ADOs

N

[l

749200

»

=

Pl

o i .
- <
) 2
o2
-, xu
; a. .
! f |
e e
\.wuln \ A
=]
[¢]
o

e
P

RNA

e —

X







J.A244

WWW.JORNALARQUITECTOS.PT

JORNAL ARQUITECTOS
PUBLICAGAO TRIMESTRAL DA ORDEM
DOS ARQUITECTOS - PORTUGAL
JAN./FEV./MAR. 2012

DIRECTOR/EDITOR-IN-CHIEF

Manuel Graga Dias

DIRECTORA ADJUNTA/DEPUTY EDITOR

Ana Vaz Mithelro

REDACGAO E EDIGAO DE PROJECTOS/
/DESIGN PROJECT TEXTS AND EDITING

Jorge Nunes

EDICAO/EDITOR

Ricardo Lima

CONSELHO EDITORIAL/EDITORIAL BOARD
Alexandre Alves Costa

Eduardo Souto de Moura

Jodo Luis Carrilho da Graga

Jorge Figueira

Diogo Seixas Lopes

PROJECTO GRAFICO/GRAPHIC DESIGN
vivéeuséblo

FOTOGRAFIA CAPA/COVER PHOTOGRAPHY
José Monuel Rodrigues

CRONICA DESENHADA/GRAPHIC CHRONICLE
Pedro Burgos

REVISAO/REVISION

Ddris Graga Dias

TRADUGCAO/TRANSLATION

Liam Burke (Language at Work)

WEB DESIGN

vivéeusébio

COLABORADORES NESTE NUMERO/
/CONTRIBUTORS

Rul Mendes, José Plres Branco, José Pedro
Tomaz Jodo Santa-Rita, Jodo Afonso, Manuel
Vicente, José Manuel Fernandes (arg. © ' ),
Irene Pimentel, José Manuel Fernandes, Mario
Kriger, Bruno Siivestre, Marcos Crnuz. Marjan
Colletti, Jodo Carvalhais (trad. do inglés).
Filip Bujardin. BIG (trad. do Inglés: J.C.), Mad
Architects (frad. do inglés: J.C.), lwan Baan,
ShuHe, Ateliers Jean Nouvel (trad. do inglés:
Déris Graga Dias), Victor Enrich. Ana Maria
Felj@o. Antoine Picon (trad. do inglés: J.C.),
Paulo Tormenta Pinto, ASPA, Jodo Abel Manta,
Isabel Manta, Pedro Vielra de Almeida. Maria
Helena Malq, Francisco Rocha, Rogério
Gongalves, Luis Urbano

Marketing e Publicidade/

/Marketing and Advertising

Maria Miguel com/with Carla Santos
publicidade@ordemdosarquitectos.pt
Assinaturas/Subscriptions
assinaturas@ordemdosarquitectos.pt
Fontes/Fonts [TC Avant Garde, Adobe Caslon
Impressdo/Printing

Peres - Soctip, S.A. Estrada Nacional n° 10, Km
108,3 Porto Alto 2135-114 Samora Correla
Presidente da/Chairman of

Ordem dos Arquitectos JoGo Belo Rodeia
Redac¢do e administragdo/

/Editorial team and administration

Edificio Banhos de S@o Paulo,

Travessa do Carvalho, 21/23, 1249-003 Lisboa
Tel.(+351)213241110 - Fax(+351)213241101
jornalarquitectos@ordemdosarquitectos.pt
www.arquitectos.pt

Depésito legal/Legal deposit 27.626/89

ISSN 0870-1504

Registo ICS/ICS registration 108.271
Propriedade/Ownership Ordem dos Arquitectos
NIPC 500 802 025

Tiragem média/Print run 11 250

EDITORIAL

HOW TO USE: DIGITAL
MISCONCEPTIONS

BY MANUEL GRACA DIAS

The theme of this issue of /4, the digital ~ the possibility to store,
process and transmit information using binary systems, which is the
opposite of that other form of understanding the world (analogically),
re. in a direct way resulting from our observation, without the
mediation of electrical, magnetic or minimal clectromagnetic units
(bits), which are always invisible, not matter how many multiples are
used —~ gives rise to a series of misconceptions.

I will endeavour to elucidate herein what, in the domain of
architecture, appear to be some of the scientific myths surrounding
the diverse hypotheses and possibilitics introduced by the digital
experience.

Firstly, “customisation” (or parameterisation or personalisation
or adjustment to the “user’s” preferences or modification to suit
individual specifications and nceds; individualisation, all of them
concepts that are very dear to the IT world); then we have the
“scientific” (mathematics, probabilistics, statistics) pretence behind
obtaining “random” results for the immaculate commitment of the sin
of poetic “will"; and finally, the need, felt by some, for investigation
into new materials for the physical form-giving to designs resulting
from more or less digital endeavours.

MISCONCEPTION 1: ON ARCHITECTURE AS A “PRODUCT”

It has always appeared to me that the possibility of “customisation”
was nothing more than a sham, particularly when “adapted” to
architecture (what a boring life, full of “variants”, like the drag of the
supposed freedom of choice of detergents in the supermarket!).

Architecture is not design. Cars are “personalised”— or that is the
tllusion on has — as is upholstery, the colour of the dashboard, stripes
on the bonnet, differences in engine grills or wheel hubs (there were
times when all cars were black and all very much similar because they
really were “inaccessible” objects and didn't yet need to create the
sllusion of being a “unique object”).

It’'s like music on your headphones, stored on an iPod. Make
your own playlist, the advertising says, and people customise, become
accustomed, think they have found the sofipsism itself in that little,
apparent, option in which they lose themselves, forgetting the world
around them. * You are individuals with a choice!”

But the beauty of architecture — the freedom it proposes - is of
another order.

We traverse the world and find the most marvellous shelters
made many centuries ago or during the last decade. We live in
houses that contained other lives, 19th century schools, Pombaline
laboratories, cafés that were famous, sections of mediacval streets,
old warchouses that are now trendy bars; we cross ancient cities, enter
modernist shops, walk through recovered gardens; we visit friends in
rooms full of tiles or suffocated by faded wallpaper.

We regularly go back to some of these built situations. The
variety of the spaces that exist and replace each other allows us to
hierarchise them, desire them, favour them, adjust to them.

The ambition to “personalise” is not very generous; it is exclusive.
It excludes others, those who make wonderful things for our
enjoyment. A world made by all, where all can find reason for joy and
the sharing of tastes, wishes and desires is a world that is different
from the one in which each person would have to constantly design,
cook, sew, compose, model, edit his own “exclusive” indwviduality; it
is a world where no one would be well, where no one could accept the
challenge of the collective construction of life.

It would be the opposite of the division of work: the little
village of yesteryear perpetually occupied with the same tasks as ever:
thatching, leading livestock to the pasture, making bread, spinning;
cach houschold having its own pig, its own smokehouse, its own
slaughterhouse, its own vegetable field.

The supposed freedom of “customisation” is the opposite of
the city, of commerce, of exchange (of experiences, encounters,
discoveries), of trust, of the comfort of differences; of unpredictability.

Real estate agents would also have us believe that a brand-new

3-bed apartment is more attractive than a “used” onc; and while we're
at it, still under construction, because then one can choose between
three types of tiles without soul.

These are placebos, marketing ideas, things with short-lived
sentiment; “products”, as they like to put it. Architecture is invented
and later it may be modificd, for sure; and anyone can do that, but not
from a pancl, no matter how unlimited it is, of playlist options.

MISCONCEPTION 2_ON ACCOUNTABILITY IN THE “OC-
CUPATION” OF THE VOIDS LEFT BLANK BY RATIONALIST
PURITANISM

There is a type of guilty conscience that recognises the lack of
expressiveness in much contemporary architecture but can't handle
well the demons of the most banal “sentimentalism”, the “popular”,
the ornamented, the codified laws, confusing, in the same register,
minor epiphanies, poctic unrcasonableness, the naif, the brutality of
“tastes”, and lack of knowledge of the rules.

This guilty “acstheticist” conscience reared in the solitude of its
own minimalist stylism believes that, under the alibi of a “scientific”
mediation (digital, mathematic, probabilistic or statistic — anything
that seems to be rooted in a “rational” origin), it can aspire to games of
“filling things out”, beyond the reach of ethical judgements whereby
even the most Bauhausian Calvinism would prodigal.

This is closing the door to desire, to impulses and, above all, to
taking responsibility for choices; it is pretending they are pursuing
legitimate, serious ficlds, shiclded now by the “digital revolution”.
It is one more pretext for the authority of reason (always the same
totalitarianism; as in bio-art, instead of waiting for science to open up
through art, we “invent”an art that seeks to legitimise and assert itself
through science).

To the concept ~ one that is always necessary, cven if a litdle
spent — of social responsibility in architecture, we should be able to add
another, that of poetic responsibility. 1, and no one and nothing else,
am responsible for the poetic choices proposed in my work, for the
creative point of departure that will condition my work.

MISCONCEPTION 3: ON THE NEED TO DISCOVER “NEW
MATERIALS”

“The medium is the message”, as McLuhan wrote (1964), is a concept
that will remain valid today; however, as in everything else — nature or
human artefacts ~ however, the matcrials will only serve for us to use
them and not for them to use us.

I believe we do not need to be living in the constant anxiety of
the search for “new materials”, full of desire to be elevated into the
category of the “nobelised”, as if we were scientists. Everyone is out
to try and defeat gravity or, to put it more prosaically, to grind cork or
recycled tyres or old glass, to see if they can “discover” some novelty
that will amaze.

Why not a “cloud” Or a material that stretches, that contracts,
that evaporates, that is invisible, that explodes?

While | by no means wish to hinder “discoveries”, it has always
seemed to me that architects should, above all, strive to be able to work
with everything that comes across their path, and be able to turn it
“inside out”, mixing up the scllers’“prescriptions”, but in a serene way,
without the anxiety of impossibilities, or the frustration of the ideal
circumstances never being given. Would it not be a great project for
Art to put in the service of all, in the scope of the intelligence of our
discipline, things that, while they already exist, no one would dare use?

Otherwise, we will have little uscfulness, always waiting for
special requirements, always incapable of building with what is
available, always incapable of modifying what is available; and of
pmducing new rcadings, new interpretations, new ways ofusmg what
is available, turning cach adversity into a new venture.

The “search” for new materials, while it may scem an interesting
quest, at times also seems to be must another excuse for the inability
to deal with the conditions of the present. |
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Eduardo Souto de Moura: Atlas de parede, imagens
do método, junta um conjunto de imagens per-
tencentes ao universo de referéncias de Eduardo
Souto de Moura, recolhidas nos seus arquivos
pessoais e profissionais. No livro sio mostrados
alguns planos aproximados do escritério e da
casa do arquitecto, onde se véem, dispostos
na parede ou em estantes, objectos diversos,
fotografias, desenhos, gravuras, recortes de
jornal, maquetas, materiais de construgio,
livros. Essas imagens lembram os armdrios de
curiosidades, ou wunderkammer, fenémeno que
se terd iniciado no século XV e onde se guarda-
vam objectos de viagens, pequenas curiosidades
arrumadas sem qualquer hierarquia e fora do
seu contexto. Nestes armiérios de curiosidades
podemos vislumbrar um antepassado dos ma-
seus, da necessidade de mostrar referéncias de
diferentes proveniéncias num mesmo espago.
Guardam memoérias; evocam viagens; reflec-
tem o fascinio pelo desconhecido; condensam
num Unico espago o mundo inteiro, desvendam
espagos outros; relacionam a micro-escala
com a macro-escala; permitem uma arqueo-
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logia dos objectos simbélicos. Tentativas de
domesticagdo do medo, mas ao mesmo tempo
fascinio pelos novos mundos que se comegavam
a descobrir, os wunderkammer eram também
espelhos que reflectiam a singularidade do
coleccionador, as suas viagens a lugares tnicos,
os seus encontros com coisas extraordindrias.
Eram uma metifora do mundo, ali replicado
em miniatura. “Se a natureza fala através de
metiforas, entdo, as colecgdes enciclopédicas,
que sdo a soma de todas as metéforas possiveis,
tornam-se, logicamente, na maior metifora do
mundo.” Mas as imagens do Atlas de Parede
sio também metonimias (a partir de cada uma
delas constréi-se todo um universo) encerradas
na metifora do mundo que sdo as paredes do
atelier de Souto de Moura.

Aldo Rossi, na sua Autobiografia Cientifica
reconhece que “a observagdo das coisas per-
maneceu, provavelmente, como a minha mais
importante educagio formal e isto, porque a
observagdo se transforma mais tarde em me-
moria”2 Ao olhar para trds, Rossi cruza a sua
prépria cultura, a meméria das coisas, “que
consigo ver dispostas ordenadamente, como
num herbirio, num catilogo ou num dicioné-
rio™, com a imaginagio, entendida aqui como
criagdo. Este processo nio é linear, isto ¢, hd
um cruzamento entre memoria e criagio que
produz novos significados. “Este catdlogo, si-
tuado algures entre a imaginagio e a memoria,
ndo € neutral. Reaparece quase sempre nalguns
objectos, constituindo a sua deformagio e, em
certa medida, a sua evolugio.™ O que observi-
mos no passado reaparece na presenga do novo,
filtrado pela forca da meméria das coisas, per-
mitindo um novo olhar, com sentido critico.
E a memoria que forma o olhar, permitindo a
deformagio dos objectos, isto €, quando olha-
mos para um qualquer objecto, arquitecténico
ou nio, ele transfigura-se quando cruzado com
a recordagdo daquilo que jd vivemos. “E pela
preméncia, pelo inesperado de uma longinqua
ou recente memoria, que se completa a ideia
ou o sentimento da arquitectura™. Nio sdo
apenas as memdrias recentes, nem sdo apenas
as memorias espaciais que ddo sentido 2 arqui-
tectura. “Sempre me maravilhou a capacidade
da arquitectura de persistentemente gerar e
reverberar memorias. A meméria questiona a
autoridade de uma obra de arquitectura como
um objecto auténomo ou como um objecto de
importancia isolada.” A arquitectura apenas
faz sentido como objecto cultural, 3 medida
que desvenda ndo s6 o passado de quem ld vive
mas também de quem a desenha. “A meméria
revela a construgdo gradual de uma obra no

tempo, mostrando a arquitectura como um
instrumento de percepgio.”

Eduardo Souto de Moura: Atlas de parede,
imagens do método ndo tem como ambigio ser
sistemético, muito menos cientifico, dai que
nio se perceba do conjunto coligido uma légica
de organizagdo ou apresentagdo, deixando que
a arbitrariedade do significado das imagens
seja desvendada pelo espectador. Serd, como se
sugere num dos textos que completam o livro,
uma das infinitas possibilidades de as apresen-
tar; é a que vemos no livro, mas podia ser outra
qualquer. Dai que talvez tivesse sido melhor
opgio, hipétese alids colocada pelos editores,
que as imagens tivessem sido apresentadas sol-
tas, de modo a que qualquer um as organizasse
como bem entendesse, colocando-as nas suas
préprias paredes, apropriando-se delas para a
construgdo do seu a/as particular.

Quase todas as imagens confirmam o que
j sabiamos: a compulsio do desenho (em blo-
cos, em sacos de enjoo ou toalhas de papel); a
influéncia de Mies e de Miles; o fascinio pela
ruina; a conjugagdo entre modernidade e tradi-
¢do (muitas vezes cldssica); o gosto pelo exer-
cicio da ironia (algumas vezes auto-infligida).
Para além do eventual fascinio que as imagens
podem representar em si mesmas ou da curio-
sidade que levantam sobre o método de traba-
lho do arquitecto, fica apenas subentendida a
relevincia que tém nos projectos de Souto de
Moura. Nio sdo propositadamente explicitadas
relagdes directas entre as imagens escolhidas
e os projectos construidos e ndo construidos.
Naio fica claro que imagens serviram de mote
a um determinado projecto, ou, pelo contririo,
aquelas que entraram no universo do arqui-
tecto depois da obra construida. Isto €, ndo se
procura uma genealogia que possa estabelecer
uma relagio causa-efeito entre as imagens e as
ideias de arquitectura. Pelo contririo, fica em
aberto a possibilidade de ambas coexistirem
simultaneamente.

Para além das referéncias visuais, o livro
compila algumas contribuigbes escritas que
procuram minorar o “preconceito” que se as-
socia as imagens. A abrir o dlbum, o texto de
Pedro Bandeira clarifica o papel das imagens
na contemporaneidade e na cultura arquitec-
ténica em particular, levantando questes em
torno do seu valor, da sua relagdo com a pala-
vra, da sua subjetividade ou legitimidade (ver-
dade ou mentira), arriscando uma classificagio
em categorias. Por seu lado, Philip Ursprung
remete-nos para os ‘gabinetes de curiosida-
des”, procurando entender a importancia das
imagens no método de projecto de Souto de




Moura. Diogo Seixas Lopes, discorre sobre o
uso da analogia “na cronologia do arquitecto”,
elucidando como as referéncias visuais, literd-
rias, musicais, se convertem em arquitectura.
A fechar, um texto de Souto de Moura — “Uma
autobiografia pouco cientifica” — cujo titulo
remete para Aldo Rossi, e no qual o Pritzker
de 2011 relembra alguns episédios da sua bio-
grafia (e outras tantas memérias) para concluir
com uma aparente contradigio que confirma a
sua imprevisibilidade.

O que € que fica da leitura deste dt/as? A
coragem de fazer uma escolha, o que nio ¢
de somenos no distépico universo de imagens
em que vivemos submergidos. A persisténcia
de uma ideia de arquitectura como fenémeno
eminentemente cultural, e nio meramente téc-
nico, aberta a todas as contaminagbes. O en-
tendimento da arquitectura como um exercicio
de tempos longos, em que o papel da meméria,
pessoal e colectiva, ¢ primordial. |
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