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Portuguese contemporary architecture
has, in Eduardo Souto de Moura one of

=" its more important references. His work
became more internationally acclaimed

* .since he was awarded in 2011 with the
important
£ Lequivalent of the Nobel Prize.
This exclusive interview for Casa
International is the result of a two hour
talk in the city of Porto with the "'Poet of
Stones' as once the poet Herberto Helder|

called him. To Eduardo Souto de Moura, you
Hlldon't need words, we have stones, and with

them Eduardo have been making poetry.

But his work has a goal, like him, simple,
genuine, objective and generous: He claims
to make architecture so that people can
feel more happier.
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, the architecture ==

I was invited by the architect Isozaki, the
Japanese architect who is the coordinator of
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: to make the presentation, after that there was

* a big time gap of around one and a half year
* without any news, now we are working on a
< previous project in a very tight deadline, on 15
< of September we need to deliver everything.

a project that was a plan of another Japanese ~ :

architect who meanwhile died. Isozaki went
to take his place and invited around twelve

architects, and | was one of them. It was asked : Very, since | didn't wanted to make an

to do the architects projects of towers, the
place and area is the same for each one of

height, the conditions are the same for each

. one.

¢ We did the base project, then we went to China * has some connection with the past, a tradition,

. occidental tower. There is that Jacques Tati

: film where the main character goes toatravel :
them, the towers needed to be with the same  : agency and there are several pictures of the

. same tower on the wall and bellow it says New
York, London, S&o Paulo, etc..

¢ | didn't want to make the same tower, so |
thought "how could | do a tower in China®?,

: How can | give an oriental atmosphere that




a Chinese culture? So, | started to study
Chinese architecture and | found the Buddhist
towers with a kind of proportion, volumetry,
texture (especially bricks and stone) of Indian
influence.

Then | found that one of the problems of
towers is the nucleus and the distances
between the nucleus and the facade, usually
the light is not enough. You have two options:
or the tower is very thin and has a very low
efficiency or you have a thicker tower but the
subsequent light is normally low. So | thought
to do a tower with a modern courtyard, in first
place for ventilation, if people don't want to
use the air conditioner, and also for hetter light.
Then | found some images of Buddhist monks
meditating, doing a kind of yoga, with the feet
hanging on a stick, praying but upside down,
unlike any western. So | thought if this could
reflect an oriental way... that lead me to think
of making the tower upside down, for fun|
checked if this would work, the base would be
smaller and the surface could be all used and
little by little it starts to enlarge and enlarging
the interior courtyard. So | did an inverted prim
based on a hexagon on one side and on a circle
on the other. I went back to the garden with
two doors overlapping, one is the hexagon and
other is the circle. | designed the plant from
there and with the engineer Rui Furtado we did
the study of the structure - a very complicated
thing since it enlarges from the base up and

it is a complex triangular bicycle grid. Now we
have a problem, the elevators. With an inclined
tower the elevators need to be inclined, but
that is not very efficient, so we are solving that
problem and finding a way for the elevators to
work in a conventional way.

Of course we are. Also, at the moment there
are no other options. I'm also very interested
with the project itself.

I'm very western and Europeanist. China was
not about the interest for the exotic, it was the
opportunity to do this project. It was not an
unknown world for me because | lived three of
four months in Macao and | loved the mix of
occidental and oriental cultures, of Portuguese
and Chinese cultures. There is another way

of looking at things, here everything is black
and white, good or bad, beautiful or ugly, truth
or lie. On the Chinese language, eveniif I don't
know it, | think that things are not so rigorous
like in the western languages, there are more

: subtle variations. On the Pritzker Award

speech | used the Chinese word "Crisis" that
uses two symbhols: one representing a project
and another representing change, meaning
that for us European, "Crisis" is something

. negative, decadent, and for Chinese, as far as
* lunderstand it, means something that is not
well but it is going to be...

Itis another way of life and of looking at the
world, even China of the 21 century being a

+ country with a big influence of the western

< culture, like for instance Shangai, if you look
carefully at the pictures you can understand
that they also keep the base of their traditions.

They are different projects, but | can't say that
they are better, because the crisis conditions

: are explored exactly by the payment of fees,

¢ and time is money, so, we have very little time
to develop the projects. I'm not very optimistic,
| feel that this profession has been changing
with time, there are different values now and
I'm not saying that in the past it was better,

. etc. Itis simply because times changed and
things are very different now, the profession
still has the same dignity, but we need to work
faster and there are many regulations about
important things like energy, safety, etc. a

+ huge quantity of regulations.

¢ | think that the best architecture projects

< are the ones after the catastrophes, like

< wars, because "necessity makes you think

< sharper". If you research a little, the best

< architecture projects of the last century are
the ones that followed the wars. The beginning
of modernism happens immediately after

the First World War. The modern city is
reorganized essentially after the Second

< World War, when everything was destroyed
and it was necessary to rebuilt and create the
large suburban neighborhoads. In that sense,
. disasters make us think in a not so intellectual
but very pragmatic way.

If I have international works lately | think is
because of that. I've been invited for some
competitions, this is a normal procedure

- ininternational projects - it is very rare to

give a project directly to someone. There are
some emblematic orders, but mostly are
competitions. But they always pay all the
expenses and time spent. In Portugal | had
much more work before the Pritzker Award.
All the projects were suspended because of
the crisis. The only work that | have in Portugal
is the Tua River Dam.

The Bernardas Convent Inn is almast done. It
is a crisis project compared to the rest of my
projects Itis funny because the clients were
people that already had been waorking on some
of my other Inn projects, for instance on the
Bouro Inn, and during this last project they
always kept saying: "Eduardo, remember that
this is not Bouro...". So, everything was made
with different assumptions, it was a question
of budget. It was necessary to keep things low
cost. With no money for real stone, we used
white concrete to simulate stone.

—

Ina general way, yes, but it was a very difficult
project, a lot more than the Bouro Inn, the
customs house or the Grao Vasco Museum,
because it was a soft construction, not like
anything | did before. Every time you touch
something it crumbles. Everything was very
fragile because the old building was made
of clay, not even of bricks! Then, with all the
regulations it became very difficult. It was
necessary to invent a series of systems with
the engineer when we understood that the
fragility of the building was at the same time
the strength of it. | opened more than one
hundred windows and that was also funny,
because usually I don't do that. This made
the walls moare fragile, the windows were
reinforced with concrete, so they are the strong
part of the walls. It worked on the opposite
way, the weakest part gives health (or the
strong part) to the building, similar to the
vaccines!

On the Bernardas Inn | also enjoyed
experimenting with the roofing, it was my

first traditional roofing. | tried those different
things: the windows that | never did before and
also the roof. With modern roof tiles, | wanted
to paint them red but | ended painting them

in sand color. | think that architecture is so
complicated and boring, so difficult that makes
you ohsessed. So, of you take some pleasure
out of it or it becomes a complete routine. |

- mean, we launch all these challenges and then :

- you have some first moments of discomfort
but then, when things go well, you have a huge
satisfaction and enjoyment.

Very much. | had a hig period of my

- profession that just an almost anonymous

* land occupation, a very simple and domestic
volumetry, always defending territory that
does nat deserve to be massacred. The House

of Stories had a wood full of trees, so | thought:
"I shouldn't be ashamed with what | do.", that
was when | did those pyramids, that many
people say it resembles this and that... it can
be truth. There are many theories around it:
Alcobaca's Monstery Kitchen, Francesco Dal
Co, Boullé engravings... But | think that the
main influence is one house located on the
entrance of Estoril, in Portugal, designed by
Raul Lino... maybe that is the correct answer.

I need to start scomewhere, on the Braga

+ Stadium, my first flash was Siza's Portugal

- Pavilion - not a local choice, | was in Braga
and the curved concrete sail of Siza's pavilion
was in Lishon. But it was a flash. On the China
towers, one of the influences was an Indian

: Buddhist tower, also not in the same place.

: There are always references even that after
you forget them. Sometimes they continue
and other times you just do the opposite.

The "house of Stories" it is landed but it
complements the landscape. It started full
of trees, but then | thought "l can't take out
the trees", so | had an extreme care and

- study about the lacation of the trees, even
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on the scale model don't make any kind of
superposition.

You must invent (even if it's not true) some
connection. The work of Art, to be autonomous
and self-sufficient needs to really be a work

of art. Even the Partenon in Greece is not self-
suficient, it lives of tension, etc. Even the "Villa
Rotonda de Palladio" that looks the same from
all sides, is not 100% self-suficient.

There is a quote of Saint Tommaso D'Aquino
about beauty being what we search, not this
or that but the connection or tension between
two different things, without saying that this is
black or white... there are all the grey, shadows,
all the spaces between.

Yes, it was a book that marked me, it is also
ahout the differences between west and
orient. | didn't use to make windows, just walls.
So there were the walls and the non-walls
and inside again walls and sometimes even
moving walls. This makes certain rigidity, |
know that there | changed, there was certain
extremism: light or darkness, there were no
middle things. So, through this book that
speaks about canvas, shadows and cloths,

I understood that | was too rigid and that | was
loosing subtlety. Then | made the big discovery
of Mies house, why did he create glass houses
and at the same time lived in an ancient
housel!

A contradiction, but | find contradictions
amusing... I'm trying to understand why the
houses of writers and artists that | like are

all similar! All old style, except Antoni Tapies,
one of the artists | like - he lived on a house
designed hy Anténio Cordech. Picasso, for
instance, when he started to get richer and
richer he started to buy older and older
mansions full of old furniture. The house of
Mir¢ is also an old 19 century house full of old
stuff.

That is a mystery, and | asked: until what point
were the modern houses inhahited? The
houses of Adolf Loos were different, it was
everything very modern but there was also

a sense of comfort, there were cozier. About
Farnsworth House, his wife abandoned the
house...
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The stadium is a little bit cynical, like Moledo
House, by the way. All they are a little

cynical. Not that I'm cynical, for instance
when | designed the Ponte de Lima houses,

| was given an inclined land, but | made one
horizontal house and another inclined, this was
a kind of manifesto, showing a way of working
in a pending way. In Maledo, | demolished

all the walls that | wanted to simulate that

the house was naturally there, otherwise it
wouldn't be nice. Also on the Stadium, | dug
half ton of stone from the mountain, | made
concrete with some of that stone and used
the rest on the construction. There is a kind of
cynical complement, since everything came
from that mountain. It is the same stone
arranged on an artificial way.

That was when it was possible. Now that it is
not possible: It is very expensive.

That was because in a house you have the
typologies support of that building: you are
not going to invent a house. There are house
typologies: courtyard houses, gallery houses,
they vary according regions and cultures:
north, south. On the football stadiums is the
same. On a Crematorium... nobody knows
what a crematorium is. It was very difficult,
there are no references. It is a building to burn
corpses, but | couldn't make a building like a
aven. It was necessary to give it a ceremanial
feeling, it needs to protect people from rain,
people are gathered but it is not a church,
there are no religious cults there. There are a
huge series of rules to obey, it needs to have
a cafeteria, a big reflection, intimacy and
protacol problem. Itis not a house, a church, a
cafeteria.. what is it? a memory house? It was
very difficult to reach the final result without
being ridiculous.

I've already designed two churches, but none
aof them was built, I'm sorry for that. | would
like to build the Maia church, that used the
same principle of the stadium. Also | would like
to design a Spa, I'm not saying like Zumthor,



but | remember that it was a marking
architectural experience, the sensibility to

go through different environments. This is a
unique thing, peaple tell me: "you need to go,
to try but you need to have a hath there" |
think he controlled the water temperature, the
light, etc. in a way that | really enjoyed.

| used to be mare, even the most influent
people have weaknesses, you need to know
both things and understand the balance
between them. That is not divine, they are
people like us and they understand how
things can be right when they are wrong.
They have the "desassossego', a word of
Fernando Pessoa, meaning unrest that | love
to use. This unrestness of solving problems
and compensating things. I'm very interested
in that since | also have my own. Thereis a
psychology phenomenon called projection, so
I learn, sincerely... reading books about writers
also helps me to understand and discover
through their contradictions.

To me, there is a hig mystery around Mies,
since he is someone with classical education
and at the same time it was very difficult for
him to decide if he was classical or neoclassic.

Mies started to create neoclassical houses
with roofs, facades, windows, rules, but
suddenly he made a strange glass pavilion

in 1928. I'm interested on this theme. He is
maodern, neoclassic, then he gets to Barcelona
and makes two pavilions, the Barcelona one
and the German Industry pavilion - that is

classical, a symmetric cube with a door, closed :

corners. He makes those skyscrapers, the

Seagram, then the last IBM in Chicagg, very
conceptualist and aligned with the street, all
the ground floor is made of travertine with a
gigantic classical door. So, he was always in
the limbo. Why and how? That interests me.

Hesitating all your life doesn't pay off. There

are times when you need to decide... hesitation

can be deterrent, if not it will castrate you. But

it can also be a manifestation of intelligence, of

trying to solve a problem.

In part yes, because | don't start with a
concept, we now have the concept "fashion", |
think that a project is the search for a concept,
only in the end | have the concept. The master
Siza Vieira says "hellis full of intelligent
people', meaning that it doesn't matter to
have a concept or not, if the concept works

- it matters, if it doesn't work - there is no
concept. | have students that tell me "this is
my concept and the project goes like this" and
my answer is "if my grandmother had wheels
she would go like that.." (laughs). Images are

important flashes, | remember Herberto Helder

speaking about the visual dictionary, where
people keep many things and when they are
in trouble go back there to see what those

things mean. You do that unconsciously, that's

why images work. So, the construction of the
structure is very important, | start from day

one warking with the engineers, especially with

Rui Furtado because he is almost an architect
- making me many suggestions.

Yes, | like him, now I'm going to Columbia
University and to the Pratt Institute to give a
lecture by his invitation. And I'm wearing a tie
because | want to go to the Four Seasons, to
Seagram, to the restaurant designed by Philip
Johnson that has a tapestry of Picasso.

The last time | went there, they didn't let me

in because | was not wearing a tiel (Laughs).
Something I like to leave undone, | don't like to
see everything.

In Switzerland I teach in Lausanne and
Mendrizio. Besides the excellent payment |

- also get a big pleasure out of it. This activity of

always answering phones, clients, engineers,
is always the same thing. Teaching it gives
you a huge mental gymnastics, you can't
always say the same thing, you need to think
hard to tell everything in five minutes in a very
effective way. Then I'm a little selfish because
I make my own project in my head and | start

to make a kind of ping pong hetween my
project and his. | ask why did you make it like
this not that? The thing is | made it like that
and | want to know if | was right or not. To fail

¢ astudentis not a humiliation, it is a way to

explain that he should have done something
in some time, and that he was not able to do

that in a satisfactory way. He needs more time,

so failing gives him anather year to try again.
I know that this is annoying, but it needs to
be like that. Students in Switzerland on the
last year already know where they will have
an internship. In Partugal there is no work, so
| always tell them to go abroad - then people
say that I'm unpleasant. My own daughter is
going to Chile this year... As for myself, | also
emigrated, | leave Parto on Monday and |
return Friday. Half of my activity is outside the
studio, otherwise it would be impaossible to do
something.

¢ ldon't think so. | can work to other countries

from here. Besides this studio in Porto | also

have another in Lishon, but probably | will close

it. With this crisis all the projects in the north
of Portugal stopped and | had many things

going in the south, but things are getting worst
: now. Outside Portugal things are very different,

| split the payment with local architects who
support me, | need that teamwaork because of
all the local specifications of each country.

< Some emigrate if they want to be architects,

or reinvent themselves. There are architects
designing pens, furniture, etc. In fashion there

are also some, | believe that Karl Lagerfeld was

also an architect, the Dior one also, Pink Floyd

. were also architects, some film directors are

architects. People diversify, but the crisis is
transversal. | see many new businesses done
by architects: restaurants, hostels, etc.

There are two things about Portuguese

+ architects: they are ultra individualists. In

other countries there are teams of architects,
each one doing a different task on the team.
In Portugal there is a notion of individual
architect, if you are not the usual creative

< architecture author that is seen as a negative

thing. People tend to associate the theary to
a certain frustration of effective architecture.
Many good critics that | know tried to be
architects, Frampton designed a building
and worked with Mayer. Nobert Schultz also
constructed, Manfredo Tafuri also, they all
started in one way and then changed. People
say: "he tried but he was not able to do it so
now he tries to write..". That is a Portuguese
prejudice. Maybe more in the North than in the
South.

When things are well done, with or without
passion, they need to be well done. | can't
stand when they are not well done. A badly
done food, a sweater with a defect, it irritates
me. So, | decided to be an architect, not for
passion. | went and | enjoyed, the teachers, the
themes, the beaux-arts.

I don't have a religious practice, a palitical
practice, and because this world is everything
but perfect, | try to contribute when | do
something, and | also test: if that was not
there... maybe the mountain would be better
without the stadium, if | could demolish... |
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try tojudge a lot. It is a great pleasure when it
ends well. One time a window was not right...

and it will be there for ever. That is very difficult

to me.

I love it. Always with an architectural theme.
On the last installation in Venice (2012) the
theme was windows. Not volumes under the
light. Three windows and three different ways
of looking at geography: vertical horizontal
and the balcony opening. You must always
invent an architectural theme... One thing | like

about installations is they are fast. Architecture

has that problem, 15 years to conclude the
Alfandega, 10 years for the Metro... this is 15
days and you see the result. It is a pleasure
and a decompression.

Einstein said that the future arrives too fast,
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that's why my present is the future arriving
minute by minute.

What | know is that in architecture, what we
intend and plan usually does not happen.
Nobody says "I'm going to write poetry", they
just write. Nobody says "I'm going to write a
book and win the Nobel Prize of Literature™
People need to write by impulse. Then, if
society thinks that you have made some
contribute, then he can submit his work for
an award. When I'm doing a house I'm not
thinking about winning awards, I'm worried
ahout making it working, making a functional
kitchen, follow the rules. It is not useful to think
ahout the future because suddenly you are
there, it arrives too soon. And the future is not
so different of the present as it seems, just
look at the science fiction films. Cars fly and
then... there is nothing like that! We are slow
and architecture is very slow.

Yes... | love what | do, if not, things would come
out bad and | think that this is not the case.

It can be better or worst, with negative and
positive things, but | think it has been good. |
have very little time with my family. I have few,
but real friends, friends with capital F. And then
two or three things that | like: listen to music,
read and travel. With this cocktail, things are
good.

| could say that | would like to make a movie,

| would like to do this and that: | know that |
will do a bad work because I'm not a movie
director. If I write a book | know that | can't do
it, to me to write an A4 is already painful... To
do poetry I don't need, | work with stanes. The
poet Herberto Helder offered me a book with

a dedication saying: "'to the poet of stones,
from the architect of words". | was very proud
of that.

| like to travel but I don't like to see everything.
Sometimes | travel in work and | don't see

the city, then | return to see it with my friends
and family. I like to keep my head clear in that
aspect. | was 15 days in Iran with my daughters,
my wife and some friends. When | was teaching
in Harvard, | was going each 15 days Porto-
Lisbon-New York-Boston. In New York | was
almost never out of the airport, and | did that 16
times! Then I got back and told my wife: Would
you like to go to New York? Then we went there
to visit. I'm a little monolithic. If  go in work |
don't visit. Then | ga there to visit. Some day.



