N

N

"Emptiness is an essential building element”: a dialogue
with Dominique Perrault

Denis Bocquet

» To cite this version:

Denis Bocquet. "Emptiness is an essential building element”: a dialogue with Dominique Perrault.
Speech, 2012, 8, p.236-255. hal-00669925

HAL Id: hal-00669925
https://enpc.hal.science/hal-00669925
Submitted on 14 Feb 2012

HAL is a multi-disciplinary open access L’archive ouverte pluridisciplinaire HAL, est
archive for the deposit and dissemination of sci- destinée au dépot et a la diffusion de documents
entific research documents, whether they are pub- scientifiques de niveau recherche, publiés ou non,
lished or not. The documents may come from émanant des établissements d’enseignement et de
teaching and research institutions in France or recherche francais ou étrangers, des laboratoires
abroad, or from public or private research centers. publics ou privés.


https://enpc.hal.science/hal-00669925
https://hal.archives-ouvertes.fr

©
N
=
o
(%}
)
°
P
fiu
S
=
®
2
5]
4=
S

AomuHuk Meppo (p. B 1953, KnepmoH-PeppaH) — 0ANUH U3 HEMHOTUX PPaHLY3CKUX apXUTEKTOPOB, MNOJTY4UBLIMX
MWPOBOE Nnpu3HaHue. lNocne oby4eHus B ABYX NPOPUSIbHbIX MHCTUTYTax — BbICLIEN apXUTEKTYPHOMN LWKose MNapu-na-
Bunnet u UHCTUTYTE MOCTOB M Aopor B Napue B KoHUe 1970-x T., MNeppo co3gaeT NpoeKT NHXEHEPHON LLKOSbI
ESIEE B MapH-na-Banne (1987). 3ta paboTta NpUHOCUT EMY U3BECTHOCTb, KOTOPas OKOHYaTe/IbHO 3aKpeniseTcs
3a HUM Tpems rogamMun no3sxKe, rnocse Toro Kak 3a ooucHoe 3naHune Hotel Industriel Berlier B Mapurke MNeppo
nosiydaeT GpaHLy3CKY0 HaLlMOHaNbHYIO MPEMUIO B 06/1aCTU apxXUTEKTYpbl «CepebpsHbii YronbHUK» (Equerre
d’Argent). OgHaKo MexayHapoHasa cnasa NpuxoauT K Neppo B CBA3K € Apyron paboTon: nocne nobeabl Ha
KOHKypcCe Ha NpoeKT HaunoHanbHoM 6M6IMoTEKM B [NapuiKe, a 3TO OAUH U3 KPYMHENLLMX MPOEKTOB 3MOXK
npe3ungeHTctBa PpaHcya MuttepaHa, Neppo B 0gHOYaCbe CTAaHOBUTCH OAHUM M3 CaMbIX M3BECTHbIX MOOAbIX
apXUTEKTOPOB B MMUpe. Ha TOT MOMEHT emy Oblsio BCero 36 NEeT, a ero NOHUMaHUe apxXMTEKTYPHOM AeTalln KaK
anemMeHTa, GoOpMUpPYIOLLETrO 3CTETUYECKUIM BanaHc LLe/Ion CTPYKTYPbl, B NPOTUBOBEC CYryb0 AEKOPATUBHbLIM
npuemMam, ctano BCEMUPHO NPU3HAHHOM BU3UTHOM KApPTOYKOM apXmUTeKTopa. 1o CMx Mop BO MHOTMX CBOMUX

caMblx M3BECTHbIX paboTax — OT yHuBepcuTeta Mxea B Ceyne no [isopua npasocyauns EC B Jllokcembypre unm ot
Onumnunckoro Benoapoma B bepnuHe 4o mocta ApraHcyana B Magpuae — lNeppo AEMOHCTPUPYET YBNEYEHHOCTb
TOHKOW NpopaboTKoWn aetann. Bo Bcex aTux npumepax Aetanb CTAaHOBUTCA BaXKHEMLLEN YaCTbio apXUTEKTYPHOIO
NpOEeKTa, COCTaBNsAs camy ero ocHoBy. Bo BpeMs KypatopcTBa naBuiboHa ®paHuum Ha BeHeunaHCcKon 6ueHHane
2010 roaa lNMeppo npeacraBmil CBOM pa3MbllUNeHUs Ha TeMy [apUKCKOM METPOMOIMKU U NPOAEMOHCTPUPOBA
ymeHne obpallaTbCa K 06beKTaM pa3Horo maclrtaba, octaBasiCb Npu 3TOM BEPHbLIM CBOEMY COBEPLUIEHHO 0CO6OMY
3CTETUYECKOMY BUAEHMIO, B KOTOPOM [eTaslb UrpaeT BeayLyto posb. JoMUHUK eppo TaKKe n3BecteH CBOUMHU
pa6oTamu B 06/1aCTU AU3arHa M TOHKOCTbIO NoaxoAa K paboTe ¢ Matepuasom.

Dominique Perrault (Clermont-Ferrand, 1953) belongs to the few international stars among French architects.
After an education between the Paris-la-Villette Architecture school and the Ecole nationale des Ponts et
Chaussées at the end of the 1970's, his project for the ESIEE engineering school in Paris Marne-la-Vallée in 1987
gave him a first national recognition, confirmed a couple of years later by the Equerre d'Argent Prize, which he
won in 1990 for his work on the Hotel Industriel Berlier in Paris. But it is when he won, in 1989, the international
competition for the French National Library, one of the major projects of the Mitterrand era in Paris, that he
suddenly became one of the most prominent young architects on the international scene. He was then only 36
and his vision of details, as constitutive elements of the aesthetic balance of the structure, instead of ornamental
tools, became an international reference. Since this time, he illustrated his passion for details in many of his most
famous buildings, from the Ewha Womans university in Seoul to the Court of Justice of the European Communities
in Luxemburg or from the Berlin velodrome and Olympic swimming pool to the Arganzuela footbridge in Madrid.

In all these contexts, details aspire to the essential: being at the very heart of the architectural project. Curator of
the French Pavillon during the 2010 Venice Biennale, he presented his reflection on the Parisian Metropolis and
illustrated his capacity to consider things at various scales, always with a very specific aesthetic vision in which
details play a key role. Dominique Perrault is also known for his work in the field of design and for the precision of
his work on materials.

JOMWHUK Neppo
NnycToTa — BaXXHbIU CTPOUTEJIbHbIX MaTepuan

MHTEPBbIO JeHU 6oKe

dominique perrault
emptiness is an essential building element
interview conducted by denis bocquet
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2-6 HauuoHanbHas 6u6nuotTeka ®paHuum,
Mapux. 1995
National library of France, Paris. 1995
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[Oenn Boke 3HaAaKOMCTBO C BalluMM paboTamu
No3BOJNISIET YTBEPKAaTb, YTO B TOM, YTO KacaeTcs
APXUTEKTYPHOKN AeTanu, Bbl HE CTOPOHHMK
[EKOPaTUBHOCTH.

NomeHuK NMeppo { 6bl ckasan, 4To No-HacToNA-
LeMy KpacuBas n 4o6poTHas getasb — 3T0

Ta feTab, COCTaBHbIE YacTW KOTOPOM He
cornpuKacatoTcs Apyr ¢ Apyrom. B moem npega-
CTaBNIEHWUN, MEX Y OTAENbHbIMU 3/IEMEHTaMM
BCerfa Ao/KHbl 0CTaBaTbCs NyCTOTbl, MPOCBEThI;
[OMNYyCTUMO [aXKe HEKOTopoe O6HaXKeHne MecT
NPUMbIKaHWIM 1 coefmHeHnn. CylwecTByeT Bbipa-
eHue: «bor — B getanax». Ho Takxke roBopsr,
YTO «4bSIBOS — B AeTansix». C Moen To4YKu
3peHus, 06a BbiCKa3blBaHUS NPaBOMEPHbI:
HEeKoTopble AeTann UMEIOT 6OXKECTBEHHOE
NPOUCXOXKAEHWE, ApYrne — AbSBONbCKOE, NPU-
yeMm nocnegHue — aTo, NoXKanyw, Te, KoTopble
NPUBOASAT K NeYvasbHbIM MOCNEACTBUSAM.

7 umelo B BUAY Takne HegopaboTKK feTanen,
KOTOPble BbI3bIBAIOT MPOTEYKU, KOPPO3WIO,

a B HEKOTOPLIX CiyYyasix — M NOJIHOE pa3pyLlleHne
KOHCTPYKLMK. [leTann MoryT 6biTb CMEPTENIbHO
onacHbl. TaK 4TO HE CTOUT NPUYMEHbLLAaTb

noptpet

MX 3Ha4yeHue, Beb OHU NiexaT B OCHOBE
camoW NpUpPobl apxUTeKTypbl. HekoTopble
COBpPEMEHHbIE apXUTEKTOPbI AENCTBUTENBHO
€O3AatoT NOCTMOAEPHUCTCKUE AeTaNu, UMeloLLne
ropasgo 6onee AJeKOpaTUBHbIN XxapaKTep, Yem

Te, Haj KoTopbiMK paboTato 4. N 3To aBnseTcs
4acCTbio X MOCTMOAEPHUCTCKOro Noaxoaa

K apXUTEKTYpe, HacTblo UX 3CTETUHECKOTO,
npodeccruoHanbHoOro u ¢unocodcKoro camoonpe-
aenenus. ipyrue apxuteKTopbl obpatlatoTcs

B 061acTb BEPHAKYNSIPHON apXUTEKTYpbI,

M MHOTAa, flaXe B c/lyyae ¢ caMUMU yaayHbIMU
npumMepamu, pedybTatom TaKoro nogxoaa
CTaHOBWTCA NOSAB/IEHNE leTallen, KoTopble A0
HEKOTOPOW CTEMNEHM MOXHO 6bIN0 6bl HA3BaTb
pomMaHTUYecKUMU. N 310, KOHEYHO, COBCEM

He TOT NOAXO0A, KOTOPbIN 9 BbipaboTan Ha
NPOTAXKEHNN CBOEN Kapbepbl. 1 CTOPOHHUK 6onee
abCcTpaKTHbIX geTanen. Bo3aMOXHO, NpuynHa
3TOr0 B TOM, YTO MOS @pXUTEKTypa TECHO CBA3aHa
C TaKMMU NOHATUSAMM, KaK NycToTa, KoTopas,

KaK 3T0 HM NapajoKcalibHo, cTana AN MeHs
OCHOBHbIM CTPOUTENIbHBIM MaTep1anom ans
CO3/aHusa CBA3EN MexJy CaMbiMU Pa3IM4HbIMK

3/leMeHTaMU, U3 KOTOPbIX U COCTOUT apXMTEKTypa.
deTtanu B MOMX paboTax — 60nee abCTPaKTHbIe,
KOHLIeNnTyasibHble 1, BO3MOXHO, 6Gonee
TEXHWYECKHME, BeAb NPOAYMbIBaHWE BOMIOLWEHNMS
JleTanun Uan CUCTeMbI IeTanei KOHCTPYKLUK
ABNSIETCS HE MEHEE BaXXHOM YacTbto paGoThl
apXUTEeKTopa, YeM ee PUCOBaHUeE.

A B [letanb B apxuTeKType — 3TO elle U Bonpoc
pasmepa u MacliTaba. Bbl U3BECTHbI CBOUM
yMeHWeM paboTaTb ¢ CaMblM Pa3HbIM MacluTabom,
Bbl MPOEKTUPOBAUN U HEGONbLLME AN3aNHEePCKne
06bEKTHI, M KPyNHble MeTpononuu. MNogenutech
BalUUM onbiToM. OCcTaeTcs M Ball apXMTEKTYPHbIN
MeToA U Gunocodus HEM3MEHHBLIMU, BHE
3aBMCUMOCTM OT TOTO, C KaKUM MacluTaboM Bbl
paboTtaeTe? nu BCce-Taku yCTaHOBKa Ha paboTy
C AeTangamu npeanonaraet cMeHy noaxoaa?

AN Adymato, 4To MaclwTad Ha camoM gene 3ajaet
(M 3TO TUMMYHO APXMTEKTYPHOE BblpaxKeHue)

He CTOJIbKO CaM OGbEKT MPOEKTUPOBAHUS,
CKOJIbKO Y4aCTOK, Ha KOTOPOM OH [IO/IKEH
MaTtepuanu3oBaTtbcs. l@bapuTbl 06bEKTA He
MMeloT NepBOCTENEHHOr0 3Ha4YeHus; 6yab

3TO Manas unu KpynHas ¢opma — pabota

C reoMeTpven NpocTpaHCTBa OCHOBaHa Ha
OAMHAKOBBbIX MPUHLMNAX. 3aTeM, HY UK, MOXKaNy#,
[laxke 0IHOBPEeMEeHHO, BO3HMKAET BOMNPOC
COBMaJeHNs 3TON reoMeTpun ¢ yyactkom. Ecnu
peyb MAET 0 HeGObLIOM NPOCTPAHCTBE, TO
reoMeTpus agantupyetcsa 6e3 Tpyaa. MNonyyaetcs
CBOEro pojia MMHKUaTopa. Ecnu ke Mbl paboTaem
€ 60/1bWINM Y4aCTKOM M €CNU peydb et

0 KpynHoMacluTabHOM MPOEKTe, TO reoMeTpumio
npUaeTCs BbITArMBATb HA COTHW METPOB UK Jaxe
KnunomeTpoB. OgHaKo s 6bl He CTan roOBOPUTb,

4YTO MEXAy 3TUMM [IBYMS MOAXO4aMMU CyLLeCTBYET
KaKasi-To dyHaameHTanbHas pa3Huua. YMeHue
paboTaTb KaK C Masion, TaK U ¢ KPynHon GopmMon —
6onblluas yaada ans apxMTeKkTopa, U, Kak MHe
KaXkeTcs, MO NoaxoA K paboTe ¢ AeTasbio uMeeT
K 3TOMY NPSIMOE OTHOLLUEHWE: AeTanu ABNATCS
4acTbto 06LLET0 apXMTEKTYPHOIO 3amMbica

M MPaAKTUYECKMU HE 3aBUCAT OT pa3Mmepa 06beKTa.
OB Ecnun Mbl rOBOPUM O NOBCEAHEBHOM paboTe
apxuTeKTopa, TeM 6oJiee apXxMTeKTopa Ballero
MacluTaba, KOTOpPbIM B3aUMOAENCTBYET C KOMaH-
JI01 U3 HECKOJIbKUX AECSATKOB Y€/I0BEK, TO Koraa
Bbl NpUCTynaeTe K paboTe Haj AeTansammn?
CylecTByeT JIM KaKoW-To onpeeneHHblii MOMEHT
B MpoLiecce co3peBaHuWs NPoeKTa, Korga Bbl IM60
camu GepeTtech 3a AeTanb, NM60 faeTe 3aaaHne
CBOWM MOAYMHEHHBIM MPUCTYNWUTbL K pa3paboTke
3alyMaHHOro Bamu?

AN Mo# onbIT NoCKa3biBaeT MHE, YTO
no-HacTosulemMy 3a pa3paboTKy AeTanu CTOUT
6paTbCs TOJIbKO B TOT MOMEHT, KOTAa NPOEKT
BbIXOJIUT HAa YPOBEHb peanbHOCTU. To ecTb
Torga, Korga cornacoBaH CTPOUTENbHbIN
6toaxkeT. [lo aToro MoMeHTa — paboTa Haj
[leTanbto HOCUT 60s1ee KOHLLENTYabHbIN
xapakTtep. To eCTb, KOHEYHO, apXUTEKTOP YKe
MMeEeT NpeAcTaBJ/ieEHNe 0 TOM, KaKoW AOMKHa
6bITb ero geTanb. OaHaKo BooGpaXKeHue
CTaHOBMTCS peasbHOCTbIO TONIbKO TOTAa,

Koraa Bbl y3HaeTe, Kakas CTpouTesNibHas
KoMMaHus GyAeT peannM3oBbiBaTb Ball 06bEKT.
Koraa 3HaKoMUTECH C Jl0bMW, C KOTOPbIMHU
BaM NpeacTouT BECTU Auanor o pa3paboTke
CNPOEKTUPOBaHHbIX BaMu geTanei. U Beab

Tak Bcerga. Hanpumep, ecnu Bbl XOTUTE B35Tb
HOBOIO COTPYAHUKA — [10 TEX MOP, NOKa Bbl

He BCTPETUIUCH U HE MEPETOBOPUIIN C HUM,
BaM CJIOKHO NpeAcTaBUTb, KAKOM Ha caMoM
fene 6yget Bala coBMecTHasa paboTa. Takxke
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M C getanaMu — ia, Bbl MOXKeTe BOo6Gpa3uTb
HEKYI0 aeanbHyto JeTanb, Bbl pUcyeTe ee Ha
6ymare 1 06cyxaaeTe ee ¢ Konneramu. Ho
TONIbKO TOrAa, Korga Bbl Ha4YMHaeTe paboTaTtb
CO CTpOUTENAMM, KOrAa 1 BloaXeT, 1 BcS
3KOHOMMWKA NPOEKTa COrnacoBaHbl 3aKa34ynKoOM,
[feTanb Ha4YMHaeT BbIKPUCTaNIM30BbIBaTbCSA

B peasbHOCTU. M 3TO UMEHHO TOT MOMEHT,
Korga paboTa apXxMTeKTopa NepexoanT B nHoe
M3MepeHne — N3 TeopuKn Mbl Nnonagaem

B MPaKTUKY. A caM apxXMTEKTOP CTaHOBMTCS
4acTblo NPOMBbILWIEHHOIO NpoLecca.

AB [encTBuTenbHO, 3T0 TOT MOMEHT, Koraa
peanbHOCTb HAa4YMHAET HaKNaAblBaTb CBOU
KOPPEKTMBbI: BbIGOP CTPOUTESIbHBIX MaTepuasnos,
cornacoBaHue 6loaKeTa, opraHn3alns paboyero
npotecca. MoxeT i1 aTa KpuTuyeckasa dasa
W3MEHUTb NPOEKT AeTanun?

AN [a, KoHe4YyHO. TONIbKO CKOpee He UBMEHUTD,

a OBEeCTU 40 NOrMYeCcKoro 3aseplieHns. Cam
3aMblCen BPSA M UIBMEHUTCS, HO BOT NepBOHa-
YaslbHbIM PUCYHOK, CKOpPEE BCEr0, AENCTBUTENBHO
6yneT CKOPPEKTUPOBAH MK, TOYHEE, 3aBEPLLEH.
[lo Hayana peanusaluu geTtanb CyLLEeCTBYET Ha
YPOHE 3CKU3a UM HEKOEro 3ambic/la B roioBe
apxuTeKkTopa. OHa o6peTaeT peasbHOCTb TONbKO
B MOMEHT CTOJIKHOBEHMS C MPOMbILWIIEHHOWM
cutyauunen. Ee matepuanusauymsa Hanpsamyo
3aBWCUT OT OTBETOB Ha TaKMe BOMPOChHI, KakK:
CMOXEM I Mbl MONTY4UTb ATOT MaTepuan
BOBpeM#A? 6yayT v 3aTpaTbl COOTBETCTBOBATb
HalKM noacyeTam? CyMeeT In CTpouTeNbHas
KomnaHua paboTaTb € BbIGPaHHbIMU HaMK1
MartepuanamMu U TEXHONIOrMAMU?

OB ...4TO ABNSIETCA CBOEro poga KOMMNPOMKUCCOM
C peanbHoCTbIO. ..

AN [a, v TaxxenbiM KOMNpomMuccom. Ho

B pe3y/braTe, eC/v TONIbKO Bbl HE OCTaeTeChb

Ha ypoBHe 6yMaXHOro NPOeKTUPOBaHUS,
€MHCTBEHHbIN CNOCO6, KOTOPbLIM AeTaslb

MOET JOCTUTHYTb CBOEro HauBbICLIErO
BOM/OLLEHUS, — Yepe3 KOHTAKT C peanbHOCTbIO,
yepes NeperoBopbl M YCTYNKKU NPOMbILLINEHHbIM
peanusim. Tak 1 TONbKO TaK AeTalb 06peTaeT CBOM
MaTtepuanbHbli 06MMK.

A B Ho pa3Be Ha paHHUX cTaausx paboTbl Haa
NPOEKTOM apXUTEKTOP He MblTaeTcsd 0601bCTUTb
noTeHUManbHOro 3akasdynKka npuayMaHHbIMK

M getanamu? CyllecTBylOT I KaKne-To
MapKETUHIOBbIE XOA4bl 4151 NPOABUMXKEHNUS
pelieHn getanen?

AN Moxany#, 4To HeT.

OB To ecTb aeTanb ABASETCS 605ee No3gHen
KpucTannnsaunen HeKon nepBoHavyanbHOM
TyYMaHHOW naen?

7-12 OnuMnuIUCKUii BeNoapom u 6acceiiH,
BepnuH. 1999
Velodrome and olympic swimming pool,
Berlin. 1999
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AN Hert, coBceM He TaK. KoHLeNTyanbHbIM
3ambICeNl — OCHOBa NPOEKTUPOBaHUA. Mow

MeTOA npeanonaraert, 4TO KOHLenuus aetanen
BblpacTaeT napasnsiesbHo ¢ APYrMMU aieMeHTamun
NPOEKTa; ieTalu — cama CyTb NPOEKTa, OHU
COCTaBNAT caMy NPUPOAY NPOEKTUPOBAHHS.

Ho B T0 ke Bpem$ geTasb TECHENLMM 06pa3omM
CBSi3aHa co cTaguen peannsalnm, ¥ HEBO3MOXHO
BCEPbE3 UCMONb30BaTh €€, NyCTb AaXKe peyb uaet
0 KaKMX-TO MapKETUHIOBbIX X04aX UK o crnocobax
060/blLEeHNs 3aKa34umKa, 40 TeX Nop, NOKa Bbl

He NPUCTYMNUIN K CTPOUTENBCTBY. ADXUTEKTOP

He CTaHeT NPoeKTMpoBaTh AeTanu NpoCcTo ANg
TOro, YTo6bl NOPUCOBATbL, UHAYeE OHU ByAYT
BbIrNAA4eTb Kak pucyHKK XIX BeKa. lNpeBocxogHO
MCMOJIHEHHbIE, HO HE MPUTOAHbIE A1 MOHUMaHUA
npodeccruoHanoB 1 cTpoutesien. M ¢ aToM TOYKK
3peHus, AeTaliv, KOHEYHO e, MPOeKTUPYoTCS

Ha 6oee No34HUX CTaausX, U 3TU MPOEKTHI

[IO/TKHbI GbITb MOHATHbI OAAM U3 CTPOUTENIbHOIO
MUpa, TO eCTb TEM, KTO, COGCTBEHHO, ByaeT
co3aaBaTtb MX MOAESM Y NMPOTOTUNMbI U 3aHUMATbLCS
UX BOMJiolleHMeMm. 9 HM pasy He BCcTpeyan
3aKa34yuKa, KOTopblii 6bl NoTpeboBasn oT

MeH$ MPOEKT AeTaNel Ha paHHUX CTaaMSX.

Y Kaxaoro cBos chepa, 3a KOTOPYH OH HeceT
OTBETCTBEHHOCTb. 3aKa34MK — 3TO 3aKa34uK,

a apxMTEKTOpP — 3TO apxMTeKTop. Bo3amMoxKHO, Bce
3TO HE C/IULLIKOM KPacuBO 3BYUMT, HO, 60OCb, YTO
MMEHHO TaK BCe 1 paboTaerT.

OB To ecTb Bbl XOTUTE CKal3aTb, YHTO apXUTEKTOP
He MNblTaeTcsl NOHPaBUTLCS 3aKa34MKYy Ha PaHHUX
CTaAMsX C MOMOLLbIO AEMOHCTPALMU 3aA4yMaHHbIX
netanen?

AN ViMeHHO Tak. Ho 3T0 BOBCE He 0O3HaYaeT,

4TO 060/blUEHNE 3aKa34nKa He ABNsSeTcs
4acTbto NpoL,ecca NPUHATUS PeLleEHWU UK

YTO apXUTEKTYpa — 3TO 6oJblie UHAYCTPUS,

4Yyem UCKYCCTBO. lpoLiecc 060MbLIEHNS

1 BNpaBAy O4EHb BaXKeH — HanpuMep, Koraa Bbl
npurnallaeTe NoTeHLMaNbHOro 3aKa3yunKka Ha
3KCKYPCHIO Ha YXKe NOCTPOEHHbIN 06bEKT. B Takom
cnyyae 060sblileH1e aeTanblo cpabaTbiBaeT Ha
100 npoueHToB. Hanpumep, Korga s npuBOXy
nocetuTenen B HaumMoHanbHyto 6UGANOTEKY

B MNapue, y MeHs co3aaeTcs BrnevatieHue,

4YTO OHU UCKPEHHE BOCXULLAOTCA AeTansaMu,

Ha KOTopble 51 o6pallato UX BHUMaHKeE.
MaTepunannaoBaHHble JeTanu 4ENCTBUTENbHO
3aBOpaXKMBaloT, U HE TONIbKO CBOEN 3CTETUYECKOM
CTOPOHOW, HO U CamMOW UCTOPUEN CBOETO
BonnoleHus. [letanb ABASETCA BOMAOLLEHNEM
BCEro Npouecca NPOeKTUPOBaHUA U peann3almnm,
a ee CNoCOBHOCTb K 060/bLLIEHNUIO — OTPaXKEHUEM
3Toro npouecca. lMpu aToMm 9 y6erKaeH B TOM,

YTO apPXUTEKTYPHbIN NPOLLEeCC CO3AaHUA AeTanen
Ha caMoM [Jiefie MOXeT 6bITb MHTEPECEH TONbKO
Y3KOMY Kpyry ntogen B npodeccuu, u npexae
BCEro TeM U3 HUX, KTO HEMOoCcpeaCTBEHHO
paboTaeT Haj TeM, YTO Bbl Ha3BaIM KOMMPOMMUC-
COM C peanbHOCTbIO.

AB B nocnegHue rogbl BO3MOXHOCTU KOM-
NbOTEPHbIX TEXHONOTMI 3HAYUTENTBHO
pacwupuancb — MNOBJIMUSAN0 SN 3TO KaK-TO Ha
pa6oTy Haa aetanamu? CnpoBOLMPOBaU

I HOBblE TEXHOJIOMMU, UBMEHUBLUME MHOIOE

He TONIbKO B caMoi paboTe apxuTeKTopa,

HO ¥ B 06/IMKE NPOEKTUPYEMBIX UM 34aHUN,
nosiBfieHNe HOBOIro MOAX0Aa K CO34aHuio aeTanu?
AN K coxaneHuto, 4OMKEH NPU3HaTh, Y4TO
HEKOTOpble UBMEHEHUSA NENCTBUTENLHO
npousownu. Ho aTo BoBCe He 0693aTeNlbHO
CBSI3@aHO C TEXHUYECKOWM CTOPOHOW. NepemMeHa

B TOM, TO, YTO CErofHS YK€ NOYTU HUKTO He
3aMHTEepeCcoBaH B KpacoTe WK BbICOKOM
KadecTBe getann. CTpouTebHble KOMMaHUK
NPOLWIOro UMeNN BbICOKYIO KyNbTypy paboTbl

C AeTanblo, AOCKOHANbHO Bagenu npoyeccamm
ee BOM/OWEHNSA U YCTAaHOBKU. B nx KomaHaax
paboTanu HacTosIWwmMe yMenblibl, NI04H,
NocBATUBLLME Ce6S TOHKOM paboTe U roToBble
NOCTaBUTb BCIO CBOIO NPOodeccruoHanbHyto
KOMMETEHLMIO Ha CNYXKOY 4yKOMYy BOOGPaXKeHMUIO,
N04n ¢ noTpsicatowen KynbTypon getanu. Ux
npodeccnoHannam 6bin BONIOLIEHUEM KaK
TEXHUYECKUX YMEHWM, TaK U MHAUBUAYANbHbIX
Ka4yecTB — OHM OblIY MOLLHOW cunon. UMeHHO
TaKue Noaun — yCoBUE BOMNOLWEHUSA TEX
[eTanen, Kotopble npuaymbiBato 9. OgHaKo

B Halle Bpems apxMTeKTOpaM NpUXoanUTCH
co3faBaTb Takue JeTanu, KoTopble MOryT

ObITb BOMIOLWEHbI KEM YrogHO. MHXXeHepHas
WHAYCTPUSA NpeBpaTuiach B UCKYCCTBO
BOMJIOWEHUS CNOXHENLWNX MPOEKTOB, HO JalleKo
He caMbiMK NpodeCCUOHaNbHbIMK NtoabMU. U 3aTO
OEeNCTBUTENbHO 60/bLIOE UCKYCCTBO. M B TO XKe
BPEMS — CKOJIbKO BCEro Mbl MPu 3TOM TEPSEM.
Beab, ecnun 3agymatbCs, BECb 3TOT TEXHUYECKUM
nporpecc 1 n306peTeHrne HOBbIX MHCTPYMEHTOB
LOMKHbI 6bl 6bI1M NPUBECTU K MOSBIEHUIO HOBbIX,
6051ee TOHKKX, METOAO0B PaboThbl C AeTablO.

Ho cTpouTeNbHbIM KOMMAHUAM 3TU METOLbl He
WHTEPECHbI. UM MHTEPECHbI MyTU 3KOHOMUU Ha
aetansx.

OB OTcToATbH ONpeaeneHHbIi ypoOBEHb C/TIOXKHOCTH
[JeTanun oKa3blBaeTCs TAXeNon 3ajayen ans
apxuTeKTopa. Mnu ke Bam yaaeTcsl ¢ camoro
Hayasa 3a/loXKUTb ONpeaeNieHHble rapaHTuu
KayecTBa peanusauumn?

AN [eno He B ynpouweHuu. lNMpocTasn

[eTanb ABAAETCA Pe3y/bTaTOM CIOXKHbIX
npoueccos. [lpocTas, paumoHanbHas U YucTas
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A B Bocnpusatue apxXMTEKTYPHOM AeTann BO MHO-

roM TaKxe 3aBUCUT OT poTorpadumn. PaccKkaxurte
0 CBOEM OnbITe paboTbl ¢ doTorpadamu —
yAanochb M KOMy-TO NpenogHecTu NybavKe aetasib
TakK, Kak 6bl BaM 3TOro XoTenoch?

AN 49 mHoro pa6otan ¢ xxopaxem deccu,
notpsicaolwmm poTorpadomM 1 NpeKpacHbIM
yenoBeKoM. [la, Bbl NpaBbl, B TOM, YTO KacaeTcs
[eTanu, HanTu noaxoasiero npodeccnoHana —
OYeHb BaXKHbI MOMEHT.

OB AHajg Kakumu getansimu Bbl paboTaeTte

B JaHHbIN MOMEHT?

AN Mol no-npexHemMy paboTtaeM Haj AeTaisiMu
MeTa /IMYeCKHMX LWBOB, B YACTHOCTU — ANd
KOHCTPYKLIMK NOKPbITUS dacaaa TeaTpa B AnbOu.
JT0T afieMeHT 6yaeT 3awmiate dacaj oT BeTpa
M conHua. 1 B 3ToM OTHOLIEHUU HEOBXOAUMO
npuaymMaTb MHOXECTBO XO40B A4/19 NOABECKHM
caMow CTPYKTYpbl. Mbl TaKXKe paboTaeM Haj
AeTansaMu, OTHOCALWMUMUCS K PACTKEHUIO

M CKPYTKE KOHCTPYKUMW. A NbiTatoCb 4OOBUTHCA
addeKTa CKPYTKM B ABYX U3MepeHusax. Cenvac
A Tak)Ke paboTato Hajg AeTansiMu NeCTHUL,

1 KaHaToB ANns My3es Job6pe B HaHTe 1 Haj
OrPOMHbIM KOIMHECTBOM APYrUX peLleHnn,
Hanpumep — getanen agns pasfinyHbix pacajos.
B Jlo3aHHe Mbl BbIMFpaan KOHKYPC Ha NPOEKT
Tpex 3aaHui MoNnTeEXHUYECKOro yHuBepcuTeTa,
C uccnegoBaTeNbCKMMM NabopaTopusamMm — Tak
4TO Mbl paboTaem cpagdy Haj TpemMs Tunamu
dacanos, c aleMeHTaMM NevyaTu Ha CTeKNe n Tex
e MeTan/IM4eCcKnx TKaHewn. [Ipyrov npoexT,
KOTOpPOMY fl cenyac yaensto MHOro BpEMEHMU,
370 nnowaab Napubanban B Heanone, rae ans
TOro, 4To6bl caenaTb 3TO yANBUTENbHOE MECTO
6onee NpUrogHbIM Ana 06UTaHUsA, BaxHa
Kaxkaas Mefioyb. N, MmoxeTe MHe MoBepwuThb, 3Ta
«jeTanb» — OfJHa U3 CaMblX BaXKHbIX B XXW3HWU
3TOro ropoga.
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16-19 XeHckui yHuBepcutet UxBa, Ceyn.
2008
EWHA women’s university, Seoul. 2008
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20-22 MocTt Aprancyana, Maapua. 2011
Arganzuela footbridge, Madrid. 2011
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Denis Bocquet What | know of your work tells me
that you must not be on the side of ornamentalists
when talking about details in architecture.
Dominique Perrault The definition of a beautiful
detail, of a good detail, is for me when the
elements which constitute the detail itself do

not touch each other. My idea of details is that
there must always be free spaces, empties, and
even a bit of play or joints between the different
elements. Some say that God is in the detail.
Some other say that the Devil is in the detail. Of
course, both interpretations are right: some details
are of divine nature, and some other belong to
evil, the evil detail being the one that takes you

to court! I think of the detail that might leak, rust,
or even the detail that might lead to the total
collapse of the structure. Details can be lethal.
They are thus a real issue, part of the nature of
architecture itself. | know that some architects do
design post-modern details, pertaining more to the
dimension of ornamentation than the ones | do.

It is part of course of their post-modern approach
to architecture and of their aesthetic, professional
and philosophical choices. Some other architects

250
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made the choice to work on the vernacular
dimension, and sometime even in the picturesque
one, an attitude which induces sometimes the
design of somehow Romantic details. It is of
course not the positioning | developed during my
career. | prefer more abstract details. This may be
because my architecture has a strong relationship
with a notion like emptiness, which for me is
paradoxically the major material for the bond
between the various elements which constitute
architecture. My details are more abstract, more
conceptual, and maybe also more industrial,

as the construction of details, or the details of
construction, is at least as important in the work of
the architect as the design of details itself.

DB Details are also a question of size, and

of scale. You are known for being able to

work at various scales, from tiny object to big
metropolises. What is your experience with details
under this perspective? Are your method and
philosophy the same, whatever the scale? Or is
focusing on details always a different movement?
DP |think that what sets the scale (typically an
architect’s expression), is the place in which the

noptpet

architectural object takes shape, no matter its
size. For me, dimension is not a question. Big or
small, the work on geometry is always the same.
And then, or maybe even at the same time, comes
the encounter of this geometry with the place. If
the place is small, the geometry will adapt. And you
will have a kind of miniature. If the place is large,
if you are working on large scale projects, then the
geometry will extend itself on hundreds of meters,
or even kilometers. But the approach does not
seem to me fundamentally different. Yes, itis a
great luck to feel at ease with small as well as with
XXL, and | think that my approach to details has a
lot to do with this: details are part of the concept
and do not really depend on the scale.

DB And in the daily work of an architect, and
specifically of an architect, like you, who is
working with a sixty persons team, when do you
start dealing with details? Is there a point in the
maturation of a project when you usually start
working on details, and maybe asking people
around you to develop the details you imagined?
DP My experience as an architect tells me that
you really begin to take care of details only when

25
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itis for real. | mean when the budget has been
validated by the client in order for construction

to begin. Before that, the work on details is more
conceptual. Of course, you imagine a certain

kind of detail. But this process of imagination

only acquires its real meaning when you have a
constructing firm in front of you. People with whom
you are going to have to dialogue in order to invent
a fabrication process for the details you designed.
And it is always the same story. Just like when you
want to hire someone: until you haven’t seen the
person, you don’t know how work is going to be
with him. As for details, it is the same: you imagine
the ideal detail, you can maybe even design it and
talk about it. But it is only once you actually work
with a firm, a budget, and the whole economy of
the project, that details really begin to crystallize.
And it is where the work of the architect enters
another dimension: less theoretical, and much
more practical. At this point, you become part of an
industrial process.

DB Itis indeed the moment of an impact with
reality: building materials, costs, processes. Does
this critical phase change the detail?

251

DP Yes, of course, or maybe it completes it. It
does not really change the spirit of it. But yes, it
changes its design. In fact, it is rather a moment of
completion of its design. Before, you have a kind
of designed sketch, and something in your mind.
And it becomes reality through the encounter with
an industrial situation. With questions such as: are
we going to have this kind of material in time? Are
the costs going to be in line with what we planned?
Is the constructing firm going be able to work with
such materials and techniques?

DB A kind of negotiation too with reality | guess
DP Yes, and a tough kind of negotiation. But

in the end, unless you remain an artist doing

only drawings and not an architect building real
objects, that the only way details have a chance to
reach the sublime: in the contact with reality, in a
bargaining process with industrial conditions: they
become elements of physical architecture.

DB Butisn’t there a previous phase in the work

of the architect, when the potential client has to
be seduced by imagined details? Ain’t there any
marketing power for designed details?

DP Well, no, | don’t think so.

portrait

23-25 bawHa PyKoKy, OcaKa, finoHus. 2010
Fukoku life Osaka project, Osaka, Japan.
2010
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DB Is the detail then only the late crystallization of
a vague initial idea?

DP No, of course not. Concepts are here from

the very beginning. It is part of my conception of
details to have them grow together with the rest
of the elements of the project: they are part of the
core of the project, they are constitutive elements
of the very nature of it. But the detail is also
something intimately linked to the construction
phase, and you can’t use it, even for marketing or
seduction purposes, until you have reached actual
completion. And you don’t design details just for
fun. In that case, they would only look like 19th
century drawings. Nice, but unreadable for the
profession and for those in charge of production.
Under this perspective, details are designed later,
for the people of the world of the industry, who

are going to construct them, make prototypes,
samples. | never saw any client interested by the
design of details in the early phases of the project.
Everyone has its own job. The client is the client,
and the architect is the architect. It might seem
less romantic, but | am afraid it is how things work.
DB What you mean is that there wouldn’t be

any preliminary process of seduction through the
display of imagined details?

DP Exactly. But it does not mean that seduction

is not part of the decision making process and

that architecture is more industry than art. There

is indeed a process of seduction: when you bring

a potential client to visit an already built project. In
that case, the seduction of the detail is absolute.
When visiting the French National Library in Paris
for example, | have the impression that people are
fascinated by the details | try to show them. Already
existing details are indeed fascinating: not just for
the aesthetic dimension, but also for the story of
their coming to life. A detail is the result of a whole
process, and its seduction capacity is the reflection
of such a process. But | am convinced that the
architectural process of details design is only really
interesting for a small circle of people belonging to
the profession and, most of all, involved in what you
called the negotiation with reality.

DB In your opinion and daily experience, what did
change about details with the huge multiplication
of computing possibilities in the last few years?
Did this phenomenon, which changed many
practices in the profession, and even maybe the

shape of our buildings, induce a new approach to
detail, and did it change the very nature of details?
DP Sadly, | must say that yes, indeed, something
has changed. But not necessarily in the technical
dimension. What has changed is that nobody
cares for the pleasure of the detail anymore, or

for the true quality of the detail. Old constructing
firms had a culture of the detail, a whole culture of
implementation and adjustment processes. They
were rich of the presence in their teams of true
artisans, of people dedicated to precision work
and accepting to put their competences at the
service of imagination, with a wonderful culture

of details. Such competences were as much
technical as human: they were a spirit. And they
were actually the condition for the construction of
details as | conceive them. Nowadays, you have to
design details in order that anyone be able to build
them. Engineering has become the art of having
fools building complex projects. It is indeed a great
art. But also a terrible impoverishment. Because,
if you think about it, technological progresses and
the invention of new tools should have lead to the
development of even more precise details. But
constructing firms are not interested. What they
are interested in are cheap and easy details.

DB The defense of a certain level of complexity
seems to be a tough fight for architects. Or do you
manage to integrate such stakes into the initial
project?

DP Itis not simplification. A simple detail is in fact
the result of a complex process. A simple, efficient
and pure detail is the result of a lot of thinking and
of a lot of bargaining with the complexity of reality.
That is why details are to be part of architectural
elements themselves. Details are to be defined

by relationships of proximity, by differences on
materials, on thickness, by proportions, by a whole
geometry, more than by a system of mechanical
sophistication. The stake is to oblige construction
firms to make details of quality without even
noticing that they work indeed on details.

DB: Let’s shift to another dimension of details.
Details are often what debates, controversies,
love and hate focus on. For the architect, is

the selection of details on which debates grow
sometimes a surprise? Or are noticed details
generally those that you expected, hope, or feared?
DP Details are like design: something the public
has an easy access to. They are a kind of open
gate to greater architectural systems: facades,
volumes, structures. Details are a key toward
perception.

DB Tell me about details which happened to bring
you specific moments of joy, or in the contrary,
details for which you suffered a lot.

DP I think of all the details we developed for the
hanging of our metallic textiles on ceilings, facades
and even grounds: all such details are elements
which evoke the world of couture. It took me a lot
of time and energy to invent them.

DB Do you have signature details?

DP Some details are recurrent in my work.

Like the treatment of the foot of the facades, of
ridge tilings or of the angles of buildings. | also
think of parapets and railings. There is a whole
set of details which a lot of buildings share.

Not necessarily in the solutions adopted, but at
least in the way of posing questions and in the
way of working on materials. Every architecture
studio should have a memory of such processes
regarding details. Almost a library of details. At
DPA office, we try to capitalize on the design of
details. It requires a solid organization to create a

08/2011 speech: 253

29

© Beyer.co.at / DPA / Adagp

w
o

© Beyer.co.at / DPA / Adagp

31

© Dominique Perrault / Adagp

portrait

26-28

29-31

BawHu DC, BeHa. OKoHuYaHue
cTpouTenbcTBa 2016

Vienna DC Towers, Vienna. Completion
2016

Mbauua Napu6anbau, Heanono,
Utanusa. OKoH4YaHue CTpouTeNbCcTBa
2012

Piazza Garibaldi, Naples, Italy. Completion
2012



32

© DPA / Adagp

w
w

© Dominique Perrault / Adagp

w
~

© DPA / Adagp

w
o

© DPA / Adagp

E i gy

il

g

i

254

noptpet

functional library of details, and we are currently
working on the development of such a tool in
order for all details, and mostly the ones we like,
the ones we find beautiful and efficient, to be
classified into a kind of library and shared with
the whole community of architects.

DB Details in architecture, and the way of sharing
them, are also a matter of photography. How

did you experience such a partnership with a
photographer in the unveiling of the details you
wanted to attract attention on?

DP | have long been working with Georges
Fessy, a superb photographer and a marvelous
man. Yes, as for details, the relationship with the
photographer is very important.

DB And on what kind of details are you working
right now?

DP We are still working on details pertaining

to our metallic stitches, in particular for the
wrapping of the Grand Theater in Albi. This
element protects the facade from the wind and
from the sun. There are in this case again many
details to resolve for the hanging of the structure.
Also details pertaining to tensions and torsions.
What | want is a bi-dimensional effect of torsion.

| am also working on some details about stairs
and lifelines for the Dobrée Museum in Nantes,
and on a thousand other things, for example
details for various facades. In Lausanne, we won
a competition for the construction of 3 buildings,
with research laboratories: there are three different
types of facades, the details of which we are
currently working on, with elements in screen-
printed glass and again metallic textiles. Another
project | am working on a lot is piazza Garibaldi in
Naples, where all details count in order to make
this fascinating square a better place to live. And
believe me, that is not a detail in the life of city.

32,33 [Bopey cnopta, PyaH, ®paHuus.
OKoH4aHue cTpoutenbcTBa 2012
Palais des sports, Rouen, France.
Completion 2012

34,35 bonbuioi Teatp B Ab6u, PpaHuus.
OKoOH4aHue cTpoutenbcTBa 2012
Grand Théatre d'Albi, Albi, France.
Completion 2012
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