPRMNTBAMMNITE, MENRVOHE, —
ERRRGBNBA. FEARMNFFZFHOH.

A RMNTERAEPRXROMZ], R
LERUT INFAESE T BRI B R AR
BRASRBINBERBENZY. NRFHFRIH
=N, ERNEXR. FR BARGHEBN—@. B

hEEFBETHANEERNRE,
R MAREEERGF.
R, 1941 FEFRIR, AFRA . 1969 | EAERRAFLE (1979) BREK.
ERIT REBERFES . HETRNRBMEANSNIT. ERRR

FIEBBRE. FRLTARY. ¥
FEBIR, M 1997 F 11 BFIBERRK
FHIR.

RRUEF "RELJLEHYE" (1989)
THEYBET (1989), "1992 I F T it
FRERSEARE (1992). " KRAFE
RCBWMYIR" (1994) %, %1997 5y
Elogs2aienp X LN RE TS
RERBYR REAIHERE %

20

BRI (1989) BAZ ARBR 3 (1993)
1995 FFEFIKIE (1995). BRIFRT
LEHRIAR (1996) KELRBHIF
= (RBA) $pex%,

19954 1 FfR - KBE RIS, fEN
EXXBHERARATERRKRHIFR
REMBNT . FH BRI B
FEFRBAABLITE L. 855558
E#HTTEROT R,





OEBPS/Image00116.jpg
FUBMNSRMEBEIHLHEEN. HHK
BNEBRBLRANME. RERNFHRIALE
FRITER. ER—EBELET RINLATRHEE.
LLERMLRARE, RESESMNEHENE. R
BRARS. EERHIESHARHLBHE. RR
X ZMREBH. MRTRILBZRNFEIELETE

BENAR. 2H. BEECH¥3.

more interesting. You see what [ mean. So,
it is something that came much later.

1 would recommend one thing to all of you,
and that is traveling. I have learned more
from traveling than I did in school. But to
learn from traveling you have to study his-
tory first. Because if you do not know the
history of the Renaissance, as an example,
or history of the Parthenon in Greece, when
you go to Athens, you do not see things that
should be seen. But if you know the history
of the Renaissance, then when you get to

Florence your eyes are open to learn.

So, therefore, the importance of history is
seen every day, every time you look at a
building. It is not necessary to design of
the building,I think. But just to learn, you
have to know history. So, therefore I do more
reading of history than of architecture
magazines. I look at architecture magazines,
but I do read history a lot. And I find it
very rewarding, Then, traveling is more
broadening than something you learn in the
classroom. Yes. Learn yourself,
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I think if we can make buildings that make
people ‘feel’ something, then I think that’s
an important, and that’s how I judge
architecture, if I ‘feel’ something when I go
there.

Whether architecture is art is not interest-
ing to me. And the reason it’s not is be-
cause if I'm with artists they call me an
architect, and if I'm with architects they call
me an artist. And in both cases it's a dis-
missive thing because for instance, Kenneth
Frampton thinks I am an “artist manque.”
So these issues aren’t terribly important

about where the line is, because the models
in history are there. Was Borromini an
architect, artist?How would you decide? The
little San Carlo alle Quattro Fontane church
is a work of art as far as I'm concerned.
1t’s incredible moment.

The artists I knew were dealing with form,
and space, and context, and issues of social
commentary relating to the time they were
living in, except they didn’t put windows in
their art, or they didn’t put toilets in their
art. But, and they didn’t have clients, but
they had the similar kinds of pressures of
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un peu I'équivalent d’une grande production
cinématographique. Ce que je trouve formidable
au cinéma,c’est que dans une division du tra-
vail bien construit,chacun a trouvé sa noblesse
et revendique la précision de son travail.

Les termes architecte,ingénieur pour moi ont
peu d’importance. Un ingénieur peut étre un
réalisateur de cinéma au sens ol je I'entends,il
peut étre & I origine d’un projet.

On a vu de grands ingénieurs qui étaicnt de
grands architectes. On a vu des architectes étre
aussi des ingénieurs et on ne sait plus vraiment
ce qu'ils sont. Est-ce que Prouve était ingénicur

jo

ou architecte? Est-ce que Buckmister Fuller était
ingénieur ou architecte?

La seule que je sais,c’est qu'a chaque fois qu’on
fait un film,qu’on fait un batiment,il faut qu'il
Y ait un réalisateur,et il faut que la répartition
des roles soit assumée en toute clarté et en toute
légitimité et en tout honneur que chacun
revendique. En France,on vit quelquefois des jal-
ousies comme ga ou les ingénieurs essaient de
parfaire ce que veut I'architecte. Des bagarres
entre les ingénieurs et les architectes,ce sont des
choses sans intérét. Cela vient souvent du fait
que ce sont des mariages forcés:pour des raisons
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differences. They’ve all made their own wa
Ando-san has had the time ready. No one
recognized him as Gehry has also had. They
both struggled; they fought for their own
way. They've had enormous strength for
character. Nobody had spoon-fed them. And
you shouldn’t look to be spoon-fed, your
sense, even if you're from Tokyo University.
And particularly because you're from Tokyo
University, you've got the ability. Just be
strong. Thank you.
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had not studied(which I did)the history of
the Louvre, the history of France, I would
not have succeeded then. I would have been
defeated. I would have been kicked out of

France.

(laughter) But I was able to defend myself,
because I had studied the history of the
Louvre, and the history of France.
therefore, T was able to justify my design, or
rather define my design. That is, in tune
with France, with Paris, with Louvre. Sorry,

too long. (laughter)

44

Almost was kicked out of France!

NEH—— RERE CHRFAREPINRE T HELE
EEMO, A FHANME, REFRRIDELNHER
B AL TR, meaEAANKNES. €
FHERAERE, BRHATRMRK, BH HRF
BRXMHOEA P, REHARE, IRBRATRAL.
BRA TR

NARBSHETE. BARBEM—LHER
BEEEENIRHAR. BAXSURHEAESH
BE. RNAERBRTA. XRRERTMEN
SN

MINELFIRTT, RITREBHAFHRE
ERACHRE

NEHK— RBEARREF—HFRE, IRLIRT.
RERTHRBHMABZLLEZRPHOMEES.
BREMRITHRE, B2 FHE. flm. o

RFARTBXEZEXNFH L, AFRBRERANE
&, EDARAE R AR RIE . IR RE R AL
REZBENEE. BR2NRRFRI XS EXNH
8. HREBTREFENRE, REIREREAE &IFIRR
EZ NN

I think I learn of this importance as I prac-
ticed architecture. In the begining, I was
not aware of the importance of history, be-
cause the projects that 1 have to do like low
cost housing in New York, a history is there,
though there is not much. Then later on, as
in assignments such as the Louvre, it was
And | then I became aware, that if I do not know
history I would not succeed.

Now I choose my work, because I want that

particular project to have interesting history

behind it. Because it makes my architecture





OEBPS/Image00110.jpg





OEBPS/Image00017.jpg





OEBPS/Image00015.jpg
BRERE

—— T AR
199951 A28 H

FH— XA RIPHENRLY . RERBREEZ NN
BILTFAN, REZHAERNEE, H—RBIER
HEFHBAKMHRIXE, FTERTFMHNGOER.
REBANPRMENERR IR A RN ZE I L
SRR, HEXER GBI RAFRATEMUR
RSN B AR F F AR R R, REE D
MR- EE. REFEFAENERTFIMFA.
ERFIMEN. SYEAREREM EREZIN
B

SR, BNBELHIREKBNBHTIHREE
IRHATRE . SAMERMBAERFRE. BEFL
AREBH—THMRIFHOBE, DURBTHER,
KXE—RAEREEZ HRA—BRAM. Bik.
ORI PHEN R IEIEH A BN, B EEX XX
IBEATIA . SKERKEF T . MEIXADRIIGHE,
MAERRZ . BIRBRE LR, RIREM

375513 3

171





OEBPS/Image00016.jpg
) NERBYRF-B

1934
FhERIE A G MR, IAE
1T #1965 F 4B F i N

it
%

EFHEEOMEAE 30
Foriree,

ZIMNFE A FREN ARSI ERRK
AR,

BERAMRBEZHY S XM 1960 £ MRS
BRRELZBFT, MRELHDEENSEMIRHT.
AT ARS KNER—LERZ -+ EFZROEN.
REZthRERZ—. RZARUXHBE, 257 LR
LB . REEIR. BEE DHOMREBER -2
EMPEME. NFHTHHEAELRESE.
At RFEESS . ELLRPETHRNER.

Rtk
i

EMTABSHAER,
BN R ET %

NBE—— MI1960EF| 1989, XIZRBDET . ¥
EI0FE, RAETREMNNE. RBETTALBT. &
i ONHERLSLHRY, CRERGCHER. ©
MNEALRATILRBIFRORRE, BHH KT
SRR ER R — L MARR A M TSR B, 244 20058 300

AEARTENIE, RETTESIRNTEHRE
Witk B RS EBAER N IRE DT H X

B=BAMIHL.
BARXth R SR TR R IRIIRAZ T b

it. 1 want to mention that, because aside
from a university training, and I gave you
already my sense of debt to, Gropius and
others, this was second.

For my biggest lack was that I had no oppor-
1960, I was already 43
years old, and I did not have an opportunity

tunity to do design.

to design at that time. T think that is one of
the reasons why today T am doing what 1
should have done 20 years ago. I say that,
because I think it is important to know that
the next generation that followed us, Prof,

738

(X)
—NalE,

Ando, Richard Meier, even Frank O . Gehry,
They had

an opportunity to find themselves long be-

they started design much earlier.

fore I was able to do so.
From 1960 to 1989, how many years is that,
almost 30 years, I have practiced and I have
built buildings. Yes. Quite a few buildings,
but these are not really, in my opinion, build-
ings that I consider with pride. The reason
is that I had at that time a very large practice.
And when you have a practice 200 or 300

people working for you, it is very difficult to
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vais faire mathématiques et générales-physique,
puisque je suis obligé,mais je vais faire aussi
architecture. "Et avec la ferme intention,au bout
d’un an ou deux,comme j'étais aux Beaux-Arts,
de revenir en peinture. Donc,deux mois aprés
mon entrée & I'université,'ai expliqué a mes
parents que je ne pouvais pas faire a la fois
mathématiques,générales-physique et
architecture, parce qu’architecture,c’était trop de
travail. Donc,j’ai obtenu I'autorisation de me
consacrer a I'architecture. Puis,j’ai décidé tres
vite de gagner ma vie. Pour des raisons diverses
et variées. Et a partir de 1a,donc,j’ai décidé de

HEEEROERAE LT A
. EEH EEAD
EHF—HHRU TR ER
(Vivre 3 | Oblique, L' Aveniue
Neully 1870) "% F@2AMAT
|
Acchitectore, Nevers, Maison de
la Cultre 1972) %,

faire architecture,et j'ai commencé a travailler,
en paralléle de mes études,a faire la place comme
ondit. .. Alors 1a,j’ai commencé mes études a
Bordeaux, mais Bordeaux était une école un peu
ancienne,un peu démodée.

Alors,le départ a Bordeaux,c'était d’abord la
liberté. La liberté,ca voulait dire étre a
I'université sans les parents,et j'ai passé mon
temps a vivre la nuit déja... 4 commencer a vivre
la nuit. A dépenser le peu d'argent que javais

au poker. A jouer au rugby,ce qui avait un
énorme avantage parce que I'école des Beaux-

Arts était une école trés archaique,je vous I'ai

57
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streets, the mess of what was built and be-
gan to think of it 4s it is and tried to think
of it optimistically instead of ignoring it,
instead of denying it.

Having studied Frank Lloyd Wright and his
use of the 30-60 module and Mies’s use of
modular construction, I felt that the grids
that we would lay on the table under our
drawings were too confining, and that I
wanted something that was freer, more like
the artists that I was friends with. So I forced
myself to eliminate all of that and tried to

draw and conceive of buildings in a different

@ Rfi(Sera. 1939— ). HAEHH
R ARSNGB RS
CHERSE N RS FAITS AR
SRERMRALE, 1970 F LIS
R UERERKES E
HERERERATEEZ P,

PRIRME 288

oy #4518 57 4%

AR,

way. Now, the early buildings are still very
rectilinear and they are just the beginnings-
you have to really follow the progression to
see when I get loose.

KATHRYN FINDLAY:

Actually, you've answered about 3 or 4 ques-
But I'd just like to take
one step back and say, “What for you is
architecture? "And this is definitely a lead-
ing question so I will explain.

tions all at once.

In 1983, you were awarded a prize given to
you, an architect who've made a significant
contribution to architecture as an art. And
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situations,entre des licux. Et certains de ces

lieux,sont des batiments.
donne cette cohérence,c’est un regard de
géographe,c'est pas un regard d’historien.
HIDETOSHI OHNO:

Vous avez fait des études dans ces trois

"est le regard qui

établissement et en méme temps vous avez
travaillé chez architectes,pendant ce temps-1a,
est-ce que vous avez pensé que vous aviez envie
de réaliser votre projet?

DOMINIQUE PERRAULT:

Clest I'équilibre entre la théorie et la pratique.
HIDETOSHI OHNO:

Pour devenir architecte,il faut avoir cet
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équilibre?
DOMINIQUE PERRAULT:

Léquilibre,non. Léquilibre,ca veut dire égal,
donc c’est pas nécessaire ¢a. Ce qui est
nécessaire,c'est l'interactivité,la relation,la
synergie entre la théorie et la pratique. De
passer de I'un a 'autre,de pouvoir traduire
concrétement une idée théorique,de pouvoir
aussi analyser théoriquement une idée concrete.
C’est-a-dire le fait de pouvoir passer de I'un &
T'autre.

HIDETOSHI OHNO:

Le pourquoi est le plus important?Ou alors,
Pourquoi est plus important que Comment?
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TADAO ANDO:
Merci beaucoup.
Je vous ai rencontré en 1981 a votre agence de }
Paris. Depuis lors je pense que vos oeuvres se |
sont bien développées;par exemple, récemment
J’ai vu votre grand magasin a Berlin. Dans le
contexte historique trés “lourd” de Berlin,vous
avez mis des matériaux légers,comme le verre
et j'ai &
fort. En outre,le batiment de Cartier a Paris
est tellement présent que M. Issey Miyake,en
organisant son exposition pour I'automne,a

trés impressionné par son message

& & tris inspiré . En somme,je crois que parmi
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les autres architectes contemporains,vous
donnez un des plus forts messages dans notre
domaine. Merci encore pour votre conférence.
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Quant a Viriliot,il m’a peut-étre appris cette
notion du diagnostic,cette notion de la distance,
de regarder le monde et de chercher les
connexions et le sens de tout ce qui se passe
autour de la chose construite.

Mais mon approche a été trés différente de la
leur, puisque moi je suis quelqu’un qui a mis la
valeur de spécificité au-dessus de tout. Et qui
donc traite le probléme formel aprés avoir
intégré le maximum de charges,de données sur
le projet. Donc,vous le savez,'ai fait des projets
qui,formellement,sont sur des registres trés
divers,mais c'est la notion stratégique qui reste
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| la plus importante pour moi.

Ensuite,je dirais que I'expérience avec Parent a
€té moins prolongée que celle avec Viriliot, parce
que Parent a été trés malade en 1970 puisqu'il
a eu un accident cardiaque,et qu’il a mis moins
d’énergie dans son architecture. Par contre,avec
Viriliot,j’ai continué a le voir,a parler et a
apprendre beaucoup de choses de lui aprés 70
aussi.

TADAO ANDO:

En ce qui concerne les études d’architecture dans
les écoles de notre pays,la théorie d'une part et
le projet de I'autre sont clairement divisées. En
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DOMINIQUE PERRAULT:

Cest pas une question de valeur. Pourquoi n’est
pas plus important que Comment. Ce qui est
important,c’est de se poser la question du
pourquoi,car il n'y a pas de hiérarchie.

il comme un

Moi,je pense que c'est un tray
faisceau,comme un réseau. C'est-a-dire que si
I'on se pose que la question du comment,c’est
pas suffisant. Si I'on se pose seulement la ques-
tion du pourquoi,c’est pas suffisant non plus.
Nous sommes dans un monde beaucoup plus
complexe. Ce n'est pas le 18¢me,ce n’est pas le
19&me siécle. Nous sommes  la fin du 20e

e,
et cette complexité ne peut étre traduite que si

EREHE
(Media Library of Vé
Photographer Georges Fessy

sieux)

I'on se pose plusicurs types de question en méme
temps. Ce n'est pas une question de valeur.

Je vais résumer Pourquoi et Comment avec un
dessin. (fig. 3) C’est une histoire. Cela C'est un

site,un terrain. Alors,sur ce terrain,il y a

quelqu’un qui est 1a et quelqu’un qui est la. Ca
ce sont deux hommes. Ils vivent heureux. Ils

sont heureux. Arrive l'architecture.

L'architecture,c’est construire un mur.

Larchitecte est arrivé,

t donc la il y a un mur
et ce mur,c’est la séparation.

Donc,la premiére question,est pourquoi je
construi

s un mur. Car lorsque je construis un

mur,je sais que je vais interdire le passage d'un
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"était un vrai projet,c'éait pas autre chose. |

(était une bibliotheque pour des enfants.

Ce que jai demandé comme analyse a mon ami

sociologue,c’est de questionner a travers

différentes classes de différentes régions quelles
images avaient dans la téte des enfants de ces

ions. Et donc les instituteurs ont fait faire

aux enfants des dessins de leur bibliothéque.de
ce quils imaginaient. Et on s'est rendu compte
que les enfants reproduisaient directement ce

qu'ils voyaient autour d'eus. Cest-a-dire,cn
Bretagne ol les maisons sont comme ¢a avee

un toit en ardoise et des murs blancs,la plupart

60

|
|
|
I

des enfants faisaient leur bibliothéque comme
4. Dans le Sud,comme ¢’est beaucoup plus plat

etc. ils les faisaient tous pareils. A Paris,c'étaient

des petits cubes dans la banlicue et

Tout ¢a

pour montrer que notre imagination est

conditionnée par notre information.

Et & partir de développé un projet qui

montrait de ét
I'imaginaire des enfants. Done
Fleurs.c'

et chaque espace avait s

despace de nature i ouvrir

it un peu

basé sur les Ce it une sorte de fleur

aractéristiques,

Mais ce qui est important cest d'avoir proposé
quelque chose de nature conceptuclle face 4 des
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and I started my own office. I had 20 dollars.
I also had a family. You would laugh...you
will laugh at my first works because they look
like a pastiche of some Japanese temples.
They are being published in the new book
by Electa that comes out this month. If you
get one, you can see the very first buildings I
did in 1962, and you will have a lot of fun
laughing at me.

At that time, Kahn was becoming very well
known, and it was very hard to ignore him.
I was also interested in the minimalism, in
the work of Judd, Carl Andre, Smithson, and

finally, Serra. And one of my first buildings,
in the spirit of Kahn and minimalism, was a
small studio called the Danziger Studio-that’s
also in the book. And it was on a very busy
street in Los Angeles, and I made this very
simple, calm building, like Ando, thinking
that this would be peaceful in this chaos.

I later look back on that critically and felt
that it was too separate from the environ-
ment that it was in, that it was; that T had
ignored the context of the messy Los Ange-
les street. And I started to really look at Los
Angeles-at the industrial buildings, the
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HIARRHA.

écoutant votre explication a propos de
Iinfluence que vous avez recue des M. M. Par-
ent et Virilio,j’ai 'impression de comprendre
un peu la relation entre votre théorie et votre
création.

Maintenant vous avez ici des étudiants
d’architecture,alors donnez-leur quelques
conseils a ce propos,s'il vous plait.

JEAN NOUVEL:

Jai toujours beaucoup de réticences a donner
des conseils. Parce que je crois que chacun doit
trouver sa voie,et que je trouve qu'une des pires
choses qui se déroulc actuellement par rapport

aux jeunes architectes,c’est la modélisation
culturelle.

Avant,on avait de solides raisons de reproduire
des modeles. Il y a encore un siécle,I'architecture
&tait clairement une discipline autonome avec
des principes clairement établis. On construisait
avec les mémes matériaux,on était dans des
principes urbains qu’on connaissait,on voyait
donc trés bien comment 4 partir des typologies
classiques on pouvait développer des rues,des
places,pour ce qui est de I’Europe. Et au Japon,
on voyait tout un art constructif,qui était aussi
basé sur le bois,toute une série de choses qui

67
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information going around and there’ s not
enough time to think it off. It’ s like some-
body eating too much. Then, there’s no time
to metabolize! And this is true for everything.
I mean, in our time there’s too much noise!
Too much! Everybody ‘knows’ more and
more and ‘understands’ less and less.

I think too much of information’ s like a
drug. It s like a drug, and then you become
dependent. It s a very bad drug, because
then you need more and more and more and
more, then you stop thinking, in an autono-
mous way. So I have a suggestion: don’ t

34

buy any more magazines-architecture
magazines. Well, I mean, I shouldn’ t say
don’ t buy ‘that’ book. I think the editor of
“The Logbook, TOTO Shuppan” won’ t be
very happy. Buy just one copy. (laughing)
Even though you asked me for an example
of this, it” s not easy to answer becausc how
T built up my defense-I mean, everybody
has a defense. I was born in the quiet, small
Italian city of Genoa, and I was sort of
adolescent, a young guy walking on the
beach looking at the sea. I mean, that’ s
what ‘braveur’, I used the sea, when I was
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the value of architecture what is fascinat-
ing about going to another cultures.
HIROYUKI SUZUKI:

What do you think of Japanese traditional
architecture and modern cities?
RICARDO LEGORRETA:

Well, I don’ t know enough about Japan to
give a very clear answer, but I can tell you
that I feel very strong relations between
the traditional Japanese cities and
architecture, and what architecture is do-
ing in Japan now. There’s always a sense
that you identify in both. For example,

88

K&, B2
RIBMBEHE.

PRI T A X Fh R 5

maybe you don’t feel it, but as a visitor I
see a tremendous character of Japanese
culture in the contemporary architecture
you're doing. And of course, we cannot
compare directly one with the other. The
needs, the circumstances, the way of living,
is completely different.

T can tell you that there is that very clear
feeling that you're solving—I'm talking

| about you, the good architects from

Japan—you’re solving the problems of a
country like Japan, but you're not trying to
impose solutions to the society.
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qui est beaucoup plus en relation avec la cul-
ture contemporaine.
ETUDIANT

rations précédentes, par exemple Jean

Des gén
Nouvel,elles étaient sous le régne du
académisme?

DOMINIQUE PERRAULT:

Non ce n'est pas la méme chose. Non,le pre-

mier architecte frangais qui rompt avec cette
est Je

t lui qui crée la rupture.

n Nouvel

approche académique,
C
Mais quand je parle d'académisme,je veux dire

que c’est une approche de I'architecture qui

S'intéresse 4 la forme. Lacadémisme, pour moi,

Extersion) Photographer P

c’est la question stylistique. C’est la question
de la forme.

Pour ma génération et les générations qui suivent,
la forme ne nous intéresse pas. Le design ne nous

intéresse,ce sont les

intéresse pas. Ce qui no

,d’aléatoire,de hasard,

questions d'émotion direc
de nature,de relation avec des dimensions qui sont
des dimensions qu’on ne peut pas définir par les

formes. Des formes indéterminées,voila.
t

certainement l'architecte qui a donné du sens a cette

Cette rupture,c'est grice a Jean Nouvel. C’

rupture,mais lui historiquement fait partie d’avant,

comme nous on fait partie d’aprés,puisque nous,
nous sommes aprés la coupure. C'est la vie. Aligato.
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Epilogue from Editor

After 21 months hard working, World Architects in Their Twenties
eventually sent to the press. Like any book, there are many untold
stories behind Its appearance in the bookstores, and our book also
makes no exception. from the hand of editor to the hand of reader,
this book has conveyed my anxiety, excitement, anticipation,
depression and joyance, and tranquility at last. | hope to record
these special stories using special tone of writing to share with our
readers, but when grabbed a pen in my hand, | cannot find a single
one to start.

First of all, | want to acknowledge six world architects, Mr. Renzo
Piano and his assistant Ms. Stefania Canta, Mr. Jean Nouvel and
his assistant Mr. Charlotte Kruk, Mr. Ricardo Legorreta and his
assistant Virginie Vernis de Velaso, Mr. frank O. Gehry and his
assistants Mr. Keith Mendenhall and Ms. Laura Stella, Mr. | M. Pei
and his assistant Ms. Nancy Robinson, Mr. Dominique Perrault and
his assistant Ms. Sophie Dauchez, for granting permission to use
photographs in this book. They even warmly offered me many new
photographs that are absent in the original Japanese edition, which
added high lights to this book. In the beginning, | didn't expect to
get all of their replies when I gingerly wrote to them by email,
since we didn’t know each other and we are thousands of miles
apart. However, when warm replies rained in on all sides, from the

United States, France and Mexico, | am really overjoyed. Thank you
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économiques, il y a deux personnes qui arrivent
ensemble,il y a des querelles de pouvoir.

Moi je sais que beaucoup de mes projets.je ne
peux les faire qu'avec les ingénieurs que je
respecte,que j'aime et que je choisis. Et qui me
choisissent. Mais quand un projet est trés im-
portant et que j'ai la liberté souvent,je travaille
avec Tony Fitzpatrick et Paul Nutall,qui sont,
je dirais,mes compéres favoris dans le domaine
de la collaboration ingénieurarchitecte.

1l y a autre chose qui a beaucoup changé,c'est
qu’on peut dire que dans la poétique de ce siécle
et dans son mythe,il y a eu la technique. Et a

partir de 13,les ingénicurs revendiquent une sorte
de mise en scéne,d’expression de la technique.
Mais actuellement, tout sc renverse,c’est-a-dire
que la chose la plus extraordinaire,c’est celle qui
atteint un certain résultat sans qu’on voit com-
ment on atteint ce résultat. Le grand ingénieur
de cette fin de siécle ou du sitcle prochain,ou les
grands architectes,sont ceux qui arriveront 2 faire
oublier la technique. Pour cela il faut étre
virtuose.

ETUDIANT:

Est-ce que vous avez déja collaboré avec d’autres

architectes?

71
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I think. Shimonoseki? Yes. I stopped there,
and the boat continued to Yokohama, but I
did not stay on the boat. I took a train. I
visited Kobe, Kyoto, and then Tokyo. Then,
I went to Yokohama. So, I saw Japan before
I'saw the U. S. A,

And 1 stayed in Frank Lloyd Wright's hotel
in Tokyo in 1935. Right. So, therefore, the
excitement of seeing the world was such that I
would run all kinds of risk. And there were
risks, because the Japanese government could
have stopped me at that time, you know. Do

not forget that was 1935. (Mr.Shinich Okada
in the audience Jaughes. )I guess you have not
forgotten. So, therefore, it was a risky affair.
Two of us decided we are going to do this.
And we did not jump ship, but we asked for
permission. And we said that if you allow us
about 4 or 5 days, we'll meet you in
Yokohama. we did it at our own risk, be-

| cause the ship captain did not encourage us

to do that. So, you see the excitement of
seeing the world as such. And I could not
resist. And after that, Honolulu, San

147
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Photographer Lourdes Legorreta

organize it because I would love to see the
work of these students and comment on it.
So arigatou!
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architecture, we know what are the kind of
the spaces we like. And those are the ones I
think is important to go and visit, in one
side. On the other hand, there are spaces
or architecture that'surprise’ us. That also
is good to visit, because we don’t understand
them and is very good go and see something
which you do not understand.

The reason for this is that the world is open-
ing doors in such a way that we can work
outside of our countries. So, we have to
accept the challenge of understanding other
cultures and at the same time maintain our

own roots and our own personality. In this
case, I want to mention to you that I'm
anxious to see what Ando is going to do
in Texas in the Museum of Fort Worth, in
which I put all my enthusiasm and I’ m
not happy to say I' m honored to have lost
to Ando. And it was very interesting to
see how you see the spaces of the South of
the United States of Texas, which are
empty, almost endless.

How I reacted to enclose the space and how
Ando reacted to open the space to the out-
side was completely the opposite. This is

8
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c6té & autre. Donc ga c'est la question éthique.
Pourquoi je sépare?

Et ensuite la question est comment je sépare.
Est-ce que je vais séparer en construisant un
mur en picrre? Est-ce que je vais séparer en

construisant un mur en bois?en verre?en métal?

transparent?opaque?translucide? Comment je
vais séparer?

Et c'est pour ca que ces deux questions sont
inséparables. Pourquoi et comment:le concept
et la matigre.

ETUDIANT:

Qulles sont des différences entre vos générations
et celles précédentes?

166

DOMINIQUE PERRAULT:

Oui. Bien str,il y a des différences. Mais

la plus grande différence c’es:
ces architectes qui ont été cités ont connu
ce que nous on appelle 'ancienne école,

peut-étre que

cest-a-dire qu'ils ont connu les Beaux-Arts,
et qu'ils ont été influencés par une école
encore académique.

Alors que ma génération a une chance
extraordinaire,puisqu'elle arrive aprés:elle est
beaucoup plus libre d'esprit d'une certaine
fagon. On le voit,ma génération et encore celle
qui est plus jeune,sont beaucoup plus ouvertes
vers une architecture qui n’est pas académique,
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RENZO PIANO:
Well, it was terrible! When you work as an

but ‘a moment of silence,” is introspection.
And [ think you are to save that. It may be
difficult, because information is like a homb.
It’ s kind of an all-day, pandemic river-
never-stops. You have to stay awake, from
time to time, and you just think about it
‘in silence.” Otherwise, it’ s like eating too
much. It’ s like cating too much, and then
you have no time to metabolize.
STUDENT:

How was the first contact with Prof. Ando?

38

architect, it’ s essential to have friends. You
meet friends. And 1 learned a lot from Ando,
I'have to say, and from other friends because
I think their qualities are e:
architecture.

ential to

And an architect is, for me, a
robber! Art is like robbery. Art is robbery.
Art is robbery in a real sense, not because
you take a beeper from Ando or you take a
beeper from somebody else, but it is robbery
because art is about *voracity’ . So you have
to know people and you have to take things.
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influence from the towns and the villages
of Mexico is purely ‘emotional’ . On the
other hand, I had the discipline and the
concept of the profession. So, I was able to
combine them and in that way, tried to do
architecture that belongs to our time but
has that very strong root of my country.

So just to mention two examples, the use of
color, as I said, is purely emotional. And
the way I see people in the villages—they
use color—is the way I use it, and the only
thing I can tell you is that there is no intel-
lectual approach. I could say that we’ re

82

almost ‘irresponsible’ in the use of color.
The other example is relating to light. I
learned from these people that they open
their window considering the life inside of
the building, not from the outside, or the
elevation. They open their window to re-
ceive the sun at the certain hour of the day,
or to receive the light in a completely dif-
ferent way. So, I design much more from
the interior than from the exterior.
HIROYUKI SUZUKI:

Did you feel like you were going against the

current of the modern movement?
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choose my clients. My clients. That is more
important than the projects. I want to choose
my clients. That is important.

Of course the Louvre does not fall into this
category. I did not choose my clients. My
clients chose me. Also the National Gallery
in Washington was designed in 1968, 30
years ago. I did not choose my client. They
chose me. so, therefore, I have had some
satisfaction in work, which happened to be
my good luck. But, this was not always the
case. But, now with a number of years this
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lack of luck is shrinking. I am much more
careful now in selecting my work.

Now, ask me questions.

STUDENT:

Mr. Pei, you moved to the US from China at
the age of 18. What did you have in your
mind before seeing the new world?

L M. PEL

I have to say it was a moment of great excite-
ment for me to be able to leave my country,
to see the world. First of all, I saw Japan in
1935. I took a boat. I started at Shimonoseki,
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I went to Europe, and spent a year within
Paris, and for the first time saw the great
gothic cathedrals, visited Chantnes and trav-
eled on weekends. 1 worked at an office in
Paris, an architect’s office, working in the
French system-which is quite different from
American. 1 spent weekends visiting all
around the country, and became very inter-
ested in Romanesque architecture.

Having by then a strong interest in painting
and sculpture of my contemporaries, I found
in the Romanesque a way of integrating art
and architecture in a very strong, tough way,

not sweet-not like the baroque. It was very
tough... The work in
Autun, the Romanesque church which the
sculptor Ghizelbertus made the capitals. T
just became very involved with not only the
sculpture and how the structure was inte-
grated into the architecture but also the
painting of the Romanesque and how that
was integrated into the architecture. And I
spent 3 months, 4 months studying all those
churches in South of France; Vézelay,

it was very powerful.

Toulouse, Issoire, and more.
I went back to LA after a year in Europe,
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engineering. I remember looking at the cur-

When did you decide to become an architect
and were there any formable influences in
your middle and high school years? Can you
describe how you feel that you have been af-
fected by any of these particular experiences?
Were there any teachers who had a signifi-
cant impact on you and your choice of a
career?

FRANK O. GEIRY:

T'went to school till the end of high school
in Toronto, Canada. And during that school
I was interested in engineering— chemical
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riculum at the University of Toronto for
architecture, and deciding that it was too
boring.

The thing may be consider from that story is
today Toronto tries to claim me as one of
their ‘sons’ and they say architecture in
Canada would be different if I had been there.
And my answer is that it would not have been
possible to become ‘me’ the way I am today
had I stayed in Toronto. It's a question.
I'm not sure, but it feels like the com-
munity does have a dampening effect on
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where he works, in what culture, what sys-
tem and what is his thinking. Then, you
can understand it.

So, look at journalism as a tool, not as the
objective of your life. Again, going to the
example, Ando is published because he’s
very good and the opposite could be that we
could think that he’s good because he’s
published.

So don’t forget, even if it is difficult and
expensive, don’t forget the benefit of
travelling. And we were talking this morn-
ing and I hope and I offer my help, I hope

| very well.

we can do that with your university, which
is an interchange of students in some way
between Japan and Mexico. I have had
problems trying to convince Mr. Ando in
going to Mexico, where I hope you'll go.
HIROYUKI SUZUKI:

Can you tell us what kind of place we should
visit?

RICARDO LEGORRETA:

I think each one of us, we know what we
like. You can find yourself what is your
tendency, where you're happy, where you feel
When you apply this to
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Alors que la question du pourquoi est une ques-
tion d’éthique,est une question collective. Et
c’est la question certainement la plus importante
pour les architectes.

Ce qui m'intéressait dans ces études,c'était de
travailler toujours sur des batiments publics ou
institutionnels d’une époque.

Et dans cett
frangaise,trés

qui est une trés grande école

tbre, puisque c’est I'école qui

permet de devenir docteur... J’ai étudié les
couvents. Les couvents. C'est 'institution qui

représente au 18éme siécle & Paris,église. C'est
pas I'église. (shudoin)
Et donc j’ai étudié les couvents au 182me sidcle.

Voild. Ce qui était intéressant,c’est que les
couvents organisaient la ville au 18¢me sitcle,
les mairies organisaient la ville au 19e siécle.
Et les villes nouvelles organisaient la ville au
208me siécle.

HIDETOSHI OHNO:

A cette époque également,avez-vous travallé &
I'agence d’architecte?

DOMINIQUE PERRAULT:

Jai toujours ponctuellement travaillé. En
France,c'est plus facile de travailler lorsqu’on
avance dans les études, parce qu’on a moins de
cours. On a des rendez-vous avec un professeur:
Clest un travail beaucoup plus de recherche et
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autour d'cux. Et j'ai voulu travailler sur cette
relation entre I'institution publiue et la ville.
HIDETOSHI OHNO:

Avez-vous dessiné concrétement ce projet de
diplome?

DOMINIQUE PERRAULT:

Non. Concrétement... Concrétement,c’est pas

concret. C'est un projet théorique,c’est un projet
qui...Je ne voulais pas faire de projet concret,je
faisais des projets concrets tous les jours. Donc,
jallais pas encore faire de la pate 2 modeler.
HIDETOSHI OHNO:

Est-ce qu'il était normal de faire un projet
théorique par comparaison avec des diplomes

d’autres étudiants?

DOMINIQUE PERRAULT:

Je sais pas si c'était normal,mais c’est un
dipléme qui a été publié dans les journaux et
dnas les magasines... C'était un bon diplome.

HIDETOSHI OHNO:

Les autres étudiants ont-ils fait des projets
concrets?

DOMINIQUE PERRAULT:

Oui plutdt. En fait,ce diplome sur les mairies
a €1¢ trés trés important pour moi. Et aussi
en peu dans le monde de I’architecture en
France,parce que c'était une des premiéres
fois qu’on mettait en relation I'architecture
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encouragement in form of encouragement
from artists. In Japan, I think this is par-
ticularly an important issue, but students of
architecture are greatly influenced by archi-
tectural journalism and criticism. And in
Yyou career you have to battle alone for a long
time and people recognize the significance
of your achievement. Can you describe how
you have dealt with I think you have, but
may be some more. How do you think about
the architectural media?

FRANK O. GEHRY:

Well, when I was younger, I cancelled all

8

magazines that came to my office. I wouldn’t
look at them, because it’s like a fashion pa-
rade and you become involved with something
that’s not of your doing, I think I found it
without it. For me, it was more important
for me, and I was very conscious of this; of
trying to find my own abilities, my own
capabilities. I knew they were different. I
didn’ t know if they were any good. I didn't
know if I was gonna be any good. T just knew
that I had ideas that I wanted to pursue, and
that if I look over my shoulder at what other
people were doing I would get nervous. Ando
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(Lugano)

Ly
bonne qualité. Et surtout que vos amours ne se | basées sur ce principe-la,c’est une honte pour
traduisent pas par de pales copies. Parce que les hommes de culture. Cultivez votre
combien de faux Aldo Rossi,de faux Mario | authenticité.
Botta,de faux Tadao Ando,de faux Jean Nouvel, ‘ ETUDIANT:
j'en vois aussi,naissent comme ¢a en dehors de | Dans la premitre partie de votre discussion,

toute signification. Donc,je crois que ce qu'il y

a de pire,c'est cette modélisation culturelle.

d’apres vous,vos parents pensaient que les

ingénieurs autant que les enseignants ne soient

On a connu la modélisation technique pour des | pas des artistes. Alors pour vous,qu'est-ce que

raisons d’effica

ité et de domination de ‘ Clest qu'un ingénieurs?

I’économie. Cette modélisation,je dirais,est une JEAN NOUVEL.
honte pour pas mal de politiques je crois, | Je fais souvent le paralléle entre Parchitecte et
d’hommes politiques;la modélisation culturelle, | le metteur en scéne de cinéma. Et je considere

quand elle correspond a des choses absurdes que toute production d’un grand batiment est
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questions. So, don’t give up your ideas.
Our profession has a little bit of luck of be-
ing heroes, because if your objective in life
is making money, it’s much better to open
an restaurant than being an architect. If
you are here it's because you love
architecture. So continue, even if the hori-
zon looks black. Don’t worry, the light will
come one day.

You're very lucky because ‘light’ is here in
this university, by having the possibility
of the kind of teachers you have and the
attitude of all of them. So, let’s continue

94

because we have the best profession in the
world.

STUDENT:

Are you influenced by the traditional
Mexicican way of construction?
RICARDO LEGORRETA:

Yes. One, for example, is the situation or
the tradition of Mexico. We need to give
work to people. So Mexicans love to build.
So one of the very strong influences I have
had is that I want to use as much labor and
individual participation in the construction
as possible.
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Autonomy is fundamental, and unfortunately

it’ s not easy, because to be autonomous you

have to have two important qualities: one is
to be curious about life, about everything,
not curious only about your boyfriend, but
also curious about ‘life,” about everything.
Because this is what is giving.

Another thing is that you have to be bloody
competent. You have to be bloody good! You
have to know how to do things. Otherwise,
people will tell you, “You know, this is
impossible! This is impossible! Th
impossible!” So, to be free to make a decision,

is

WHEIS
>HAEBERE. FLNES
HTETL.

to say “No, I do it this way and not that way!” is
only possible if you are competent.

People say technique is important, not because
technique is important but because it gives
50 when

you the freedom to make decisions.

we talk about ‘autonomy’ , it's not just a state
of the spirit. It’ s more than that. It means
that you have to be good technically and
scientifically, and autonomous enough to sup-
port your decision, and the other thing is that
you have to be curious, I mean, curious about
the sense of life. Because in some way you

have to be a humanist. You have to be a real

37





OEBPS/Image00158.jpg
O kR (MIBAE) (R &
T, BHGEZEH. BARE
F%i¥. TOTO$AE. 1998), X
RA TRAURKERY—3H
RUBEAABREOERE, BE
KT 199854 5258 (RRME
MK E6AVBZEE @
B RETHAEE T LR,

BEEFRONE,
AN 0 B B RIAIE S

KB —— £ TOTO ARt tH AR O FE R O P30 eh . BR
WiELERE T MR FIZINE K EHE. WA 2%
HEREHEHFACHEE. AT S0EMNEMYE
SRUBEY .

BRI BKIEL T RANFEBROBE ., & KEE
B R BB ERRBIRIFAKRF—FE, F ¥
B, MMM EF BB BR L FOE, AEAL
EREVRET, TR 4R, 7500 EXBBKM
EHER BRUNW=FERRET L BRETELRMN
WX ENEE.

BIE— YR XRFSEE. BAREZ AN, B
HE-MEFEFELANTR. RER "BUE-N
WATEFRERMAZER.” RAMN, XBREATEHER
&, RN GREERRN. BHERBH ML AR
B DBANEERERASEFXOFR, TIUBX
RBABFBEINR. BES S TERRAFHES, £
BATMURAEMRERRBER. RO AREREH
HEORREBH—MHF. TEHEGHIA, FBAAE

where you were born, and what things be- |

long to you, not to somebody else. In other
words, don’ t do like me. Don’t do like Mr.
Ando, don’ t do like Mr. Ohno. Do like
you! Don’ t take the example of anybody.
You have to build your own autonomy.
HIDETOSHI OHNO:

You mentioned the difficulty of keeping one-
self develop to be an architect. Would you
give some advice for the students who have
just started to learn architecture?

RENZO PIANO:

Well, it’s not easy, of course, because archi-
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tecture is very very complex art-I keep saying,
“It is an art contaminated by life.” And this
is negative but it is also positive, because it’ s
true-this is very true. Art is so much con-
taminated that you cannot separate architec-
ture from life. Anyway, even said so it’ s a
very general consideration, I think the es-
| sential thing-for young architects-is to be

autonomous, to be free to make decisions...to
’ be ‘competent’ enough and curious enough
| to make decisions. Don’t believe people, don’ t

believe anybody. Don’t believe me, either.
‘ I think you have to understand ‘yourself.”
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Making art is an intuitive process, and you
have to learn to trust that intuition. If you
knew ahead what you were going to do, you
wouldn’t be afraid. When I sit down to
design, I'm always afraid. I'm not sure what
I’'m gonna do. You probably experienced
going to your workplace and the first thing
you do is you clean up the workplace. You
clean it up because you use all kinds of de-
nial mechanisms to delay starting the cre-
ative process because it's scary. You're
afraid. And I think that's part of our work.
There’s this certain amount of fear because
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you don’t know exactly where you're going.
And I think that is comforting to me over
the years, because I know that if I knew where
T was going. I would stop, probably.
KATHRYN FINDLAY:

1 would just like to say one thing as a com-
ment is that, you know, Tokyo University
students architect-to-be. In front of you are
two men who are among the few most sig-
nificant architects in the world at the

| moment. It's a testament to their greatness

and their fantastic ability that they can share
each other’s differences, appreciate each other’s
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concentrate on design, because the major
concentration in such a practice is how to
pay 200-300 people. (laughter)

‘That, I think, is the kind of problem in a
practice you should know. You want to be
successful, you want to do big work. But to
do big work, you have to have a big office.
To have a big office, you become a slave to
the big office. And I was a slave until 1989,
(laughter)

Now 1 am sure, I am answering your
question. Yes, I am doing a lot of work all

|

over the world, small projects, not big ones.
It is all my choice. T retired from my firm in
1989. And I decided since I started late, T
am making up for what I should have done
earlier in life. And I am now beginning to
do just that. T have only two assistants. [
do not have big offices, I could not(laughter).
Only two assistants. But that frees me to
choose. If I need help, I can get it. But |
have to pay a very very high price. I prefer
that. So, therefore, I decided then in 1989,
or actually § years before then, that T would
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architecture. So, journalism is in fact a tool
of information for students on architecture.
I will not go to the extreme of Aldo Rossi
when he said to his students, “Please don’t
look at magazines .” But, I will advise you
to study very carefully what you see on the
magazines and videos and internet, because
the risk is that you can end up judging ar-
chitecture by the appearance or the skin
only.

I think I can answer or complete my answer |
by an example that you all know. Certain—I

don’t say you all, but certain students in
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Mexico think that the essence of Ando’s
architecture is concrete. And it’s a big mis-
take to say that. The essence of Ando’ s
architecture has nothing to do with
concrete. The concrete is an element of
expression but it has nothing to do with
it. He says his essence is spirituality, is
proportion, is light, and of course is a great
talent.

So you have to be very careful and spend
enough time studying the magazines, or
films, or videos in order to really understand
and read what the architect has to say, and
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Une bonne partie de V'énergie,c’était la fagon
de composer la feuille,le panneau qui était
rendu. D'abord,parce qu'il y avait déja la per-
version de I"anonymat,et que de la fagon dont
on présentait un panneau,on savait vous
reconnaitre. On savait reconnaitre de quel ate-

lier vous veni v avait un noir en bas,s'il y

avait le bleu qui traverse,s'il y avait autre chose...
C’était une marque de fabrique.

Et tout cela me paraissait strictement opposé
au fond des choses. C'est-a-dire qu'on était 1a
pour proposer un projet,et pas d’abord sa

représentation.
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Et parce que javais été requ nol et que j'avais
fait la preuve que je savais trés bien dessiner,
aussi bien les platres que toutes les
représentations architecturales avec les jus et
tout ga,tout le monde savait que je savais faire
ca.

A partir de 1a,j
La premiére,c

‘me suis payé deux provocations.

ait une étude analytique sur les
tours. On nous obligeait & rendre compte d'une
typologie de tour,qui correspondait aux choses
les plus “corporate”du style international. Les

tours

Une étude analytique,c'est-a-dire qu’on

devait prendre un exemple et le développer. Et





OEBPS/Image00171.jpg
SKiEZERER.

7EX T E RSO TRETHE . HEXRNT
AEBRBEONAETIE. MNRESREEERE.
BAN—iL0E FH LA E S —ARE SFEA. BHA
—RAKER., REZFUS2XE, AR M
(R) R, ZHARREFE. RKRBAR
BEIRIRETI AN, RIRRREETHRBT. AR
AR HMAA AR, BATRSERBREIIIR, RE
RAZBHE—EETE. ATREABE—MEE. AL
BlEMRESERN, XRF. DERREBIRGT

ES Y

EERMEFEPRERER
“HE R ZRPL

FE—RBAMBAR BB RAEEAREN

CREHREEMSOAXENSE. 4T #
B XUERPO MR R, GREBELRIE—
MMEG AL KRB RN — PR HIh,
BATLBEMEEFBEAF . FRECRORTEEE

B XL R,

BT E— RN, A BEGIFAETEHEGR.X
REREEN. AIBETENSRENKAE. BK

They are always looking for something, you
know, looking for what Ando has been doing.
I mean, Issey Miyake’ s here: I was looking
at the book he sent to me the other day-a
beautiful photographs by Irving Penn. You

look at those photographs and you may rob

things from them; you may take. So, I spend
my entire life taking things, and of course,
giving, but taking.

And so, when we met Mr. Ando we spent a
lot of time eating fantastic sushi. Our office
in Osaka was not far from his office during

the Kansai Airport construction, so we were

LE 3-89

meeting quite often. And we very rarely
talked about architecture. I don’ t think we

spent a lot of time talki

about architecture,
first because he doesn’t talk! (laughing)
Second, because it’ s not very interesting.
You talk about architecture as ‘doing what
you’ re doing’ . You just make building and

then that says enough. But having friends
like Ando and others is essential because it
gives you some feeling that you're not alone,
you’ re living in the system of people. And

the creativity is very important because it

needs the work of being together. So it was
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on peut travailler beaucoup plus facilement.
C'est comme un travail de post-graduate.
HIDETOSHI OHNO:

A cet établissement,avez-vous fait un projet?
Ou ce que vous y avez fait a été publié?

Non. Parce qu’il n’y avait aucun d
C’¢taient uniquement des études sur archives,
qui étaient des textes. C'était un travail de re-
cherche universitaire.

Jai construit la bibliothéque nationale,qui est

le croisement de cette analyse du 18¢me siécle
etdu 19eme sidcle. Je peux expliquer cela. C'est

trés intéressant.

Vous n’avez pas un morceau de papier,pour

Briyzsie, —
. 19t
ER, BHE
B, BENZE

qu'on puisse dessiner quelque chose?
Je vais expliquer. Par exemple,voila Paris:

I'histoire des couvents. Ca est le 18&me siecle.
Au 18e siecle,la ville est trés dense,il y a des
petites rues,des petites maisons etc. Et les vides,
ce sont les églises et les couvents. Au 18e¢me
siécle,la densité c’est comme ¢a. (fig. 1)C'est la
religion qui est un ordre relativement secret,ou
tout au moins particulier. Il organise la ville
autour d'un systéme qui est en fait le systéme
des églises et des couvents,et qui est un certain
type de pouvoir,le pouvoir d’ordre religieux.

Au 192me siécle,c’est la révolution & la fin du
18eme siecle. Ca c’est le 19éme siécle,et c’est
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complétement 1'opposé,puisque c’es
république:la démocratie commence. Cest a

partir des mairies,de ces points,que l'ordre de la

ville va étre organisé. Et le Paris que vous

connaissez,c’est celui-ci. Les grandes avenues,les

institutions,les parcs,tous les grands axes,tout

le systéme urbain de Paris est un systéme qui est

lié & la mise en place de la république. (fig. 2)
Lidée de la bibliothéque nationale,c’est un peu
le croisement du 18¢me et du 19¢me sidcle.

C’est en méme temps un couvent,un cloitre,

c'est re un lieu calme de méditation pour la

lecture,donc un lieu fermé,un lieu un peu en

dehors de la ville
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HBERAT BMAREAX—.
(%)

Et cela doit étre en méme temps un lieu ouvert
sur la ville,puisque c’est un batiment public,et
que la culture doit étre accessible a tout le
‘monde:il faut que ce batiment

oit et fermé pour

pouvoir travailler dans la sé et ouvert sur
la ville pour pouvoir échanger avec la ville
Pactivité et I'ouverture.

11 faut dire que ce batiment,n’est pas un
batiment,c’est un lieu. Et il faut avoir la pa-
tience et I’humilité d’attendre que le temps passe
pour que ce lieu devienne un lieu dans la ville.
Aujourd’hui la bibliothéque,c’est un vide,c’est
clair.Mais c’est un vide au milieu d'un vide
Parce que le quartier n’est pas encore construit.
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Another thing is that we Mexicans, because
of our culture, we love solid things. We love
stones, we love to hit a table and know that
So that makes you select certain
materials and certain construction systems.
The other thing, also, is that there are cer-
tain ways of living in Mexico that are very

it’s soli

important, such as the indoor and outdoor

life is very common in Mexico and that

makes a very special way of building so you
can achieve both things.

The other thing, also, that has influenced
the way we build in the office is the concept

of “changing buildings.” I think that it’s very
difficult to design a building and certain
types of building, and consider that there
will never be changed.

TADAO ANDO:

Thank you so much.

RICARDO LEGORRETA:

I'm the one who have to thank you because
I believe in young people, and T love to be
with them. And when I come back because
I will come back to Japan, and you don't
invite me I will feel very sad. So I will let
you know with enough time so we can

95





OEBPS/Image00172.jpg
FEAETDIENG . A0S B R IZ B S ARTT LUE AN
B RiZEEARE KRS A EHE AR AR S 4
FRHNRSYRNSHRE, YAEEEMN2MINX
BANBEERHBIEE, NMRLAEXBNES, UF
BRRLFEEMAFERENEE RIFRTE
B S RIXP IR AR Fa S W, {25
3R T RN — L@ —HBE, MBALRF
REBRBINERBANSBRAE M2 BHOREFE.
BIESFRPEEN T HE NURATIBEY T
B8 " (No Education) . R % 52 pk 9 B /LB HE V18
i XERERNSREANBAREHAIKE.
BIAHBE WA FRIEAL 2 X R IRER W A 7 TSR B9 =)
FE-EMMEAMMFEARIMEROEE. X
X—EBEERTRE. AN CRAMH205) T
REXMBARERKE. MPERRAY FERLEE
RIFAYTTIRMAE LR

IR CRHIHN 20 5, REREBFHHTH
% BIAAXNBRERAY FARFODEMEIMNE,
FRFABTEFNES. BiFdRd. FTREBFUI
BHEBBOBAEE, H—. BHRIHRMRNE
B, BHEFPROE. OETOREMETE. 4
FRE+HEPAME. X—RLWFLEHERTR





OEBPS/Image00073.jpg
MRIPOA, Bz, AHELTZMOER. RORLR
FIBRRIRE AA ZRIFREZI AR,

EE— AA¥RETREMEEEOA, X—a3F
HHE.

REBE— ERNORF TERZEHIIRM, Aid
#8®(Zaha Hadid) 22 T $¥ 2 FEHILRM., 3T H)
BIRE Z IS ROANT IR E R HE ., 2HHEOF
hRFLFROG, HEFTHFMES,

FH— AA FRREEMGEN . FLEXHHEE
R, FINTEARIEWHK.

REBE— 2. REFLEENE . FLEMITHE. th
AEATHBIELHALE. SHER. LLEHEIHR
BRERBEEABRBMFTHBOALE . REE
RXEERAD BIE.

KEF— BARERBME AR E TR, RIARIEWH
EPRE AREPNMRATHBARERS WG
B ABR. MEURH T AR ANER Tk T RIG
AEEMXMHTRETEFSIMA.

REE— XN, FEMOABRARSE, SREHA
NRmthREALSERT. B, EEKNEZLE
HEFRITNME . £—EHB I K R EBE LM
KA. BRE-X. BARMMERRIT HitAE%TE
TREHET | Xt RIS — B ERE .,
FH—RKEHOKRT—H, BLEESHITT
FIKEHAZG>

RBE—OEXRMOA, TERZEROA. AA
FREBEES. AUSE - BIHE—NEINA,
BREBNATALIMEEESLAEE,

© & - FOSHT (Rem Koolhaas)

19445 4 FH L MBI, XK
I FF 2 A E. i
BENFFIERIE BATE
SR R A AR
A RHRAID 2 A BLBELE
WA RIORR . XA fth BIE
(RIERE OXTUER . foaix
BheksHE.

© Wi (Zoho Hodid) . 19502 4
FRREERAMHBAL. &
1983 FHEBHERKK (The
Reak Leisure Club)igit B2
EFE. RN E AR
. AERMITES XR
RO BB F S I

O EHHi £ (Daniei Libeskind]
1946 2 4 T3 OB SN LB
BRI ABEGHHIEBAOR
RERER. HAOHBFIF
AER. EANNEAKS
(Cooper Union) % SRR, &%
EHRE R (Essex) K¥¥3H
einEF.

183





OEBPS/Image00175.jpg
A RHRAT A E . Q2T ARk E R
—FfEd. HIERIR ST B R thARENRE,
=R, EYF BEBLEFDEAENERR L
LIERMERERERDE—F. BN, FELFIRE
MR BEASHER. EASMEE. EBEZRA
KRR R EMENEL RS BEIRS M
. EEEARR P ERE MRS, REMRENRE.,
XFIEARFEREMBME T R EENOMLE. BR
HNRAVRIEEHE. fAEBSRILANTER#E
Tl BR—EER RMERBNTEZNERA.
AR BB 7R E R R FEF TERKRIT. R
BETHENEXNTIHE. PEfF—RESSRNZ
MATHEE. RRBIEEIR. B —#H.

FRRERABTSX
BRI SR

ZHR—RIAN . ILFLEACEXEOB. AC#HT
TRQUARBEAAMNEE. BRERFRNOMER
HBORITIREITRNA L, REEHIE—BA
FH, BRAESME, JLERARELLT. RESZ
SERARMAHTEERIT, that R RUURE —Lt

a partir d’une étude du texte,j’ai proposé de
montrer comme étude analytique au lieu de ces
tours-1a,le tour d’attaque romaine sur roues tirée
par des chevaux.ces tours qui montaient pour
aller a I'assaut des fortifications. Entierement
en bois. Tout ¢a tiré par des chevaux et dessiné

“ala Léonard de Vinci”. Ce qui était une fagon

directe de me foutre de leur gueale.

Et effectivement,mon projet a été refusé. Clest
le genre de plaisanterie qui cottait 3 mois
d’étude a chaque fois,puisque le projet était
refusé.

Et la deuxitme provocation,qui celle-la était

peut-étre plus signifiante,c’est-a-dire plus
positive,parce que l'autre était purement
négative. Cest qu'au licu de rendre les 3
panneaux comme demandé, format 2 m par 1 m,
pour un projet long,pour un grand projet,j‘ai
rendu un projet dactylographic. Basé sur unc

étude sociologique, trés trés ¢ une véritahle

thése.avee un de mes amis qui faisait sociologie

dans une école & Let qui 3 la suite de ce

dale en 67 et aprés 68,est devenu professeur

“cole des Beaux-Arts. C'est mon ami Routon.
Et ce projet.c’était la description précise de ce
qu'éait le projet,c’est-a-dire que par les mots,
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arts methods of teaching. And I was not
disappointed. I did go to Harvard. And I
must say that I learnt much more from
Gropius that 1did from M.LT. But, Gropius
is not a great architect.(laughter) But, he
was a great teacher.

The Bauhaus method of education is a very
broad one. And this is what make them so
powerful, particularly during those early
years. It included in the school painters.
Many of them became very very famous like
Paul Klee, like Schlemmer, like Mobholy-

Nagy. It included furniture designers, the
highest craft tradition, as you have in Japan,
People like Breuer. His furniture in the
early years was as successful as anything he
ever designed. In other words, it is a multi-
discipline school. And it is gathered together.
All disciplines important to architecture

| itself.

So, I think we have to look at Bauhaus in
that way. It is not individual. T would like
to cite Le Corbusier. It is called individual.

It is a collection of disciplines, collection of
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thing and you just do it. This is not enough
because you may do the wrong thing. This
is not obstination; this is just being silly.

So to be a true, obstination must be copu-
lated with another bigger quality, that is,
‘enlightencd intelligence.’ So you have to be
permeable. You have to be intelligent but

permeable. You must listen to people. You
must listen. And this is very important be-
cause it’ s almost a contradiction. Because
it' s quite easy to be obstinated if you are
just obstinate. You don’ t listen to anybody.
You just do what you want. Not very good.

This is not really interesting.

You have to be obstinate but at the same time,
light, permeable. The intelligence must be
light, must be done in such way that you
listen to people, you listen to everything.
HIDETOSHI OHNO:

How did you make up yourself in your youth?
RENZO PIANO:

There are too many magazines, too much
of information. In my time, I only got one
magazine every two months, and I didn’ t
read it. This is quite true for everybody,
not just for architecture. There’ s too much
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tural press and the architecture. Somehow,
and I took no magazines for maybe 4 or 5
years, and somehow I knew the important
events that were done without having to
spend time with that. In your peripheral
vision, somehow information comes to you.
I'm not suggesting you don’t read or buy
magazines—A+U will kill me. I'm just giv-
ing you an idea for how to find your ‘self’
and how to find your freedom. Now,
everybody’s gonna have different ways, but
it is one way that I've found to free oneself
from the baggage that is traumatizing. In

your culture, the architecture, the traditions,
are very well organized and very careful and
very prescribed. However, the calligraphy
and the paintings are frec. So there is in
your culture many... and the landscape, there
are many parts of that that are also possible
to inspire you and to liberate you. I think
you don’t have to do it just one way. There
is anything. You can read a poem and be-
come inspired, you can read Proust. It's filled
with inspiration. You can go to a concert
and fad great impetus to make something as
a result of the experience.
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Mais dans 10 ans, dans 20 ans,dans 50 ans,
autour de ce vide de la bibliotheque, il y aura
des milliers de gens qui vont vivre,

Donc,le seul vide qui restera,c’est le rectangle de
la bibliothéque. Et c’est pour ¢a qu'aujourd’hui
on dit:ah!ca ne marche pas. C’est vide etc. . C'est
vrai aujourd’hui. Mais aujourd’hui c’est rien dans
I'histoire de la ville. Demain...

HIDETOSHI OHNO:

En votre curriculum vite, on dirait qu'il n'y a
aucun détour,est-ce que vous avez eu quelqu’un
qui vous a indiqué le chemin?

DOMINIQUE PERRAULT:

Non,ce que jai décrit,ce sont des situaitons

historiques,c’est une analyse de I'histoire sous
un certain angle ou avec un regard de géographie.
C'est-a-dire que ce n’est pas une étude de
I'histoire comme le fait un historien,cest plutét
I'étude de I'histoire,des couvents,des mairies,
des villes nouvelles,mais avec un regard de
géographe.

C’est une vision tout a fait différente de
I"architecture:Un historien qui étudie
'architecture, il étudie le style,il étudie des re-
lations qui sont finalement assez ponctuelles
et assez factuelles;Un géographe, lui,va étudier
un territoire,et donc,il va étudier les rcla-
tions entre des événements,entre des
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I"affection. C’était en fait la vieille technique
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Paul Viriliot,qui est trés célébre en France. Et

Paul Viriliot a écrit apres des livres qui sont

Alors, il y a eu une deuxiéme chose formidable,
c’est que Claude Parent était pas souvent a
Iagence,pas trop souvent,et que Paul Viriliot,
lui,y était tous les aprés-midi. Et donc,Paul
Viriliot passait son temps les aprés-midi a me
raconter toutes ces histoires completement folles
sur toutes ses déviations,sur la chose militaire,
toutes ses visions apocalyptiques sur le malheur
qui nous attendait etc.

Alors,je ne sais trés bien si vous savez qui est

54
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’ maintenant trés connus oil il a mis en avant
|

des idées stratégiques,je dirais. 11 a fait en
particulier “Bunker archéologie”,cest lui qui
s’est intéressé le plus pres et le plus t6t  toutes
les formes d'architecture militaire. Lune de ses
idées fortes,en particulier est le fait qu'il faut
s'intéresser  la chose militaire parce qu’elle est
toujours prémonitoire. Comme les militaires ont
toujours beaucoup d'argent et toutes les tech-
nologies & leur disposition,y compris celles qui
restent secrétes trés longtemps parce qu'elles ont
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humanist. You have to posses the qualities of
the great builder but at the same time the
qualities of the culturally minded people.

Autonomy is important, because autonomy
is freedom. Freedom. It's creative freedom.
So I think in the university you can build
this autonomy. Because in the university
there are people that may teach you, just go
through things. You don’ t stay in circles.
You have to go and you have to insist, you
have to be curious about everything. But
unfortunately, it s not enough. To be free
to have the freedom, then you have a strong
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character, strong autonomy, but it’ s not
enough, because then you need another big
quality that I have, because I have built that
quality. And this is ‘obstination,’ just pure
obstination.

Obstination is not easy but it is essential, it
must be a ‘subliming’ obstination. Must be
not just...[smack!] like that. Must be ‘sub-
lime’ in the sense that without real sublime
obstination you stay at the perimeter of art.
You don’ t get ‘in’ art. You stay around, but
you don’ t get ‘in’. Subliming obstination,
for me, doesn’ t mean that you decide some-
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étaient parfaitement identifiées,parfaitement
logiques, parfaitement en liaison avec une vie et
avec une production. Et I'architecture avait alors
pour claire voie de construire le monde artificiel
dans lequel on vivait en relation avec la nature,
mais créer ce monde artificiel.

Depuis la fin du 19e siécle et avec I'accélération
du 20e siécle,tout cela a explosé. A la fois les
techniques, les matériaux ont été multipliés,la
modernité a provoqué la remise en cause de tous
les principes et de toutes les lois,et le
déménagement du territoire,l'explosion urbaine,
tout ¢a a provoqué un immense chaos que tout

68

le monde ne peut que constater. Le probleme
n'est plus de le déplorer ou de ne pas le déplorer.

| Ce sont nos conditions de vie aujourd'hui.

Donc je crois que les architectes aujourd’hui sont
condamnés 4 étre plus intelligents qu'avant.
Puisqu'avant,c’était un jeu académique,il fallait
améliorer les mod¢les existants,quand on faisait
de la bonne académie. Maintenant,I'architecte
est condamné A I'analyse de chaque situation, et
au diagnostic par rapport & chaque situation.

Alors,la seule chose que je peux vous dire,c’est
prenez les moyens de cette analyse,de cette
réflexion,pour pouvoir faire un diagnostic de
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s'apprend pas dans une école. Ce n'est pas en

allant a ole qu’on apprend architecture.

Lorsqu'on
sentiment,une idée, mais apprendre I'architecture,
¢’est un parcours initiatique. Lexpérience de

école,ga permet d’avoir un

I'architecture,c’est construire. Tant qu’on n’a pas
construit,on ne sait pas ce qu'est I'architecture.
HIDETOSHI OHNO:

Qu'est-ce que vous avez fait a 1'agence?
DOMINIQUE PERRAULT:

J'ai fait des tirages de plans,des photocopies.
Clest trés tres formateur. C'est I'école de base.
Et petit a petit j'ai surtout fait des maquettes.
Faire des maquettes,ca a été trés important.

|

|
|

Parce qu'une maquette,ca se construit. C'est
certainement 1'élément qui est le plus juste
lorsqu’on travaille un projet,et savoir faire une
maquette,c’est savoir lire un plan,savoir lire une
coupe,savoir comprendre une structure... La
magquette est une espéce d'épreuve de vérité.
HIDETOSHI OHNO:

A Iécole,on ne vous apprend pas cette chosela?
DOMINIQUE PERRAULT:

Si. Les maquettes que I'on fait A I'école sont des
maquettes qui sont trés intéressantes,mais qui
sont pas des vraies maquettes. Parce que
lorsqu'on travaille dans un bureau,et qu'il y a
un vrai projet,la maquette,elle doit étre juste. Il

757
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la certaines de mes amours,moi qui voulais
devenir peintre,je retrouvais 12 les contacts avec
les grands artistes du monde entier.

11 faut dire qu'un an apras étre entré en
architecture,j'avais décidé de ne plus faire du
tout de peinture. Au nom d'une théorie
relativement simple peut-étre simpliste,c’est que
tous ceux qui ont des violons d’Ingres en fait
massacrent ce qu'il aiment. Parce que pour faire
de la peinture trés sérieusement, il faut ¥ mettre
tout ce qu'on a, il faut y mettre toute son
€énergie,tout son savoir, toute sa conviction,c’est

une chose qui ne peut pas se faire 4 moitié. Et
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quand je vois les peintres du dimanche,ou les
gens qui dnonnent leur petit menuet,ou leur
petit Chopin sur le piano, chaque fois,a écorche
les oreilles ou ga écorche 'oeil, ga leur fait peut-
étre plaisir,mais ¢a fait pas souvent plaisir aux
autres.

Voila pour la premiére partie.

SYOGO KISHIDA:

Vos ocuvres sont caractérisées par des formes
techniques et des matériaux nouveaux. En méme
temps on dit qu'elles ont une poésie particuliere.
Et justement vous avez dit que M. Virilio vous
a parlé de beaucoup de choses militaires. Est-ce
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and then in the night I was going to the uni-
versity to sleep, of course. ( laughing )
HIDETOSHI OHNO:

Can you describe how you feel you have been
affected by your experiences of university
days to your professional career afterward?
RENZO PIANO:

It was essential for me to go to the university,
because at that age I began to feel what I now
call “ anxiety about sociality. " It’ s a kind of
social curiosity, an intellectual voraci

this is essential to being an architec
not enough to just be “good” at designing,
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thinking space, volume and form, or being
very goud at science, “a man of science”, but
also it’ s also very important to be socially
comfortable, socially motivated.

And those years between ‘62-" 64, between
those years for me was the time when I built
up a lifetime of personal experiences which I
call “intellectual curiosity” and “social
interest.” And this is essential, because you
know, I keep saying, “Architecture is like an
iceberg,” and the visible part is very little,
but all of the part below is the one that makes
architecture, and the part below is society,
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normalement.

Ce qui en général pour un éléve architecte en
premire année est assez rare. Je n'ai donc jamais
eu de probléme avec la construction.
Alors,tout de suite,mes professeurs ont vu que

j'arrivais & dessiner deux trois choses,et tout de

suite j'ai travaillé en dehors de I'école chez mes

professeurs architectes,et j'ai toujours travaillé

chez mes professeurs. Ils trouvaient finalement

que j'étais un éleve pas mal,qui était pas cher,

qui dessinait pas trop mal,et ¢'était une trés
bonne chose.
Tout de suite,j'ai travaillé en plus de I'école et

1a j'ai appris mon métier,car finalement,ce
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métier,ce que je dis souvent,c’est le temps de
I'école plus dix ans de pratique. Aprés,on peut
commencer peut-étre a dire qu’on est architecte.
HIDETOSHI OHNO:

Pour un éléve d’architecte en premiére année,
est-ce qu'il est normal de travailler a I'agence?
DOMINIQUE PERRAULT:

Non c’est pas trés normal.

HIDETOSHI OHNO:

Vos professeurs vous ont fait travailler a 'agence,
n'est-ce pas?

DOMINIQUE PERRAULT:

Le professeur m'a dit,toitu viens travailler chez
moi. Voila. Mais je crois que I'architecture ne
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dit,et trés caractérisée par des bizutages trés

qu’on vous passait du mercurochrome du haut

forts. Et une des choses les plus importantes a \ en bas,vous étiez rouge comme ¢a. Vous imaginez

I'école était I'équipe de rugby. Et javais fait
comprendre aux anciens qui me bizutaient que
s'ils étaient trop durs avec moi,je viendrais
moins au rugby,et je m’intéresserais moins au
rugby. Mais dés que la saison de rugby a été
terminée,en mai,ils se sont vengés. Alors,j'ai eu
droit & une préfiguration de ce que je suis
devenu. La grande spécialité,c’était la tondeuse.
J'ai été tondu dans tous les sens,partout,c’était
absolument terrible. Les grandes spécialités
aussi,c'était le passage en broche,c’est-a-dire
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le spectacle.

Toujours est-il donc,aprés je suis parti & Paris.
A Bordeaux,ca s'était passé,je dirais,de fagon
assez moyenne, parce que j’avais peu travaillé,
‘mais j'avais quand méme été un des rares éléves
de ma promotion a étre présenté au concours
d’entrée des Beaux-Arts. Ce qui avait provoqué
des réactions,parce que j'étais pas 1a souvent.
Et je suis allé & Paris dans I'atelier ou le patron
était le plus jeune de France. Et au bout d'un
an,parce que j'avais décidé a 'époque de me
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A I'Ecole des Beaux-Arts,je me suis rendu
compte trés vite qu'on nous apprenait que des
recettes. Et des recettes qui pour Uessentiel était
des recettes d'ordre purement graphique. Alors,
le grand sport de I'époque,c’était de monter en
loge,quand on avait des exercices importants
on restait 6 heures,8 heures, 12 heures, 48 heures
des fois bloqué,enfermé pour faire tout seul son
dessin. Le grand exereice,l'exercice le plus haut
¢'était le Prix de Rome,la on pouvait passer,

quand on était dans les derniers logistes,on

passait je crois 3 semaines en loge pour faire le
grand projet du Prix de Rome. A la fin,cest 3
semaines pour les 6 derniers.

Mais je me suis rendu compte que ce qu'on nous
apprenait, parce qu'il fallait voir ce que c'est que
les montées en loge,les gars avaient des tas de

poncifs,c’est-a-dire qu'ils dessinaient sur du

calque,avee du crayon,des choses qu'ils n'avaient

plus qu'a poncer aprés. Il y avait des nuages,

des rendus de nuit des arbres,des dallages toutes

sortes d'éléments qui permettaient de composer
une image extraordinaire. Tous les éléments

pour les titres aussi,les pochoirs.
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find that in the media.

When you're older and more secure, you will
appreciate your colleague’s architecture
much better. When you're young and
impressionable, it can sometimes be
overwhelming, and almost impossible that
you will think if you'll ever be able to do
something like that. So and it could pre-
vent you form continuing, because it seems
s0 impossible to make some of the building
that all of us get to make.

Even though I don’t suggest that one should
turn to the past, in a way it’s easier to look
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at the work of artists from the past, and some-
how less threatening. Also, you can learn
from other disciplines, and I suppose for me,
looking into painters and sculptures was less
threatening, was less overwhelming, because
I never intended or pretended I was gonna
do anything like it.

One experiment you can try, is if you stop
reading the newspapers for one month, and
at the end of the month you’ll realize that
somehow you know all the important things
that happened then without having read a
newspaper and it's the same in the architec-
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ily of builders, you become a builder. Of course,

What kind of education have you received?
RENZO PIANO:

Me? No education (laughing).

Well, this is a conversation a ‘candid’
conversation, I guess, so you have to tell the
truth. And the truth is that I decided to
become an architect when I was a child, be-
cause I was growing up in a family of build-
ers and this is a bit like growing up in a
family of acrobats. And you don’ t wonder
what you do if you’ re in a family of acrobats;
you become an acrobat. If you are in a fam-
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being an architect is not the same as being a
builder. It’ s actually as my father had once
told me, “less than being a builder.” Being an
architect is worse than being a builder. That
was my father’ s opinion. But still, I wanted
to be an architect. I do not know why. T was
very obedient as a child. As a young man 1
was not really obedient; I was always doing
the opposite of what I was told. So I wanted
to become an architect.

I also felt that being an architect would be
more creative, would be more free than be-
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like the architecture of that movement too
much. But I learned the discipline, the
ethics, and the love for architecture from
this architect. I worked him for 12 years,
so when I left the office I was ready to ap-
ply all the influences of the rest of my life,
and started to do my own architecture.

At that time, when I finished school, I got
a very strong influence by just a
circumstance. You may not remember the
name, but there was a very famous German
teacher, Walter Gropius which was the head
of that famous school of the Bauhaus. He

78

I R B, Bitfhxmik
B RIEROTES IR,
AL, REDLRIT. FETMBES, R

CERRL(ETER
TP R RS .

went in a visit to Mexico and he had a party
in a hotel. So I went and I asked for a favor
to the people in the kitchen to let me go
through the kitchen to where the party was.
And I asked him for his advice of what to
do and how to keep learning architecture.
He asked mc if I was planning to live and
work in Mexico, and I said “Yes ”. So he
said to me, “Stay in Mexico and travel as
much as you can .” So since then, I save
money to travel as much as I can, and T
keep learning and learning. So trying to
resume me, my life as a student was quite
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his architecture that led to Ronchamp. You
can see it evolving in the painting. But as
far as the rest of the school, the Planning
School was boring; statistics, and government
and politics and economics etc.

So I petitioned the school and became a ‘free
student’ at Harvard. They gave me a card,
and I could attend any classes, but I didn’t
have any credit. So I attended the architec-
ture studios with Paul Rudolph and Edward
Sekler who gave lectures on *“the Golden
Mean.”I attended lectures very erwestly now
that I quit the Planning School, I took many

classes in government and politics. But at a
nicer level, because there were government
leaders who came to Harvard, and there were
debates on philosophy-on Communism Vs
Capitalism, Normon Thomas and other great
speakers during the time.

After Harvard, 1 went to work for a Victor
Gruen office in Los Angeles. It was a large
commercial firm that had some idealism, and
they were doing low-cost housing and city
plans for Fort Worth, and the beginnings of
the shopping center, which believe it or not
those early shopping centers were very
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analyses du tissu urbain(urban fabric)des villes

au 19eme siecle.

En méme temps,il y avait ces deux pratiques,
qui sont pour moi tout 4 fait complémentaires:
théoriques, historiques et complétement
opérationnelles.

HIDETOSHI OHNO:

Qu'es
diplome?

DOMINIQUE PERRAULT:

J'ai fait un diplome sur les mairies annexes de

¢ que vous avez fait en tant que votre

la ville de Paris:j’ai fait une étude sur la con-
struction des mairies dans la deuxiéme partie
du 19éme siécle.

754

Dans la deuxieme partie du 19éme siecle, Paris
s’agrandit. Paris qui a 20 arrondissements
aujourd’hui a annexé les villes autour au milieu
du 192me siecle. Alors 11 mairies ont été
construites,et les autres mairies ont été
restructurées et rénovées. En 50 ans,les 20
mairies de Paris ont été transformées ou ont été
construites. J'ai fait un travail comparatif
d’analyse entre ces 20 batiments sur cette période
de 50 ans a peu prés. Il n'y avait aucun livre
€crit sur ces batiments, il n'y avait aucun plan
qui compare ['ensemble des 20 mairies, il n’y avait
aucune réflexion urbaine,architecturale sur ces

batiments,qui en fait,ont organisé les quartiers
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mois.Cétait juste... Jlavais décidé de beaucoup

travailler, Et la,il s'est ine chose qui m'a

heaucoup aidé,c est que J'ai ¢ recu numéro un

au concours national d'entréc a I'école des
Beaux-Arts. 11 faut savoir qu'il y avait
pris 1200 21500

10% qui étaient pri

peu

lats chaque année.et

Pourquoi ca m'a

maaidé parce que g

“a permis d'entrer apris,
tres rapidement chez Claude Parent et Paul

Virilio. Alors.je dirais que c'est 1 que ma vraic

Glucation.puisque vous vous intéressez  cama

éducation a commencé ce jour-li je crois.

‘ D'abord,parce que Claude Parent m'a tout de

suite pris en affection. J'avais 20 ans,j'étais dans

une agence ot il y avait une vingtaine de
| personnes.et au bout d'un an.alors que je ne

savais rien, il m'a nommé chef de projet sur un
I projet de 80 logements & Neuilly. A la surprise

absol

de toutes les personnes de Nagence,dont
certaines v travaillaient depuis longtemps.

Et les entrepreneurs et les bureaux d'étude sur
| Ie chantier m'ont pris par la main le soir pour

mexpliquer ce que ¢était que le béton.les
ferraillages.Jes menuiseries,les ventilations etc.

“Ctaix tellement un hebé que ga provoquait de
A | i
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to America that I discovered there are many
disciplines which are involved in building.
You can be an architect. You can be an
engineer. You can be a builder. I had to
choose.

Now I disappoint you. I choose engineering,
architecture engineering, and not design
(laughter).

SYOGO KISHIDA:

Fascinating! I heard you first studied at the

University of Pennsylvania, being disap-
pointed of Beaux-art methods, then moved

to MIT in order to become an engincer. Yet
you were not satisfied of MIT. Again you
moved to Harvard because Gropius had
seemed to be doing something stimulating.
T suppose, meeting Gropius was a great im-
pact to you.

I M. PEL:

Yes, professor. I was disappointed in Beaux-
arts methods of teaching architecture. As
soon as I heard Gropius was coming to
Harvard, I thought there is a possibility for
me to learn something different from beaux-
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of the world.
the kind of doubts or the need for direction.
carefully,

I think that old way of teaching of the mas- On the other hand, you have

ter and the helper can work also. The prob-

lem is the number of people we're dealing

My advice is this : if you meditate

with. you know what you want. Don’t give your-

STUDENT:

I know there are lot of things that I want to
do and I should do. At the same time I feel
limits of my ability.

RICARDO LEGORRETA:

I had exactly the same question when I was
difficult, but at the same

young.
time the advice I can give you is that when
you're young you have all the enthusiasm |

It is very

92

self excuses.

Very often, we say in life, “I didn't have
good luck”or
work in another thing "or “my personal cir-
cumstances were very difficult .” But I can

tell you—and Ando mentioned that I love

“I need money so I have to

architecture, and yes, I love architecture, and
T can tell you that at this time of my life T
still sometimes find myself asking those
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esclave. C'est une expression pour dire que I'on

arrive comme un mercenaire.

Je viens pendant trois mois et je vais travailler
sur un projet. Un certain nombre d'architectes
fonctionnent comme cela. Ca me permettait de
travailler deux mois et ensuite d’avoir un peu
d'argent, et de continuer mes études.
HIDETOSHI OHNO:

Apres I'Ecole des Ponts et Chausées,en plus vous
avez fait I'histoire 4 I'Ecole des Hautes des Sci-
ences Sociales,pourquoi I'histoire?
DOMINIQUE PERRAULT:

‘Tout ceci est dans le méme prolongement. C'est-
a-dire,c’est la question que je posais tout a

758

e AEY K (E2) . XHRREBHEE TR,
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I’heure:pourquoi et comment?

Les architectes,et surtout quand on est étudiant,
se posent la question:Comment je vais construire ?
Comment je vais étre architecte?]Je crois que c'est
exactement la mauvaise question. La question est:
Pourquo je vais construire et pourquoi je vais
étre architecte. C'est pas du tout la méme chose.
11y a deux dimensions. La question du com-
ment est une question personnelle,une question
de style,mais c’est surtout une question de
sensibilité. Comment je suis architecte?Certains
vont construire avec certains matériaux dans un
certain esprit,qui leur est personnel,intime et
qui est lié vraiment 2 la personne.
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idealistic ventures in trying to create a new
town center-a new way of creating a town
center in the growing suburbs of America.

While I was working there, on weekends and
evenings I also did small projects for myself;
some houses and remodeling and learning to
build actually, because the Gruen projects
were 5o big-they were not accessible. While I
was at the Gruen office as well as doing de-
sign I accepted responsibilities for manage-
ment of teams and the financial management
of the teams that I was responsible for. And
while I was there I learned how to negotiate

106

contracts with clients for big projects, and to
negotiate fees and to organize the budgeting
of work assignments so that the financial
success of the projects in the office were
assured. It was there I also learned to deal
with the bureaucracies that governed the
building process, and how to work with the
consultants, the engineers-the structural,
mechanical, acoustical, all engineers that
collaborated. And one day, just as they were
getting ready to offer me a very good part-
nership and permanent place with the office,
1 left.
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y a une réalité.

C’était comme un trés bon équilibre entre un
travail de recherche que I'on peut faire  I'école
et un travail trés opérationnel,trés pragmatique,
trés concret que je faisais dans un vrai bureau
d’architecture.

Et c'est cela qui a été formidable. C'est pour ¢a,

on ne peut pas... bon il y a le des . mais on

ne peut pas construire de trés grands batiments,
comme j'ai pu faire,a 35 ans,sans avoir derriere
20 ans de réflexion,de travail et théorique et

concret. C'est pas possible. C’est pas un miracle.
HIDETOSHI OHNO:
Est-ce que vous conseillez aux éléves d’architecte

52

de faire la méme chose que vous?
DOMINIQUE PERRAULT:
J'avais un professeur qui di

ne prends pas
I'ascenseur,monte par Iescalier. Cela voulait
dire monte marche aprés marche

1 faut prendre I'escalier,parce que c’est un
parcours. Et marche aprés marche,on apprend.
Alors que si l'on prend I'ascenseur,on est a
I"école,on a un diplome et ensuite on croit qu'on
est architecte,mais en fait,a ce moment, tout
commence.

HIDETOSHI OHNO:

En travaillant  la fois a I'école et a I'agence,

vous avez fait d’autres choses pour devenir
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logical reaction to the financing world which
I don’t like at all.

The second phase was when I was ready to
go to the university, and I decided that I
wanted to have at the same time the educa-
tion of the university and the education of
a direct communication with the architect
working. So one day, I saw a building which
T like and was very finished and constructive,
so0 I decided to go to the office of that archi-
tect and ask for work.

So, the combination of the school and be-
ing close to the architect was very good for

me. So the five years of university-in Mexico
there are five years-went with the three as-
pects of education; the school, the architect,
and the visits and travelling around my
country. That helped me very much to un-
derstand that to study your country is... you
receive the influence without going into
copying or making bad or things that look
old. You want to be on your time but with
your‘roots’.

Another special thing of this period was that
the architect I worked with was typical ar-
chitect of the modern movement and I didn’t
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un intérét militaire,on voit souvent dans les
objets militaires réalisés la préfiguration du
futur dans d’autres domaines. Oh!il s’est
beaucoup intéressé aussi,il a écrit un livre sur
la vitesse. Sur le fait que la vitesse a changé
complétement notre monde & travers toutes les

données les plus immatérielles sur les réseaux

sur la vitesse de I'information,sur la ville ot la
nature de I'espace est beaucoup moins
importante que toutes ses connexions etc

Toujours est-il que Paul Viriliot,ce personnage
absolument  incroyable,était mon professeur

toutes les aprés-midi. A tel point qu'il se faisait

engueuler par Claude Parent parce que j'étais

Ia pour travailler,et qu'en fait quand Paul

Viriliot était 1a,je ne foutais rien. Donc,c'était

I'époque ot ils construisait en particulier 'église
sous forme de bunker de Ste. -Bernadette de
Nevers,je pense que Tadao connalt ca. Et ot ils
développaient toutes les theses d'ar-
chitectureprincipe sur la fonction oblique,la

fonction oblique étant I'élimination de la

verticalité et 'organisation spatiale de la cité,
mais aussi des immeubles a partir des plans
inclinés parcourables et vivables.

Alors tous les deux étaient les apdtres en France
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long journey. I think what I may say for
you, since you're under 20, is what I said

and to put land with this funny spaceship in
the middle of Paris, was part of the
provocation.

TADAO ANDO:

Today, there are many students just begin-
ning to study

chitecture. Would you give
us some message {or their twenties?
RENZO PIANO:

Well, if you are under 20, then you'll get in
the 30s, then in the 40s, then in the 50s. 1
started to find my defense in the 60s, so it’s a

before: I think you should defend your
privacy, not in terms of giving all energy to
get information.

I think you have to stand sometimes in
silence. This is my suggestion number one.
So, it’s like drinking fresh water in the night
before going to the bed, or in the morning.
“Thank yourself for this beautiful idea, that
you stay alone with yourself for at least
20 minutes a day. It's very good! Just to
try to understand what is important and what
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place. And the place has a history. And
that history is extremely important to ar-
chitecture and to architects. My defini-
tion of history is not the same as the
defintion made by the post modernists.
It is a different kind of definition. I want
to say that. The post modernists, and 1
think you know what I mean by that, the
movement took place in the 80s. You all
must be familier with it. I think they were
picking more the visual manifestations fo
history, not really the big roots of history,
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which is what interests me. I think that
is introduction, a long one. I think I have
said enough. Now, I am prepared to dis-
cuss architecture with you.

SYOGO KISHIDA:

Did you have any reason or motivation to
become an architect?

I. M. PEL:

T hope I do not disappoint you by saying that
I really did not know when I left China, what
architecture was. I thought architecture in-
volves building. And it was only after I went
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© Renzo Piano Building Workshop

But what I think you should be told, be-
cause we’ re in the school of architecture, is
that at the beginning you need this ‘some-
thing that belongs to you.'I mean, at the
beginning, I thought that this ‘playing with
sand’ was only an experiment, was quite
silly. Then, when I became older I started
to think that that was very good because
that was ‘my’ approach, my autonomous
approach. And when you are young, you
have to watch this. I mean, I was born with
family of builders dig-in the middle of
Genoa, a harbor city, okay? But everybody

RE/EMNAS. FEURIAES

[you] has been. born somewhere, from some
family, from some place.
roots. I thing that you should not underes-
timate the importance of keeping what you
are and then dig-in depth for it, because your
personal history is like your own roots.
Somebody once said, that in childhood-when
you're small-you have really done
everything. You then spend the rest of your
life digging back into what you've been when
you were a child. So I think that it’ s es-

Everybody has

sential for everybody to understand that you
should not forget where you come from,
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| the early years of Bauhaus training, I was
not taught that. I was taught to follow a
| design model. But Gropius does no design

You mentioned that Gropius was not a great
architect but a great tercher. Do you still
think you have largely influenced by Gropius
as a tercher?

I. M. PEL:

Yes, I would say so. I think he taught me to
make an analysis. How to analyze the prob-
lem before you begin. I think that approach
is obvious. Obviously important. But in
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model: perhaps (lat roof, but no design model.
And you have to make analysis, you have to
prove to him why you designed that way. And
that, I think, is simple, but it is very impor-
tant to me.

Frank Lloyd Wright and Le Corbusier were
great architects. They were exceptional ar-
chitects in architecture history in my opinion.
| But they were not teachers. That I can tell
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architecte;par exemple,voyager etc. ? I'agence?

DOMINIQUE PERRAULT:

J'ai travaillé.

HIDETOSHI OHNO:

Du matin au soir?

DOMINIQUE PERRAULT:

Et du soir au matin aussi.

HIDETOSHI OHNO:

En France,normalement pendant combien
d’années on étude & I'Ecole d’Architecture?
DOMINIQUE PERRAULT:

6 ans.

HIDETOSHI OHNO:

Durant ces six ans,vous travalliez toujours a

DOMINIQUE PERRAULT;

Oui. Et ensuite aussi. Ca ne s'arréte pas. Cela
ne s'arréte jamais.

Par exemple,'année de mon diplome,j'avais deux
professeurs importants. Javais d’une part un
professeur qui s'appelle Antoine Grumback,qui
est un professeur plutét théoricien,qui fait un
travail d’analyse urbaine sur la ville. Et j'avais
un autre professeur,un professeur allemand qui
lui était un grand professionnel qui construisait
des grands batiments:avec ce professeur
allemand.je faisais des maquettes en pate a
modcler et avec André Grumback,je faisais des
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HIROYUKI SUZUKI:
What kind of education did you have before

around the country when I was very, very
little. So I got used to visiting all the

you start learning architecture?
RICARDO LEGORRETA:

I think that I had two kinds of education:
one was from the very traditional way, which
was to go to a school-private school(primary)
and then what we call “secondary ". So
that was very simple, without any
complications. The other one that I could
say went parallel was the education that was
nothing official. This consist... my father
loved Mexico very much, so he took me
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places. By visiting small villages, cities, and
ranches in Mexico, I got used to architecture.
I got used to live in those spaces, to observe,
and without doing it officially, to study them.
Something curious was that in my family,
there was no background of architecture or
art. My family was on the financing world.
So I don’t remember when I decided to be
an architect. There was no special decision
in my life about being an architect. It
just came very natural. May be it was the
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que cette expérience ou alors la formation
scolaire vous ont-ils influencé beaucoup?
JEAN NOUVEL:

On est toujours conditionné par son éducation.
Je dirais qu'une bonne éducation apprend
d'abord & faire son propre diagnostic.

Une chose des plus longues et des plus difficiles
a €té de me faire une opinion sur d’abord la
position de mes “maitres”,de Parent et de
Virilio. Et avec toute I'admiration que j'ai pour
eux,je savais que ma voie n'était pas la leur.
Meéme s'il m’en reste des choses trés fortes qui
reviennent A certains moments de fagon

évidente. Je fais allusion par exemple au projet
que j"avais fait pour I'Opéra de Tokyo,un grand
monolithe noir. Je crois que je n’aurais jamais
pu faire un projet comme ¢a si je n'avais pas eu
cette culture de la masse,de la volumétrie,des
choses denses et pleines que j’ai apprise chez eux.
Parent m’a aussi appris qu'il n'y a jamais une
seule solution en architecture. Je I'ai vu confronté
a des clients trés trés difficiles. Et je 1'ai vu
proposer un projet,puis un deuxi¢me,puis un
troisiéme, puis un quatriéme... Mais ses projets
4 chaque fois prenaient un autre angle d’attaque
et avaient toujours la méme qualité.
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wasn't there yet, if I looked at the book and
saw Ando doing a better building I would
get very upset, you see?

So you can't become involved with that. You
have to forge your own ‘space’ because we’re
all very different, just like your signature.
When you write your name, you can recog-
nize your signature. I think that we have
different make-ups, and those make-ups can
be expressed in architecture, in your work,
and I think the strongest thing you can do
with your life is to find those ‘your’ language,
your words if you' re interested in designing.

And you can even if you may find that you
don’t wanna be a designer-you may wanna
be the technical architect, you may find other
things in the field of architecture that are
equally as important, because all of my build-
ings are done with a big team, a people who

| without them I couldn’t do them. And they're

not all of the same talents. They don’t have
the same and thank God they don’t, because
we can complsment each other. So I think
the important thing is to find what's the
best thing for yourself to do, and to find
your own language. And I don’t think you
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dedans des anges,une allégorie d’une femme a un architecte du 17e siécle. En tous les cas,

moitié nue.... tout ga m’intriguait beaucoup ct
je pense que ¢a m’a peut-étre conditionné,dans
le sens que j’ai toujours essayé de voir en
profondeur dans la matiére.

Il y avait aussi des vitraux,avec des petits bouts
de verre qui devaient étre grands comme ca,12
cm,et qui étaient reliés

du plomb. Avec des
petits volets de bois intérieurs qui permettaient
de tout fermer. 1l y avait aussi des planchers
avec des marqueteries de bois,de différents bois.
Tout ¢a pour dire que ma premiére éducation
6

lement, mon premier professeur,a peut-étre
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avant de savoir que je deviendrais architecte,

j'ai été profondément questionné par cette

maison. Alors,en ce qui concerne mon éducation

a proprement parler,il faut déja savoir que j'étais

le fils d’enseignant. J'étais le fils de 1'inspec

eur

des écoles et d'un professeur d’anglais. Mais étre

fils de I'inspecteur dans une école,c’est jamais
trés confortable. Les copains sont toujours en
train de vous charrier. Donc j'ai toujours été

obligé d’en faire un peu plus pour me dédouaner,

pour montrer que je n'é

is pas la uniquement
pour répercuter toutes nos bétises a nos parents.
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build them. Bohigas. And one day, I found the solution.

That’s why I think it is so important that
architects like Ando are coming to the uni-
nd that’s why I was very happy and
I'm very proud that you've invited me to be

with you, more than come, give beautiful
pictures and just give the lecture.

About 5 years ago, we changed completely
the organization of my office. My son de-
cided to be an architect, but he didn’t want
to work with me. So he finished his school
and he came to Japan to work with Maki.
Then he went to Spain and he worked

1 told him, “Bring all your friends to the
office .” There were all very young—22, 23
years old—and the people with experience
in construction of the office stayed to teach
them how to build. At this moment, my
son and myself, we worked together in all
of the projects. And the result is that the
office works like a university, with that com-
bination of the very strong interest for de-
sign and at the same time with the reality
of knowing how to build.

Trying to answer Ando’s question, sometimes
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Mais ga a fait que je n'ai jamais cu le choix:j'ai
d travailler. Puisqu’a chaque fois que je ne
savais pas une lecon,ma mére me disait: “On
verra ga demain,en cours.”Et tous les
professeurs mettaient un malin plaisir 4 me
questionner,a demander plus de choses 2
moi qu’aux autres.

Mais en tant que fils d'enseignant, mes parents
voulaient que je devienne ou ingénieur ou
professeur,ou quelque chose comme a. Et les
choses importantes étaient les mathématiques,
le frangais,les matiéres principales,I'histoire,la

géographie. . . Par contre,je n’avais absolument

eu aucune éducation axée sur les disciplines
artistiques. Musique et dessin,ga n'existait
pratiquement pas. C’étaient des matiéres
secondaires.

Et quand je suis arrivé en seconde,deux années
avant le BAC,je suis tombé sur un professeur
de dessin qui a complétement dévié ma vie.
Drailleurs,il s’appelait Desviers,c'était son
nom.

Alors,pourquoi il m’a dévié,cct homme? Parce
quil a eu I'intelligence de me faire croire que
mes premiers dessins-c’étaient des études
académiques en classe-avaient une certaine
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HIDETOSHI OHNO:

A Votre enfance déja,vous vouliez devenir
architecte?

DOMINIQUE PERRAULT:

En fait,ce qu’on peut dire,c’est que je ne voulais
pas faire d’architecture.

Parce que je suis né dans une famille o il n'y
avait pratiquement que des ingénieurs. Et dans
cette famille,on ne connaissait pas l'architecture,
on ne connaissait pas d'architecte:a priori il n’y
avait aucune raison que je fasse des études
d’architecte.

Lorsque j'ai eu 14-15 ans,c’était au moment
des événements de mai 1968 en France,c’est-a-
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dire c'était la révolution culturelle francaise. A
ce moment-13,j’ai découvert qu’il y avait
finalement un monde culturel autour de moi et
que le monde n'était pas qu'un monde
technique.

La,j’ai donc commencé a faire de la peinture.
J'ai beaucoup peint,une peinture pas trés bonne,
mais j'en faisais beaucoup. J'ai peint pendant
10 ans. La peinture n’était pas bonne, mais elle
était trés sincere et trés sympathique. Pour moi,
pour tout le monde.

Le fait de peindre a créé évidemment dans ma
famille un probléme,puisque normalement jc

devais suivre la tradition,si on peut dire,et faire
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disagree as you do today.

I remember when T was just a student at
Harvard under Gropius, Gropius told us that
the international style is the way to go. A
globaliation of architecture was predicted by
him. That would happen. One day he said
tome, “you will find that modern buildings
design in Europe and America will be fol-
lowed by other countries, such as Japan ”. I
protested it. I disagreed at that point. I was

astudent. Because I came from China, I

would like to think China some day would
not be building buildings like they would do
in the United States anywhere, and in
Europe. But I was wrong. Look what hap-
pened to Shanghai. Look what happened to
Tokyo. Look what happened to Osaka,
Gropius was right. (laughter)

But I have not given up. I continue to
believe the world is much more interest-
ing than to be globalized in that manner.
First of all, to build a building you have
to have a site. And the site has to be in 4
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du béton brut. Donc j’ai commencé ma vie dans
le béton brut. A savoir comment on coffrait ce
béton,avec des planches qui étaient sablées pour
montrer bien les veines du bois,c’était d"abord
un travail de charpente, pour bien montrer toutes
les empreintes...

Et puis il s'est passé une chose incroyable a
I'échelle de ma vie

J'ai commencé en 66, et trés vite,caa été 1968
Et 68 a été un gros événement a 'agence Par
ent et Virilior parce que Parent roulait en
Lanborghini et Paul Viriliot en Jaguar,tout ga,

¢a se passait a Neuilly,autrement dit dans le

56

quartier le plus luxueux de Paris. Paul Viriliot

a laissé sa Jaguar et est entré dans Mai 68 a
fond la caisse,et c’est lui en particulier qui a

organisé la prise de I'Odéon,qui a été un grand

événement de 68.du Théatre de I'Odéon. Mais
comme Viriliot était un général rentré, tout son
sens stratégique sest développé 1a,il y avait des
articles dans la presse,je me souviens “Viriliot,
le diable Kohn Bendit”. Kohn Bendit,c'était le
leader de Mai 68.

Et moi j'ai vécu Mai 68 comme la réalisation
de quelque chose que j'attendais sous cette forme

ou sous une autre. Déja,je vivais mon expérience
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of Genoa and grew up in Genoa. Genoa has a

big harbor, the biggest in the Mcditerranean

And the ‘paysage’ -the harbor
landscapesis fantastic! It s very light, it "s
very ephemeral-it changes all day: you have

the water that doubles the image; you have
reflection; you have ships coming and going,
“changing of a part. * So this idea of lightness
and the changeability,  “temperament,
for me, very important. So I started that
way. Very, very simple. And then [ started to
draw up in complexity in some way.

Of course, I don't want to look more candid

Sea.

" was

28

than I am! This was the beginning! Then,
you start to leam, because architecture is not
just ‘playing with sands.”
that, much more. So then I look, but you
know it takes 50 years to become an archi-

It* s more than

tect-at least. It s a long, long, long travel.
I’ s a long journey.

I'started as a son of a builder, because every-
body starts some way. But it was one way to
start, and then it took a long time. And
now, I *start’ to become almost like an
architect, you know. But it takes a long time
because you have to *add’ things.





OEBPS/Image00041.jpg
MEHMW - BE2HBEmTHR

SR PR, RRAERBEXERER. AKX
HESHIE. RNREE =12 EIRE. R
REB=RREBRIFHTR. BHRTRURT M
KRETHEZRFREZEENREL. 1968 FBNMER
ASGLESTEXBHE. Al RRBRRERE X
REMBXT.

XHlE]), RAERTE - BEARREMA T BIA BT
HfEE . R IEABIREEM (Epernay) —AEK
RELHU OB RRART T IZTRENTE.

1970F, HEFMIHETOEZF. BEXFRIR
REZBEFESOFITIE.” M FREIZECH
SEMT . FE-NIEEOH TS TR, ERMAX
HARARE TG MIE . X NBHE, 3265, Fit,
RRAFREVZ BIMIR L WK TESFF, —4F
ZRE, BMERELT.

RER - BEWMRLTRFSHY. hEERE
ARERARZAGREENRES ERNERGA
R&FTFE - RMRIRIE (Georges Boudaille) HEFF T K.

Parent ces logements a Neuilly et puis,jétais

devenu chef de projet d'un supermarché fait

aussi entiérement en béton brut qui est a

Epernay.

Et au bout de 5 ans chez Parent,en 1970,il m’a
dit: “Maintenant,tu en sais assez,et il faut que
tu t'en ailles. Et je vais te donner des petits

projets,par exemple des boutiques aménagées
dans des supermarchés,des petites choses que
je ne veux pas faire,et tu vas commencer a
travailler pour toi. "

Donc,j'avais 25 ans,et a 25 ans,j'ai créé mon

agence avant d'avoir mon diplome, puisque j'ai

passé mon diplome un an apres. Et 1a,il est sar
que Claude Parent m’a beaucoup aidé dans ce
démarrage,et en particulier en me
recommandant & Georges Boudaille,qui était le
délégué général de la Biennale de Paris,qui était
la principale exposition d'art plastique,d’art
contemporain. Et j'ai donc été huit fois
Parchitecte de cette manifestation,pendant 15
ans,et j'ai fait des aménagements provisoires.
dans des grands espaces,comme le Parc floral &
Paris, le Musée d’Art moderne, Beaubourg aprés,
la Grande Halle de la Vilette.

Et cela me comblait d'aise puisque je retrouvais
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d'un liew mondialement connu,puisqu'il s'agit

Jaimerais d’abord vous puser quelques questions
a propos de I'éducation scolaire que vous avez
regue. Quel chemin avez-vous suivi jusqu'a
Pensignement secondaire?

JEAN NOUVEL:

Effectivement,je ne suis pas Parisien. Je suis
quelqu'un qui est originaire du Sud-Ouest de
la France. Et j’ai passé presque toute mon
enfance,a partir de I'age de 8 ans,dans une pe-
tite ville d'architecture,une petite ville du
Moyen-Age,qui est trés célebre en France et en
Europe,qui s'appelle Sarlat. E qui est a 20 km

46

des grottes de Lascaux,les grottes préhistoriques.
Et je dis souvent que je suis un homme

préhistorique. D'ailleurs,il m'en reste quelque
chose la... Et je dis souvent que la seule

nostalgie que j'ai,c’est celle du futur, parce que
i'ai vraiment I'impression de vivre une époque
préhistorique.

Quand je vois déja tout ce qu’on a pu inventer
en deux siécles,je me dis qu'il faudrait mieux
vivre dans 20,dans 50 ou dans 100 sizcles. Je
suis quelqu'un de relativement optimiste et je
pense que notre vie est meilleure que celle
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galleries, and collectors, and museums, and
the pressures to create, and to conform, and
to excel, were similar to the pressures that [
had.

In my early days, when you need support,
the support for what I was doing came from
the artists, not from the architects. The ar-
chitects that I knew looked at me like I was
‘funny’. The artists were always there, were
always supportive, and I was very interested
in what they were doing, how they were do-
ing it, how they were accomplishing it, watch-
ing Richard Serra handle huge pieces of steel,

116
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watching Robert Smithson move earth, and
Michael Heizer change a whole section of the
American desert. These were powerful im-
ages and powerful processes too, that you
couldn’ t ignore. But back in the architec-
ture office, we had to still solve the issues of
electric lights, plumbing, heating and air-
conditioning, and relationship to the
elements, and how to create buildings that
the water doesn’t come in , and so on. So
there is a complexity that is added to out
work that Richard Serra doesn’ t have to deal
with. He has different issues to deal with, T
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normal. But I was very lucky to be influ-
enced by people who loved the profession.
HIROYUKI SUZUKI:

Is that a typical way of learning architec-
ture in Mexico?

RICARDO LEGORRETA:

In one way, it's a typical way in the sense
of having the contact with the professor.
What is not common is the effort of the
student, and that was my case-of getting
very close to a teacher.

HIROYUKI SUZUKI:

How did modern and Mexican tradition

come together in your architecture?
RICARDO LEGORRETA:

It came together, really in a very special
way, because I receive from these architects,
the advice of Mr. Gropius, the Professors
of the university, I received the education
of knowing what was architecture, but they
didn’ t really interest me regarding the con-
cept of design. The concept of the colors,
proportions, using the walls, all that I
learned from the towns and the villages of
Mexico. So they came together in a very
unusual way, because on one side the

79
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talk about Serra more because he's the art-
ist who I'm most in contact with, on an
almost daily basis: we speak on the phone
and we see each other and talk about
everything; everybody's work, we criticize
everybody except ourselves. I look at the
involvement with the artists as important
for architects. For me it has been equiva-
lent of reading a book, of having the con-
stant discussion with another sensibility is
like an amazing resource with somebody
who's looking at form and space in a differ-
ent way.

The danger is to fall into the artist’s realm,
because it’s very seductive to watch Richard
Serra make beautiful piece of steels. It seems
very simple, very effortless, and it doesn’t
have all the complexity of a building, and so
T often find that that would be an easy way
too.... But, you have to stay in your own place
and realize there are many different forces at
work in making a buiding.

KATHRYN FINDLAY:

You mentioned criticism and you mentioned
in particular, eriticism of unhelpfulness
from fellow architects, and you mentioned

17
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Alors que c’étaient des d
totalement minables. Mais petit i petit,je me
suis passionné,et j'ai commencé a dessiner,a
dessiner de plus en plus. Et il m’a invité a ce
moment-la & des séances privées ou ils
dessinaient ou peignaient des natures mortes
ou des modeles. Alors,j'avais mon chevalet,mes
fusains,mes sanguines,mes pinceaux,mes
couteaux... et j'étais trés vexé parce que,sur
une séance sur deux ou sur trois,j'étais évincés
parce que c'étaient des modeles nus,et je n’avais
pas le droit de voir des femmes nues a cette
époquela. Je m’arrangeais quand méme pour
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arriver quelquefois au bon moment,pour les voir
partir ou arriver.

Et 2 la suite de ¢a donc,j’ai voulu devenir
peintre. Et entrer aux Beaux-Arts en section
peinture. Et 1a je suis tombé sur un tout petit
probléme,c’est que mes parents m’ont dit: “Pas
question,nous,on paie pas des études aux Beaux-
Arts parce que tu vas passer ta vie a tirer le
diable par la queue,ca veut dire ne pas gagner
d'argent. Donc,propose-nous quelque chose de
sérieux. "Et dans tous les cas de figure,je devais

faire des mathématiques,en études supérieures.

Et la,j'ai élaboré ma stratégie,j'ai dit: “Certes,je
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des études scientifiques,

Alors on a trouvé un compromis,un équilibre,
en disant,voila I'architecture,c’est pas mal,il y
aun peu de technique,il y a un peu d'art. C’est
une espece de métier qui permet de rendre tout
le monde content,chacun y trouve un peu ce
qu'il veut,un peu n'importe quoi. Et donc c'était
une bonne base d’accord entre les parents et les
enfants.

Je donc suis allé & I'école des Beaux-Arts. Avec
un bagage,s

¢ puis dire,technique qui était trés
solide puisque j'avais fait des études
mathématiques et techniques. J'étais capable de
faire la relation entre la coupe,le plan, la facade

avec des objets mécaniques;donc des coupes assez
complexes. En méme temps que j’avais ce bagage
technique trés solide,je savais dessiner,et surtout
je voulais peindre. 11 y avait donc la une espéce
de mélange qui était en fait pas si mal pour,
petit a petit,devenir architecte.

HIDETOSHI OHNO:

Si ’était possible,vous auriez pris le chemin vers
la peinture?

DOMINIQUE PERRAULT:

Je ne sais pas. Je ne crois pas. C'est plus
compliqué que ga:lorsque je suis entré a I'Ecole

des Beaux-Arts,tout de suite,je savais dessiner,

je dessinais normalement,je construisais
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and many of the early houses that inspired
me were by Harwel Hamilton Ilarris, that
name is no one here. And if you look at his
work, you'll see that he was very inspired by
Japan.

Ialso studied Japanese music, and I played
in a gagaku orchestra at UCLA—TI was the
Clink. So I think from the beginning, in
the American schools, because of my work-
base, because of my early involvement in
California, the Western classicism was not
a high priority, and it already made me an
‘outsider’ to the architectural schools in
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P

R AN RREE—BRIIFN . 5

general in America.

After T graduated in Southern California, T
had to spend 2 years in the army, and then [
went to Harvard University to study City
Planning, not architecture. I had the feeling
that architects could do more to change the
world, in city planning. When you're young
you have those notions. I hope you could too.
It was at Harvard that I fell in love with
Corbusier, and the reason was that they had
a show in the studio of Corbusier's painting.
And if you study those paintings, you realize
that he was working out the vocabulary for
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architecture in Japan?

RICARDO LEGORRETTA:

It is a very difficult question but one is very
interesting how when you see the other side
of the story you find some qualities.

One of the criticisms I do of the Western
educational system is that there is the risk,
not to educate architects but to educate |
designers. And you start to see on the West-
ern countries that they only care about
form and shape, and they don’t know how
to build. The extreme of that education,
to me, is the United States, in which the
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A mRAAM—FERXBTEE X—RIEHTHE,
EEUTRBALERBHBRMNER T FESS
BEHFRALAEHBEHHT, BRARZEXTET
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ESETREREN -+ ENRED, BRER

architect is not anymore the head of the
team. You wouldn’t believe it, but for
example, some very well-known architects
of the United States don’t go to the con-
struction site.

So, I think we have to find an equilibrium
of both things, because we are builders, we
are constructors. But at the same, we are
designers, we are architects. So we have to
put together the two things: we have to
know how to create spaces, how to handle
light, how to handle proportions, etc. , but
at the same time we have to know how to
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Honestly! For me, post-modernism was a ter- |
rible experience! Not very interesting because

it
the tradition. I have nothing against post-

It was just a transposition of

passive.
modernism. [ love a good party, but [
thought it was going nowhere, limiting the
experience. You have to take the courage to
fly. It was just a literal reproduction. Anda |
literal reproduction is like a photo-copy. like

a photo-copy machine,

Now, you were talking about Pompidou

Center. Pompidou Center in Paris was about

30 years ago-almost 30 years ago, a long time

ago-it was a very big provocation. 1t belongs
to the tradition, Paris tradition. 1 mean the
cast piece of steel is really in the cast-iron

tradition of Paris if you go around to the pre-

vious century. So in some way this belongs
to Paris, belongs to our history-mysclf, and
Richard Rogers who was my partner then.
We were young guys—I was 33 years old, Ri-
chard was 36, something like that. We were

bad boys, very unappraised boys, first. But

it was, in some way, traditional because

Beaubourg (Pompidou center) is like a ship

in the middle of Paris. And this is part of
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creativity by this very structure of its cur-
ricular and its attitudes.

I moved to California—and my family was
very poor—so I was a truck driver for 2 or 3
years, and I went to school at night and T
took some classes in fine art and met artists.
And I took a class in Ceramics, and this is
very important, the Ceramics teacher told
me that I should look at architecture. And
he was having a house designed by a famous
Californian architect at that time, Raphael
Soriano, and my teacher introduced me to
Soriano. And it was like a light went on. T

became interested. In my youth, when T was
in high school I always was interested in
painting and sculpture, and music-a classi-
cal music. My frist teachers in architecture
in the Southern California were people who
had been to Japan-GI's who occupied Japan
after the war. And they came back as
teachers, very much in love with the classi-
cal Japanese art and architecture. I studied
Ise shrine before I studied the Parthennon;
I studied Hiroshige before I studied Picasso.
The climate and the character of Southern
California lent itself to building with wood,
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you, because T knew them both.

SYOGO KISHIDA:

Mr. Pei, you were born in China, moved to
the United States, designed architecture in
Europe, US and all over the world including
Japan. Your design is accepted and welcomed
to the world. Do you find any relation to it
with your Chinese cultural background?

L. M. PEL:

Before answering this specific question,
would like to say something first about a
piece of my history as an architect. After

the Second World War, there was very little
work in the United States, but there was a
great need for housing. I went to work for a
real estate developer whose name is William
Zechendorf, when some of you may have
known of. And I associated with him for 12
years, from 1948 to 1960. I worked very
closely with this real estate developer.

To associate with a real estate developer is
something that the American Institute of
Architects looked down upon. In fact, they
discouraged architects to do that, but I did

37
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démontré que ce projet-la était de nature
fasciste,et que le fait de mettre les habitants
dans des espaces qui étaient basculés, ou les
murs n'étaient pas verticaux,ca rejoignait les
expériences de Franco dans les prisons,qui
mettait les prisonniers dans des conditions de
torture par des manques de repéres spatiaux
etc. Cette architecture a été la premiere
construite. Elle a été construite deux ans ou
trois ans apreés. Donc on a pu vérifier que
finalement les personnes qui vivent dedans
n’ont pas été si torturées que ca. Et je peux
méme dire qu'elles avaient grand plaisir  vivre
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dedans,parce que c’est une architecture de
plaisir.

Et deux ans aprés,Roland Baltéra,mon ami,a
représenté le méme dipléme avec les mémes
documents pour montrer que... et il a eu son
diplome a ce moment-la.

{ Donc,apres j'allais surtout aux Beaux-Arts la

nuit,et j'essayais de faire en quelques heures ou
dans 2 ou 3 nuits ce que les autres faisaient en
trois semaines, parce que j'avais perdu toute foi
dans I'Ecole des Beaux-Arts. Qui était en plus
dans un grand désordre aprés Mai 68. Pendant
ce temps,j’avais donc construit avec Claude
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formalistes. Et 68 a été important par le fait
que ces attitudes-la devenaient quelque chose

d’admissible apras a 'école. C’est-a~dire,on

pouvait proposer quelque chose qui n’était pas
dans le cadre,qui était hors du cadre sans étre
pris pour quelqu’un qui n’est pas sérieux.

Alors,en 68 aussi,je faisais mon premier projet,
premier projet destiné 4 étre réalisé:une maison
individuelle. Un projet influencé beaucoup par
Parent et Virilio d'un coté, mais aussi par James
Stirling. Et c’était un projet basé sur trois
pentes,comme ¢a avec des vitrages qui sortaient
un peu comme des aquariums. J'ai fait ¢a avec

!
|
|

un de mes amis chez Claude Parent qui devait
passer son diplome en 68.

Alors,en 68,il faut savoir que tout le monde
pratiquement a eu son diplome,sauf moi. C'est
pas moi mais mon copain qui présentait son
dipléme avec notre projet. Méme si vous rendiez
rien et si vous expliquiez qu’a cause de la
“révolution”vous ne rendiez rien,vous aviez votre
diplome.

Mais 13,3 partir du moment ou je proposais une
architecture toute de béton brut qui faisait
référence aux études de Parent et Viriliot sur les
bunkers,sur la chose militaire,ils m’ont
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HIDETOSHI OHNO:

A I'Ecole des Beaux-arts,on n'apprend pas des
villes nouvelles?

DOMINIQUE PERRAULT:

Si,bien sar,on apprenait des villes nouvelles,on
parlait des projets. Mais moi,ce qui
m’intéressait,c'était la stratégie,I'organisation,
comment le pouvoir organise la ville et fait
construire tel et tel batiment...Ce qui
m’intéressait,c’était pourquoi I"architecture est
construite,et pas comment?

HIDETOSHI OHNO:

Cest 2 cause de cela,étes-vous allé 4 I'Ecole des
Ponts et Chaussées?

DOMINIQUE PERRAULT:

Oui.

HIDETOSHI OHNO:

Est-ce que vous avez travaillé toujours a
I'agence?

DOMINIQUE PERRAULT:

Oui.

HIDETOSHI OHNO:

{ Avez-vous toujours travaillé A la méme agence?

DOMINIQUE PERRAULT:
Non,cétait par périodes, par exemple pour faire

I des concours. On n’applle ga dans le langage
| des architectes “un négre de luxe”. Je m'explique:

un négre,c’est quelqu’un un peu comme un
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is less important. I think this is very
Another thing is what I call

I think |

Just look around

important
“voracity,” an intellectual voracity
curiosity is fundamental.
at those who stay in architecture. Architec-
ture is nothing without what is behind ar-
chitecture or below architecture-to push the
iceberg up. Architecture doesn’t exist if it's
pure academy. It's ridiculous.

All are ridiculous without content, without
the rest of the iceberg. Painting, sculpture,

music, literature, there’s no art that means

something without content. I mean, just pure

KBRS, — VIR,
BREEXY, MBEEHEABH |

BRMER

£ZRIE

Architecture is

academy, but that’s bull shit. /
even more like that-architecture without all
e! So, you

that content. And this content is life

have to be very curious. T mean, being curi-
ous when you're strengthening, means that
you stay as curious when you' re 30 and then
when you're 40 and then when you're 50
Then, when you're 60 then you get
impossible, because you really get very
curious!

Ando. Be sure that tomor-
row you don’ t tell everybody the opposite of

what [ said! (laughing)

So, just please,
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