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Jaume Prat Ortells

Maroje Mrduljas

Razgovarali u Olotu 27. studenog 2014.

9 RCR Arquitectes projektanski su kolektiv koji su1987. godine
osnovali Rafael Aranda, Carme Pigem i Ramon Vilalta. RCR
zive i rade u katalonskom gradu Olotu gdje izgraduju auten-
ti¢ni arhitektonski opus i svietonazor. RCR spadaju medu one
rijetke arhitektonske prakse ¢iji su pristup i poetika zacrtani
vec u prvim radovima, a koji se zatim izuzetno konzistentno
razvijaju. Neke od glavnih tema istraZivanja RCR-a jesu preis-
pitivanje dijalektike konteksta i arhitekture, odnos materijal-
nosti i prostora, te koncepti granica u arhitekturi. Prepoznat-
ljivi su po izuzetnom senzibilitetu za ambijent, maestralnoj
kvaliteti forme te beskompromisnom pristupu zbog kojeg
njihova arhitektura transcedentira okvire vremena i mjesta
nastanka.
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fotografije photographs by Pep Sau (Ps)
Hisao Suzuki (HS)
Arhiva/Archive RCR ARQUITECTES (RCR)
portreti portraits Pep Sau

Interviewed in Olot on 27 November 2014

9 RCR Arquitectes is an architectural team founded in 1987 by
Rafael Aranda, Carme Pigem and Ramon Vilalta. They live and
work in the Catalan town Olot, where they are creating an
authentic oeuvre and expressing their worldview. They belong
to the rare architectural practices whose approach and poetics
can be seen in their earliest works and consistently develop
from then on. Some of the main topics of their research are
the analysis of the dialectics of context and architecture, the
relation of materiality and space and the concepts of borders
in architecture. Their distinctive features; an exceptional sen-
sibility for the ambience, masterful quality of the form and an
uncompromising approach make their architecture transcend
the frames of the time and the location of its origin.
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ORIS — Poceo bih s Vasim podrijetlom. Svo troje ste iz Olota,

malenog katalonskog grada, specifi¢nog po izvanrednom kra-
joliku, kulturi, $koli pejzaznog slikarstva prisutnoj u gradu vise
od sto godina. Kako je grad utjecao na vase intelektualno i
kulturno oblikovanje? 9 RAFAEL ARANDA — Kada smo odlu-
¢ili raditi ovdje, nije se radilo samo o radu u mjestu. Radilo se o
radu u nasem mjestu. Tamo gdje smo odrasli. Tamo gdje je bilo
naSe okruzenje: nade obitelji, nasi prijatelji... Olot je posebno
mjesto, ima tu karakteristiku da je malo izolirano. Sve sam
viSe uvjeren da je bilo jako bitno biti ovdje kako bi se na3 put
shvatio. Ova odredena izoliranost dovela nas je do definira-
nja vlastitog nacina rada i posebnog odnosa s arhitekturom.
9 RAMON VILALTA — Dosao sam u Olot kad sam imao tri
godine. Do3ao sam jer je otac htio raditi kao profesor u Skoli
primijenjenih umjetnosti. Tako da sam ovdje zbog krajolika i
zbog 3kole. Vise od te vlastite ukorijenjenosti, razlog je obitelj.
Mi smo osobe koje vole putovati, ali se volimo i vratiti. Vratiti
se naSem prostoru. To je jedna osobina za koju nisam siguran
da je uobi¢ajena u ovom dinami¢nom vremenu mobilnosti.
Uvijek smo smatrali da stvari proizlaze iz odredenog nacina
osjecanja i ¢injenja, a ne toliko iz u¢enja. Nas Zivot projekt je
koji izvodimo u skladu s nasim na¢inom bivanja. Kad smo poci-
njali, bilo je pomalo ¢udno re¢i da ne ostajemo u Barceloni. No,
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Sve sam vise uvjeren da je bilo
jako bitno biti ovdje kako bi se
nas put shvatio. Ova odredena
izoliranost dovela nas je do
definiranja vlastitog nacina rada i
posebnog odnosa s arhitekturom

| am increasingly convinced

that it is very important to be
here to understand our path.
This isolation forced us to define
the way we work, our special
relationship with architecture

oRrIs — | would like to start with your background. All three
of you are from a small Catalan town of Olot, known for its
exceptional scenery, culture, and the school of landscape
painting, which has been present in the town for more than
one hundred years. How did your town influence your intel-
lectual and cultural formation? 9 RAFAEL ARANDA — When
we decided to work here, it did not just mean working in a
place. It meant working in our place. A place where we grew
up. In our environment: with our families, our friends... Olot
is a special place, it is a bit isolated. But | am increasingly con-
vinced that it is very important to be here to understand our
path. This isolation forced us to define the way we work, our
special relationship with architecture. 4 RAMON VILALTA — |
came to Olot when | was three. We came here because my
father wanted to work as a teacher at the School of Applied
Arts. So | am here because of the scenery, and because of the
school. More than this rootedness, my reason is family. We are
people who love to travel, but we also like to return. Return to
our space. It is a characteristic which, | fear, is uncommon in
this age of mobility. We have always believed that things arise
from a certain way of feeling and doing, and not so much from
learning. Our life is a project carried out in accordance with
our way of being. When we were beginning, it was a bit odd

RCR ARQUITECTES, Interview
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nismo imali sumnji. To je za mlade ljude jako bitno: smatrati
da si neovisan bez obzira na to odakle dolazio.

ORIS — Va3 studio koji ste uspjeli realizirati u Olotu nije
samo Vas osobni projekt, njemu su bitno doprinijeli surad-
nici poput obrtnika koji su radili na projektu... Je li Vam to
omogucio Olot ili smatrate da ste to mogli postici i u Barce-
loni? 9 RAFAEL ARANDA — Ta bliskost s obrtnicima, bio on
stolar, kovac, zidar, omoguéila nam je ostanak ovdje. | sada
kad gledam na to, dolazak ovamo bio je opasan, bilo je lakse
poci nekim drugim putem. No, imali smo tu priliku: prijatelj koji
te zove i ne usudi$ se odbiti ga, pa rodakova kuca, pa rad za
promotora; morali smo ostati usredotoceni. Nije bilo impro-
vizacije. | tijekom ovih zadnjih 27, 28 godina, uz sve vlastite
promjene, uvijek smo nastojali zadrzati neki obzor. 4 RAMON
VILALTA — Graditi neku zbilju.

ORIS — Zasto ste odludili studirati na ETSAV-u (Escola Técnica
Superior d’Arquitectura del Vallés)? Odakle taj osjecaj bliskosti?
Zasto ne studij u Barceloni? 9 CARME PIGEM — U to vrijeme,
mi koji smo dolazili sa sela, morali smo ici na taj fakultet.

ORIS — Niste mogli izabrati? 4 CARME PIGEM — Ne. Bili
smo odavde, morali smo tamo studirati. Kasnije je bilo

RCR ARQUITECTES, Intervju

to say that you were not going to stay in Barcelona. But we
had no doubts. It is very important for young people: believing
that you are independent, no matter where you come from.
ORIS — The practice you managed to create in Olot is not
only your personal project; it was also significantly contrib-
uted to by collaborators, such as craftsmen working on it...
Was it Olot that enabled you to do so, or do you think you
could have achieved that in Barcelona, as well? 9 RAFAEL
ARANDA — That familiarity with craftsmen, whether it be a
carpenter, a blacksmith, or a bricklayer, enabled us to stay and
work here. And now that I look at it, coming here was danger-
ous; it was easier to choose a different way. But we had that
opportunity: a friend calling you, and you do not dare turn
him down, then a cousin’s house, then the work for the pro-
moter—we had to stay focused. There was no improvisation.
And during these last 27, 28 years, along with all our personal
changes, we have always tried to retain a certain perspective.
9 RAMON VILALTA — Build a certain reality.

ORIS — Why did you decide to study at the ETsAv (Escola
Tecnica Superior d’Arquitectura del Vallés; Vallés Architecture
School)? Where does this feeling of familiarity come from?
Why did you not study in Barcelona? 4 CARME PIGEM — At
the time, those of us who were from the rural areas, we had
to go to that school.

ORIS — Youwere not able to choose?4 CARME PIGEM — No.
We were from here, we had to study there. It was possible to
switch later on, but we went to the ETsAv, and we stayed
there, as well. We thought it was a good decision.

ORIS — As far as | know, the school had an important
department of landscape architecture. This could have had
an impact on you. Because already at the time you acquired
the basis for your subsequent exploration of the relationship
between architecture and landscape that is so characteristic
of your work. 9 RAMON VILALTA — | do not know how impor-
tant it was... In Vallés, there was Enric Batlle. This was the
beginning of landscape architecture in Barcelona. 4 RAFAEL
ARANDA — Our study at ETSAV made a lasting impression
on us. It was a distinguishing factor for all of us. Because we
found ourselves in isolation again. If we had gone to school in
Barcelona, that factor would have certainly been lost. 4 CARME
PIGEM — Besides, we were always together, the four of us
from Olot! 9 RAMON VILALTA — Those were difficult times
for the school. It had a tradition of twenty years, and there
was this strong desire to create something. It was all natural,
just the way we like it: few people, open-minded teachers, nice
atmosphere. There were no professors with famous names,
but we did work a lot. It was a very intense period. After that,

RCR ARQUITECTES, Interview
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moguce mijenjati, ali kako smo krenuli tako smo i zavrili na
ETSAV-u. Mislili smo da je to dobro.

ORIS — Koliko znam, fakultet je imao vaZzan odsjek za pje-
zaznu arhitekturu. To je moglo utjecati na Va3 rad. Jer vec¢
tada ste stekli podlogu za kasnije istraZivanje odnosa arhi-
tekture i krajobraza koja je toliko karateristina za Vas rad.
9 RAMON VILALTA — Ne znam koliko je bio vazan... U Vallesu
je bio Enric Batlle. To je bio pocetak krajobrazne arhitekture u
Barceloni. 9 RAFAEL ARANDA — Odlazak na studij na ETSAV
jako nas je obiljezio. Bio je to razlikovni faktor za sve nas,
jer smo se opet nasli u izolaciji. Da smo otisli na neki fakul-
tet u Barceloni taj bi se faktor zasigurno izgubio. 9 CARME
PIGEM — Osim toga, uvijek smo bili zajedno, nas Cetvero iz
Olota! 4 RAMON VILALTA — Bio je to teZak trenutak za fakul-
tet zato jer je djelovao ve¢ dvadesetak godina te je postojala
jaka Zelja da se nesto stvori. Bilo je to prirodno, onako kako i
volimo: malo ljudi, profesori Sirokih pogleda i ugodna atmos-
fera. Nije bilo profesora zvucnih imena, ali puno se radilo. Bilo
je tointenzivno razdoblje. Zatim, kad smo pocinjali ovdje, bilo
je jos intenzivnije. Kako smo samo bili neispavani! Ni na fakul-
tetu nismo toliko radili! Shvatili smo da je potrebno dati sve $to
mozemo kako bismo iskoristili prilike koje su nam se pruzale.
ORIS — Razvili ste autenti¢an pristup arhitekturi upravo
ovdje u Olotu. Mozda je jedno od polazista Vase arhitekture
upravo Cinjenica da neposredno poznajete krajolik, poznajete
okolinu s kojom ste u nesporednoj tjelesnoj i duhovnoj vezi. Je
li Vam ta neposrednost i intimnost otvorila odredenu slobodu
za rad? 9 CARME PIGEM — Slobodu?

ORIS — Da. Ilimozda ograni¢enja. Zavisi o tome kako gledate
na stvari. Sto znadi ta bliskost s mjestima na kojima radite?
9 CARME PIGEM — To je nesto §to smo naucili. 4 RAFAEL
ARANDA — Da. lako smo se odmah morali suoiti s drugim
konceptima radeci na projektima poput onoga srednje skole
u Sant Feliu. 9 CARME PIGEM — Bliski, ali razli¢iti konteksti.
9 RAMON VILALTA — Buduéi da smo ovdje ukorijenjeni, nau-
¢ili smo se na jednu skoro pa urodenu povezanost s kontek-
stom. Ta veza, koja je na odreden nacin intuitivna i koju svatko
na svoj nacin doZivljava, dozvolila nam je da jako dobro razu-
mijemo mjesta. Kasnije je bilo lako primijeniti isto u razli¢itim
kontekstima. Postoji nacin osjecanja i povezivanja s bitnim vri-
jednostima mjesta koja nam nisu toliko poznata. | kada shva-
tis te razlike, postupak je isti. 9 CARME PIGEM — Nije samo
pitanje odnosa s mjestom. Takoder je to pitanje povezanosti
sa svim ostalim. Razvili smo nacin rada koji odgovara situaciji.
A ta situacija moZe biti krajolik, zgrada, klima... Nije nesto $to
se jednostavno moze nauditi. Dolazi iznutra. Pretvara se u
nacin razumijevanja i to razumijevanje vrijedi za gradevine na
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when we were starting here, it was even more intense. We
were so sleep deprived! We had never worked so hard, not
even at school! We realized that it was necessary to give our
best in order to take advantage of the opportunities that were
available to us.

ORIS — You developed an authentic approach to architec-
ture, right here in Olot. Perhaps your direct knowledge of the
landscape, your knowledge of the environment, your direct
physical and spiritual relation to it, are among the starting
points for your architecture. This directness and intimacy, did
they open up a certain creative freedom to work? 4 CARME
PIGEM — Freedom?

ORIS — Yes. Or perhaps certain constraints. It all depends
on the perspective. What does this proximity with the
places you work on mean to you? 9 CARME PIGEM — This
is something we have learned. 9 RAFAEL ARANDA — Yes.
Although when working on projects such as the Sant Feliu
High School, we immediately had to face other concepts.
9 CARME PIGEM — Close, but different contexts. § RAMON
VILALTA — Being rooted here, we got used to certain almost
innate connectedness with the context. This connection, which
in some way is intuitive—everyone experiences it in one’s own
way—allowed us to understand places very well. Later on, it
was easy to apply the same approach in different contexts. We
have a way of feeling and connecting with the essential values
of places otherwise unknown to us. Once you understand these
differences, the procedure is the same. 4 CARME PIGEM — It
is not just a question of a relationship with a place. It is also
an issue of connectedness with everything else. We have
developed working strategies that suit particular situations,
whether a landscape, a building, or a climate... But it is not
something you simply learn. It must come from within. It turns
into a way of understanding, and this understanding applies to
buildings in all kinds of places. 4 RAFAEL ARANDA — We were
quite familiar with common sense, that constructive logic... We
have a clear understanding as to how and why buildings are
situated in a place, why that specific environment. There are
places we carry inside us, like the one that was created when
the railway came to Olot. The walls and terraces had to be
raised, because they had to be of a certain height. These walls
gradually increase in height some fifty meters.

ORIS — When | first saw the landscape around Olot, what
| encountered was a complex relationship of cultivated
landscape, interventions in landscape and nature. 4 CARME
PIGEM — There is not any natural landscape here. It is human-
ized. We like to build something that you ultimately cannot
clearly divide: this one is old; this one had already existed...

oris, number 92, year 2015

Uvijek smo smatrali da stvari
proizlaze iz odredenog nacina
osje¢anja i ¢injenja, a ne toliko iz
ucenja. Nas Zivot projekt je koji
izvodimo u skladu s nasim
nacinom bivanja

razli¢itim mjestima. 4 RAFAEL ARANDA — Zdrav razum nam

je bio jako blizak, ta konstruktivna logika... jasno nam je kako
su se i zasto zgrade smjestile na nekom mjestu, i zasto bas u
nekom okruZenju. Postoje prostori koje nosimo u sebi, poput
onoga koji je nastao kada je Zeljeznica dosla u Olot. Trebalo je
podici zidove i terase jer su morali doseci odredenu visinu. Ovi
zidovi stupnjevito nadilaze otprilike petnaest metara visine.

ORIS — Kada sam se susreo s krajolikom koji okruzuje Olot,
suoCio sam se sa sloZzenim odnosom kultiviranog krajolika,
intervencija u pejzazu i prirodi. 1 CARME PIGEM — Ovdje
ne postoji prirodni krajolik. On je humaniziran. Volimo graditi
nesto $to, u konacnici, ne mozes podijeliti na: ovo je staro, ovo

RCR ARQUITECTES, Intervju

We have always believed that
things arise from a certain way
of feeling and doing, and not so
much from learning. Our life is a
project carried out in accordance
with our way of being

What we create in the end is a new landscape, new place, or
a new situation where it is very difficult to separate all that
again. And we try to act balanced; we do not wish to hide or
to impose, but to speak at the same level. In the end you get
aresult which you cannot relocate, and which makes the place
incapable of being understood without that intervention.

ORIS — When speaking of balance in your work, it is a ques-
tion of creating tension between the existing environment
and your intervention. That tension is noticeable, so it is obvi-
ous that architecture is an autonomous physical fact, though
it follows messages imposed by the context. The outlines of
the design process can be discerned. When working outside

RCR ARQUITECTES, Interview
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je postojece... na kraju stvaramo novi krajolik, novo mjesto
ili novu situaciju gdje je jako tesko ponovno sve razdvojiti. |
nastojimo djelovati uravnotezeno: ne nastojedi se sakriti ni
nametati, nego govoriti na istoj razini. Na kraju dobijes rezul-
tat koji ne moZes izmjestiti i koji Cini da to isto mjesto ne
moZes razumjeti bez te intervencije.

oRIs — Ako govorimo o ravnotezi u Vasem radu, to je pitanje
stvaranja napetostiizmedu postojeceg i Vase intervencije. Ta
je napetost primjetna pa je ocito da je arhitektura autono-
mna fizi¢ka Cinjenica iako slijedi pouke koje nalaze kontekst.
Obrisi procesa projektiranja naziru se. Kada radite izvan Olota
i njegova krajolika, je li Vas pristup prema drugacijem krajo-
liku naglaseno lokalan? 4 RAMON VILALTA — Mislim da nije.
Ne naucis postavljati dijagnozu mjesta raslojavanjem. Postoji
druga, direktnija veza. Osjetiti iz vlastitog bi¢a da ti mjesto
pruza nadahnuée. To je jednostavan stav. Paziti na mjesto i
pokusati osjetiti sve $to ti ono nudi. Moras odgovoriti na pri-
rodan nacin. Taj stav jednako vrijedi i za grad i za krajolik. Svako
mjesto obraca ti se na poseban nacin. Mislim da nam je to
relativno lako jer Zivimo u Olotu. Odnosno, projekti se radaju
s odredenom lako¢om. Kasnije se procesi kompliciraju na nivou
izvedbe i sli¢no. No, pocetna je pozicija prilicno jednostavna.
Ne govorimo o formama. Ne razmisljamo vizualno.

ORIs — Uzmimo za primjer Kupali$ni paviljon koji smo danas
posjetili. Smatram da dolazi do neke vrste iluminacije mjesta.

oris, broj 92, godina 2015.
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Olot and its landscape, is your approach to different land-
scape deliberately local? 9 RAMON VILALTA — | think not.
You cannot learn how to diagnose a place by stratifying it.
There is another, more direct connection. Feel from the inside
of your being that this place gives you inspiration. Quite a
simple attitude. Pay attention to the place; try to feel every-
thing that the place offers to you. You have to respond in a
natural way. This attitude equally applies to the city and the
landscape. Each place speaks to you in a specific way. | think it
is relatively easy for us because we live in Olot. That is to say,
the projects are born with a certain ease. Later on, processes
get complicated at the level of execution, and the like. But the
starting position is quite simple. We do not talk about forms.
We do not think visually.

ORIS — Let us take, for example, the Bathing Pavilion that
we have visited today. | think some sort of the illumination
of the place occurred there. The existing bend in the clearing
was accentuated, and one can see similar lines in the abstract
volume of the pavilion. On the other side, the space in front
of the pavilion highlights the horizontal lines of the coast.
All the ingredients were there, but you made an appear-
ance with abstract architecture, with cultural intervention.
This is an illumination of existing elements. It is something
inherent to the place. In his plays, Bertolt Brecht developed
what he called the Verfremdungseffekt, the estrangement

oris, number 92, year 2015

Naglasen je postojeci zavoj na proplanku i vidljive su sli¢ne
linije na apstraktnom volumenu. S druge strane, prostor ispred
paviljona naglasava nivo raslinja i horizontalne linije obale.
Svi su elementi bili tamo, ali nastupili ste s apstraktnom arhi-
tekturom, s kulturnom intervencijom. To je rasvjetljavanje
postojecih elemenata. To je nesto inherentno mjestu. Bertolt
Brecht razvio je koncept ocudenja u kazalistu, gdje je upucivao
glumce da glume na naglaseno artificijelan nacin. Tako publika
nije uspijevala emotivno uroniti u djelo. Sve svoje sposobno-
sti morala je usredotociti na tekst, a ne samo pasivno upijati
radnju. Tako je postajalo jasno da se radi o dramskom tekstu
s vlastitim znacenjem. Sli¢ne stvari dogadaju se u Vasoj arhi-
tekturi, rekao bih. Apstrakcija Vase arhitekture angazira ljude
na razumijevanje fizicke stvarnosti. Ne bi bilo isto da ste u
paviljonu koristili kameni svod. Bilo bi previse doslovno. Pre-
jednostavno. Mozda suvise vernakularno. Mislim da koristite
apstrakciju kako biste ljude potakli da intenzivnije doZivljavaju
i promisljaju mjesto i prostor. 4 CARME PIGEM — To je lijepo.
oRIs — Ne znam je li to proturje¢no, ali osje¢am emotivnu
bliskost s Vasim radom. Mislim da se on temelji na emocijama,
prvenstveno. Moj pocetni osjecaj spram Vaseg rada isao je
preko Zeluca. Tek naknadno angaZirao se um. Rekao bih da
ta dva aspekta teku zajedno. Ali, naravno, ovisi o tome tko
promatra. 9 RAMON VILALTA — Jednako kao $to se dogodilo
Isaacu Asimovu na konferenciji posvecenoj njegovu radu: na
red su dosla pitanja, a onda je Asimov uputio prigovor jednom
predavacu. Ovaj mu je odgovorio da ne bi smio misliti da zna
nesto o svojim djelima samo zato $to ih je napisao. Zaista ne
trebate misliti da mi znamo nesto o tome $to radimo.

ORIS — To je uloga kriti¢ara, tumaciti $to su autori napra-
vili, a ne ponavljati ono $to su autori mislili da su napravili.
Projekt Paviljona les Cols opet je ta igra naglasavanja kontra-
punkta prirode i arhitekture u nastojanju da potakne ljude da
dozive vezu izmedu tijela i okoline. To je emotivna radnja, ali
jednako tako intelektualna. Mislim da u tim reduciranim, a
opet intenzivnim ambijentima morate poceti aktivno osvje-
Stavati i ulogu arhitekture i prirodne fenomene. No, sigurno
imate vlastite razloge koje biste mi mozda mogli objasniti?
9 RAFAEL ARANDA — PribliZavanje je mentalno i emotivno.
Kada smo projektirali Kupali$ni paviljon, bilo nam je prilicno
jasno $to mora biti objekt smjeten na tom mjestu, a koji bi
mu vratio vrijednost. Brinulo nas je ho¢emo li u tome uspjeti
na nacin koji bi bio primjeren tom mjestu. Htjeli smo ostvariti
vezu s mjestom. Paviljon je u odnosu s tri postojeca stabla.
Praznine su u odnosu s njima. Ta je gradevina u vezi s mjestom
na kojem je nastala, ali htjeli smo da ima i vrijednost po sebi.
9 CARME PIGEM — Mislim da je pocetak svakog projekta
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effect, where he directed the actors to act in a markedly arti-
ficial manner. Thus, the audience could not become emo-
tionally involved with the play. They had to focus all their
abilities on the text, and not just absorb the plot passively.
Thus, it became clear that this was a dramatic text with its
own meaning. Similar things happen in your architecture,
I would say. The abstraction of your architecture engages
people in understanding physical reality. It would have not
been the same had you used stone vault in the pavilion. It
would be too literal. Too easy. Too vernacular, perhaps. In my
opinion, you use abstraction to encourage people to more
intensely experience and reflect on place and space. 4 CARME
PIGEM — That is nice.

ORIS — | do not know whether it is a contradiction, but | do
feel an emotional closeness to your work. | think it is based
on emotions, primarily. My initial feeling towards your work
went through my stomach. It was only subsequently that the
mind was engaged, as well. | would say that these two aspects
flow together. But, of course, it depends on the eyes of the
beholder. $ RAMON VILALTA — The same thing happened to
Isaac Asimov at a conference dedicated to his work... It was
time for a discussion, and Asimov voiced a complaint against
one of the speakers. The latter told him that Asimov should
not think that he knew anything about his works just because
he wrote them. In fact, you should not think that we know
anything about what we do.

ORIS — This is the role of critics, to interpret what the
authors did, and not to repeat what the authors thought
they did. The Les Cols Pavilions project is again that game
of emphasizing the counterpoint of nature and architecture
in trying to encourage people to experience the connection
between the body and the environment. It is an emotional
act, but intellectual, as well. | think that in these reduced, and
yet intensive environments you must start to actively become
equally aware of the role of architecture, and the role of the
natural phenomena. But surely you have your own reasons.
Perhaps you could explain them. 4 RAFAEL ARANDA — Con-
vergence is mental and emotional. When we designed the
Bathing Pavilion, we were quite clear about what exactly a
structure in that place should be, which would return value
to it. We were worried whether we would succeed in that in
the way that would be pertinent to that place. We wanted to
create a connection to the place. The pavilion is in a relation
to three existing trees. The voids are in relation to them. This
building is in connection with the place at which it was made,
but we also wanted it to have value in its own right. 4 CARME
PIGEM — | think that each design starts rather intellectually.
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When you see the final result, you discover and learn a lot
from your own projects, and then the feelings pour in. When
we became aware of that, we tried to work like that. From
these first exercises emerges the intellectual expressionism;
once you figure that out, you become aware of the principle,
and then it becomes more of an impressionism. Here comes
the turning point we got to know through our own works.
9 RAMON VILALTA — We tried to do architecture which
would be an expression of something which arouses feelings.
From that point of view, beauty is the key: ratios, structure ...
code, or language is what has evolved. It is something we have
been searching for ever since our first designs. The Bathing
Pavilion, which belongs to our early designs, has some kind of
slenderness that was extremely difficult to achieve by com-
puting. We were searching for certain proportions to be able
to achieve that connection with the trees, the environment.
Our search was after that more emotional part, | guess. And
we are still on the same track. 9 CARME PIGEM — Yes, we
continue with that. And | think it has developed even further.
9 RAMON VILALTA — We understand architecture as some-
thing that provides the inhabitant with a certain type of space.
There are still a lot of architectures that say nothing to you.
On the other hand, there are those which act with their very
appearance... Yesterday, we were in Vienna. Olbrich’s Seces-
sion Building carries on, | believe, this complexity which turns
into something magical, which attracts people, and is able to
move them. There are architectures that succeed in achieving
this and those that fail. It is not a question of function or form,
respectively. 4 CARME PIGEM — A house is not so much a
machine for living as the atmosphere for living.

ORIS — The history of architecture is the history of prec-
edents. New typologies, new ideas, new concepts, new mate-
rials... Precedents provide legitimacy to other architects to
go back to their predecessors, to work on ideas they suggest,
to develop them, taking them even further. Do you follow
some old tracks? In your early work, | think, one feels the
presence of Mies van der Rohe. Did you do that consciously?
Was that a conscious manipulation of references, or it is just
our impression? 9 RAMON VILALTA — We sometimes spoke
of the Barcelona School as an underlying influence. We are

A
< Paviljon na jezeru, Llagostera, Spanjolska, 2009.

A
<« Pavilion on a Pond, Llagostera, Spain, 2009
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Tijekom svih ovih godina, uz sve
vlastite promjene, uvijek smo
nastojali zadrzati neki obzor.
Graditi neku zbilju

vise intelektualan. Kada vidi$ konacni rezultat, otkrijes i nau-
¢is mnogo od vlastitih projekata i onda nadiru osjecaji. Kada
smo to osvijestili, nastojali smo tako raditi. Iz tih prvih vjezbi
proizlazi intelektualni ekspresionizam i jednom kad to shvatis,
osvijestis princip i tad postaje vise impresionizam. Tu dolazi do
preokreta koji smo upoznali preko vlastitih radova. 4 RAMON
VILALTA — Nastojali smo da arhitektura bude izraz necega
sto pobuduje osjecaje. S te tocke gledista, ljepota je klju¢na:
omjeri, struktura... kod ili jezik ono je $to je evoluiralo. To je
nesto sto smo traZili jos od prvih projekata. Kupalisni paviljon,
koji pripada ranim projektima, ima tu vitkost koju je bilo izni-
mno tesko posti¢i racunanjem. Trazili smo odredene propor-
cije kako bismo postigli tu vezu s drvecem, s okolisem. Trazili
smo taj emotivniji dio, ¢ini mi se. | dalje smo na istom tragu.
9 CARME PIGEM — Da, nastavljamo s tim. | mislim da se to jo$
dalje razvilo. 9 RAMON VILALTA — Arhitekturu shva¢amo kao
nesto $to stanovniku pruza odredenu vrstu prostora. Jo$ uvijek
ima puno arhitektura koje ti niSta ne govore. S druge strane,
ima onih koje djeluju samom pojavom. Jucer smo bili u Becu:
Olbrichova Zgrada secesije jos uvijek, smatram, posjeduje ovu
sloZenost koja se pretvara u nesto ¢arobno, koja privlaci ljude
i moZe ih ganuti. Postoje arhitekture koje to uspijevaju i one
koje to ne uspijevaju. To nije pitanje funkcije, odnosno forme.
9 CARME PIGEM — Kuca nije toliko stroj za Zivljenje koliko
atmosfera za zivljenje.

Over the years, along with all our
personal changes, we have always
tried to retain a certain perspective.
Build a certain reality

indebted to it. We were born at that school, but very quickly
realized that there were things that did not look good to us.
Then we discovered the masters. Mies was the initial influence,
very important. Kahn as well. These were total architectures
which we were unable to find in Catalan architecture at the
time when we were at the end of our studies. We studied and
visited their works, but even that did not last long. We started
to take interest in art, except that we did not care much about
erudition. We feel attached to our vital project. And we find
support in all kinds of things in that process, and they are
always new. This is our path. When something caught our
attention, we stopped for a while until we saw what we might
take from that. Architecture ceases to be important for us very
quickly. In ten years, it might not even be essential at all. There
are all kinds of influences, visible and extremely important,
such as the experience we had in Japan. It is something that
sustains us. We do not stay for long, and we do not know why.
There comes a time where interest in something fades into
the background, becomes secondary. It is a continuous path.
ORIS — The progress you are talking about is described in
your essay, Arquitectes Universe, Poetics and Creativity.
You talk about the importance of innovation. When creat-
ing novelties, however, you have to understand the society
and the environment in order to reach what is important.
So that innovation comes through the essential. 4 RAFAEL
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ORIS — Povijest arhitekture povijest je presedana, novih

tipologija, novih ideja, novih koncepata, novih materijala.
Presedani pruzaju legitimitet drugim arhitektima da se vrate
svojim prethodnicima, da rade na idejama koje predlaZu
i razvijaju ih odvodeci ih jos dalje. Slijedite li Vi neke stare
tragove? Mislim da se u Vasim ranim radovima osjeca pri-
sutnost Miesa van der Rohea? Je li to svjesno? Je li to bilo
svjesno baratanje referencamaili je to nas doZivljaj? 4 RAMON
VILALTA — Ponekad smo govorili o Barcelonskoj $koli kao
temeljnom utjecaju. Njezini smo duZnici. Rodili smo se u toj
Skoli, ali jako smo brzo shvatili da ima stvari koje nam se ne Cine
dobrima, a onda smo otkrili uitelje. Mies je poCetni utjecaj, jako
bitan. Kahn takoder. To su totalne arhitekture koje u katalon-
skoj arhitekturi nismo pronalazili u trenutku kad smo zavrsavali
fakultet. Proucavali smo i posjecivali njihove radove, ali ni to
nije dugo potrajalo. Poeli smo se zanimati za umjetnost, s tim
$to nas erudicija ne zanima previse. Volimo nas vitalni projekt.
| u tom procesu pomazemo se raznim stvarima, koje su uvijek
nove. To je nas put. Kada bi nas nesto zanimalo, zadrzali bismo
se neko vrijeme dok ne vidimo $to bismo mogli izvuéi iz toga.
Arhitektura jako brzo prestaje biti vazna za nas. Za deset godina
moZzda nece biti ni temeljna. Ima razli¢itih utjecaja, uocljivih i
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ARANDA — We became aware of the importance of natural-
ness, of feelings, of the importance of reconnecting us humans
with nature’s values. This is the underlying theme of all our
designs. Itisimportant for us to make a person feel as being in
this world again, make them grasp how small they actually are.
ORIS — What is important? Or rather, is that what is impor-
tant related to the design process, for instance, in finding out
how to get rid of unnecessary lines, how to use only those
that are necessary to us? 4 CARME PIGEM — What really
matters to us is, essentially, the tabula rasa of the concept. For
example, the lighthouse. It was the first national competition
in which we participated. When you search the word in a dic-
tionary, it says, a high tower for... We did some research, and
finally realized that lighthouses were points of light. Because,
originally, lighthouses were fires on the shore. The moment we
became aware of it, we started with the most basic concept; it
allows you to create a formalization that is not preconceived.
You can go further and further. When speaking of essential
architecture, it does not refer only to a single aspect. There
are different approaches to a word.

ORIS — Each project is new, and each project has its own
essentiality. Is that correct? 4 CARME PIGEM — Yes, to some
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iznimno vaznih, kao sto je iskustvo koje smo imali u Japanu. |
to nas hrani. Ne zadrzavamo se dugo i ne znamo zasto je tako.
Dode trenutak u kojem zanimanje za nesto padne u drugi plan,
postane sekundarno. To je kontinuirani put.

oRIs — Napredak o kojem govorite opisan je u Vasem eseju
Arhitekti, univerzum, poetika i kreativnost. Govorite o vazno-
stiinovacije. No, u stvaranju novina, morate shvatiti drustvo i
okolinu kako biste dostigli ono bitno. Tako da inovacija dolazi
preko onog esencijalnog. 9 RAFAEL ARANDA — Osvijestili
smo vaznost prirodnosti, osjecaja, kao i vaznost ponovnog
priblizavanja vrijednosti prirode ¢ovjeku. To nam je na umu
kod svih projekata. Nama je bitno da osoba ponovno osjeti
kako se nalazi u ovom svijetu, te koliko je sitna.

ORIS — Sto je ono bitno? Odnosno, je li ono bitno pove-
zano s procesom projektiranja: na primjer, kako se rijesiti
nepotrebnih linija, koristiti samo one koje su nam nuzne?
9 CARME PIGEM — Ono bitno za nas u biti je tabula rasa
koncepta. Uzmimo za primjer svjetionik. Bio je to prvi nacio-
nalni natjecaj na kojem smo radili. Ako trazite rijec u rje¢niku,
nalazite visoki toranj za... Istrazivali smo i na kraju shvatili da
je svjetionik tocka svjetlosti, zato $to su svjetionici nastali kao
vatre na obali. U trenutku kad smo to osvijestili, krenuli smo s
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extent. Itis always something new. 4 RAMON VILALTA — Our
architecture is not a question of either form or function. But
of avital process. Our reality is changing, but the search is still
based on the essential. The most true.

ORIS — We notice that, in terms of resources, there are less
and less intermediaries in your architecture. It is increasingly
interconnected with nature, often completely immersed.
9 RAFAEL ARANDA — We believe that nature has answers to
everything. To be able to feel the night, the day, the dawn...
It provides a person, mentally, with all their dimension. In our
office, we wanted to experience nature as much as possible.
ORIS — Basically, it is about reducing the number of ele-
ments that stand between man and nature. If we see it like
that, does your architecture tend to work with less and less
matter? 4 RAMON VILALTA — If it would be possible for us
to work like that, it would really turn into that in the end.
There would be less and less architecture in scare quotes,
so as to be able to express what man is in relation to the
environment and the universe in general. This is not just
because of our ambition to create great art. But because of
emphasizing this connection. We are slowly learning, and
we are still constructing buildings. I hope the time will come
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najosnovnijim konceptom koji vam omogucuje izradu forma-
lizacije koja nije unaprijed osmisljena. Moze3 i¢i sve dalje. Kada
govorimo o esencijalnoj arhitekuri, ona se ne odnosi samo na
jedan aspekt. Postoje razliciti pristupi rijeci.

ORIS — Svaki je projekt nov i svaki projekt ima vlastitu esen-
cijalnost. Jeli to tocno? 4 CARME PIGEM — Pomalo da. Uvijek
je nesto novo. 4 RAMON VILALTA — Na3a arhitektura nije
pitanje ni forme ni funkcije, nego vitalnog procesa. Nasa se
stvarnost mijenja, ali traganje se uvijek temelji na onom najo-
snovnijem, najistinitijem.

ORIS — Primje¢ujemo da u Va$oj arhitekturi ima sve
manje posrednika po pitanju sredstava. Sve je vise umje-
Stena u prirodu, ¢esto uronjena u potpunosti. 4 RAFAEL
ARANDA — Smatramo da se u prirodi nalazi odgovor na sve.
Modi osjetiti Sto je to no¢, dan, svitanje... to pruZa osobi,
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when we would be in a position to design within different
natural arrangements, in order to be able to live what Rafael
has mentioned earlier.

ORIS — Some critics interpret your work primarily in terms
of dematerialization, for example pointing out your use
of glass. | think they are wrong. Your work with glass uses
transparency or translucency and color for the purpose of
emphasizing its inherent properties as a space describing
material. The same is true of Cor-Ten steel. | think your archi-
tecture is based on materiality. What do you think? 4 CARME
PIGEM — | agree. And | think that the issue of demateri-
alization, as you say, is expressed through materiality that
always appears fragmented, whether through volume or as
thin lines. We try to eliminate barriers. Yes, there is always
that fluidity of space, air, light... The dematerialization can
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mentalno, svu njezinu dimenziju. U nasem studiju htjeli smo
osjetiti prirodu to je najvise moguce.

ORIS — U osnovi se radi o smanjenju broja elemenata
postavljenih izmedu Covjeka i prirode. Ako na to gledamo
tako, Vasa arhitektura tezi raditi sa sve manje materije?
9 RAMON VILALTA — Da smo u mogucnosti, zaista bi se na
koncu pretvorila u to. Bilo bi sve manje arhitekture kako bi se
moglo izraziti sve ono 5to je ¢ovjek u odnosu na okolinu i sve-
mir opcenito. To se ne dogada zbog ambicije stvaranja velike
umjetnosti, nego zbog potenciranja ove veze. Ali u¢imo polako
ijos uvijek gradimo zgrade. Nadam se da ¢e do¢i trenutak kada
¢emo modi projektirati unutar drugacijih prirodnih dispozicija,
kako bismo mogli Zivjeti ono 3to je prije govorio Rafael.

ORIS — Neki kriti¢ari pisu o Vasem radu prvenstveno u
pogledu dematerijalizacije, isticu¢i upotrebu stakla. Mislim
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occur if we fail to define elements as compact or closed.
Yes, our architecture is very material. The thing that would
have more to do with the dematerialization of matter is its
condensation. It is like the universe—a void with a myriad
of tiny and important condensations of matter, such as the
Earth. We strive to achieve that gap with small concentra-
tions of matter that are very present and powerful. For me,
it is not so much about dematerialization, but about the
concentration of matter.

oRIs — Well, if you speak of openness, it is another matter,
as it is about the organization of spatial narratives. Prat told
me that you explored the organization of residential spaces,
trying to redirect life to the exterior as much as possible.
9 RAFAEL ARANDA — We had realized long ago that the con-
nection between the interior and the exterior cannot go over
the plane, but through the volume. That is, there must be a
space of transition which would be precisely that interior-
exterior space. We believe that it is not good for the facade
to have only that element. It must have body, skin. The ability
to create transition. We think of that internal-external con-
nection as space.

ORIS — In these explorations you abandon clear divisions
between the exterior and the interior. In Llagostera, you
designed a cloud of steel which hovers over and around
the observer, testing the limits in architecture. There is no
roof in the conventional sense. Only material accumulated
in the space, which creates blurred architecture. 9 RAFAEL
ARANDA — In a certain way, we wanted to achieve depth,
shadow, the entrance of light. 1 RAMON VILALTA — This
reflection on the interior and the exterior is constant. We
constantly had in mind Barragan’s interpretation of the wall
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da nisu u pravu. Vas rad sa staklom koristi transparentnost,
ili translucenciju i boju u svrhu naglasavanja njegovih inhe-
rentnih svojstava kao materijala koji opisuje prostor. To isto
vrijedi i za Cor-Ten Celik. Smatram da se Vasa arhitektura
temelji na materijalnosti. Sto mislite o tome? 4 CARME
PIGEM — SlaZem se. | smatram da se tema dematerija-
lizacije, kao $to vi govorite, izraZzava putem materijalnosti
koja se uvijek pojavljuje fragmentirano, bilo kroz volumen
ili kao tanke linije. Nastojimo ukloniti prepreke. Da, uvijek
postoji ta fluidnost prostora, zraka, svjetlosti... Demate-
rijalizacija moze uslijediti ukoliko ne definiramo elemente
kao kompaktne ili zatvorene. Da, nasa je arhitektura vrlo
materijalna. Ono 3to bi imalo vise veze s dematerijalizaci-
jom te materije njezina je kondenzacija. To je poput sve-
mira — praznina uz mnostvo sitnih i vaznih kondenzacija
materije, kao 3to je Zemlja. Nastojimo postici tu prazninu
s malenim koncentracijama materije koje su vrlo prisutne i
moéne. Za mene se ne radi toliko o dematerijalizaciji, nego
o koncentraciji materije.
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oRIs — No, ako govorite o otvorenosti, to je druga stvar,
buduéi da se radi o organizaciji prostornih scenarija. Prat
mi je rekao da istraZujete organizaciju stambenih prostora,
nastojeci izmjestiti zivot u izvanjski prostor onoliko koliko je
to moguce. 1 RAFAEL ARANDA — Davno smo shvatili da veza
unutrasnjeg s vanjskim ne moZe ici preko ravnine, nego kroz
volumen. Odnosno, mora postojati prostor tranzicije koji bi
bio upravo taj unutradnje-vanjski prostor. Smatramo da nije
dobro da fasada bude samo element. Mora imati tijelo, koZu;
sposobnost da stvori tranziciju. Razmisljamo o toj unutradnje-
vanjskoj vezi kao o prostoru.

ORIS — Ta istrazivanja napustaju jasne podjele izmedu
vanjskog i unutradnjeg. U Llagosteri ste realizirali oblak
Celika koji lebdi iznad i uokolo promatraca i preispituje gra-
nice u arhitekturi. Nema krova u konvencionalnom smislu,
samo materijal akumuliran u prostoru, koji stvara zamuéenu
(blurred) arhitekturu. 9 RAFAEL ARANDA — Htjeli smo postici
dubinu, sjenu, ulaz svjetlosti na odreden nacin. 9 RAMON

Pocetna je pozicija prilicno jedno-
stavna. Ne govorimo o formama.
Ne razmisljamo vizualno
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in relation to modern glass architecture. We want every-
thing. In relation to the exterior, we want the advantage
which crystal enables, as well as wall protection.

ORIS — The limits are not only physical; they also refer to
the climatic conditions you create. In the projects such as the
Bell-lloc wine cellar, which is under the ground, the question
is where the limits are. There are none. You gradually enter
the space that is internal and external at the same time; inter-
nal which, in some way, even below ground, provides a sense
of the outside to which it subsequently returns. Thus the
immediacy of the exterior in the interior is present even in the
underground projects. 4 RAFAEL ARANDA — We have always
liked to play, to work with all sorts of gradations, whether spa-
tial or material. We like this multiplicity, all these little pieces,
and this versatility that occurs as if by chance. We like texture,
both spatial and material.

ORIS — The wine cellar breathes, and it is not meant as a
metaphor. Literally. These interstices between the plates

The starting position is quite simple.
We do not talk about forms. We do
not think visually

RCR ARQUITECTES, Interview
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VILALTA — To promisljanje o unutrasnjem i vanjskom konstan-

tno je. Stalno smo imali na umu Barraganovo tumacenje zida u
odnosu na modernu arhitekturu stakla. U odnosu s eksterijerom
Zelimo prednost koju pruza kristal, kao i zastitu zida.

ORIS — Granice nisu samo fizi¢ke, odnose se i na klimatske
uvjete koje stvarate. U projektima poput vinskog podruma
Bell-lloc, koji je pod zemljom, pitanje je gdje su granice.
Nema ih. Postupno se ulazi u prostor koji je u isto vrijeme i
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allow for the passage of fresh air to the interior, which helps
to create the atmosphere necessary for the production of
wine. 4 RAFAEL ARANDA — The beauty of the wine cellar
is, for example, in the fact that these concepts communi-
cate with different cultures. We have a client from the Arab
world, who, whenever he comes here, recognizes his cul-
ture, his history. Just imagine how powerful it is. 1 CARME
PIGEM — This brings us back to the question of essential-
ity. To the common basis. 1 RAMON VILALTA — It is, again,
neither about the form nor the language. It is rather about
something that architecture communicates, despite the fact
that it might dress it in another suit, and despite the fact that
we do not know how it will be dressed in the future. But the
essence of that what is communicated will be similar. We
have a critical attitude towards architecture. It progresses
and enriches itself with methods, tools, materials, and types
of clothing. This makes it distinctive when viewed from any
culture.

ORIS — This could be illustrated, | would say, with your
Library and Center for the Elderly projects in Barcelona.
Here the old relationships are changing. A former semi-
private interior of the block has become publicly available,
yet the gradation of space is complex and gradual. 4 CARME
PIGEM — Yes, in the Center for the Elderly there is also a
courtyard which allows the passage of light into the building,
so that this expression can continue. There are many layers.
ORIS — How to work in a context such as the Plaza de
Europa in Barcelona? | was there when the construction
of your building started, but | did not experience a clear
urban planning concept. How do you proceed with respect
to metropolitan circumstances in which the city is a collage
of singular structures? 9 RAFAEL ARANDA — The Plaza de
Europa has been one of the projects with the largest num-
ber of requirements so far. Its stepped form was defined by
urban planning parameters. The materiality of the building
was also given, because it constituted part of the crown,
which, in some way, grouped the vertical elements. Every-
thing was absolutely conditioned. Our task was to find a
concept. Not materiality, not form, because everything was
already there. We tried to create a place where that whole
connection between the internal and the external would be
present. Therefore, the answer was topography. We played
with the depth that we provided to the facade, the propor-
tion that created a shadow, depth. You experience that from
the inside. You feel protected. Nature enters the building. It
is the solution. The concept. 1 CARME PIGEM — Through the
structure that we were to build, very hermetic, with steps
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unutrasnji i vanjski; unutradnji koji, na neki nacin, ¢ak i pod
zemljom, pruza osjecaj izvanjskog kojem se naknadno vraca.
Tako da je neposrednost vanjskog u unutrasnjem prisutna
cak i u podzemnim projektima. 4 RAFAEL ARANDA — Uvijek
smo se voljeli poigravati, raditi sa svim gradacijama, bilo pro-
stornim ili materijalnim. Volimo cijelu tu mnogostrukost, sve
te djelice, tu raznolikost koja se pojavljuje. Volimo teksturu,
kako prostornu tako i materijalnu.

ORIS — Vinski podrum dise, doslovce; to nije metafora. Ti
maleni meduprostori izmedu plo¢a omogucuju prolaz svje-
Zeg zraka u unutrasnjost, sto pomaZe atmosferi nuznoj za
proizvodnju vina. 9 RAFAEL ARANDA — Ljepota je vinskog
podruma, primjerice, u tome da ti koncepti komuniciraju s
razli¢itim kulturama. Imamo klijenta iz arapskog svijeta koji,
kad dolazi ovamo, vidi svoju kulturu, svoju povijest. Zamislite
kako je to mocno. 4 CARME PIGEM — To nas iznova dovodi
do pitanja esencijalnosti. Do zajednicke osnove. 1 RAMON
VILALTA — Opet nije rije¢ ni o formi ni o jeziku, nego o
neemu §to arhitektura prenosi unato¢ tomu $to bismo je
sada mogli obuci u drugo odijelo, kao i unato¢ tomu 3to
ne znamo kako ¢e biti odjevena u buduénosti. Ali, esencija
onoga 3to se prenosi bit ¢e sli¢na. Imamo kritican stav prema
arhitekturi. Ona napreduje i obogacuje se nacinima, alatima,
materijalima i nacinom odijevanja. To je ¢ini prepoznatljivom,
gledano iz bilo koje kulture.

RCR ARQUITECTES, Intervju
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that followed the curvature, we tried to build another struc-
ture that would not be an element that closes, but opens up.
As the form was already given, a form that seemed a little
strange to us, we tried to envisage a structure that would
give the building the form. The form we got was not a form
without a reason, because we do not like forms without a
reason. We were looking for structural logic. What we came
up with was a rib drawing the whole building and defining
the radii that flew toward the square rather than form a
wall. Through that structure, we managed to get rid of the
appearance of the building we did not like at all. We tried to
make the building breathe more. 9 RAFAEL ARANDA — It is
an abstract building. It cannot be removed from the Plaza
de Europa, | dare say. It belongs there. The whole structure
flows into a point which determines the square. It is the
only building that really belongs to that place. Others may
be removed. Not ours.

ORIS — You recently completed the Soulages Museum,
which houses the works of the artist who is strongly associ-
ated with your sensibility. How do you react to this art? Does
itinspire you, or does it perhaps represent a kind of restraint?
9 RAFAEL ARANDA — When we arrived at the location, it was
clear that, in order that we could explain it, the work must
be felt. We imagined a distant landscape; we were located
on a high place in the city. 4 RAMON VILALTA — It frees the
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ORIS — Rekao bih da se isto moze primijeniti na projekte
Biblioteke i Centra za starije osobe u Barceloni gdje se mije-
njaju stari odnosi. Bivsi poluprivatni prostor unutra$njosti
bloka postaje javni, no gradacija prostora sloZena je i postu-
pna. 4 CARME PIGEM — Da, takoder u Centru za starije osobe

v postoji dvoriste koje omogucuje prolaz svjetlosti u zgradu,

tako da se ovaj izraz moZe nastaviti. Ima mnogo slojeva.

ORIS — Kako raditi u kontekstu kao $to je to Trg Europa u
Barceloni? Bio sam tamo kada je izgradnja Vase zgrade zapo-
Cela, ali nisam doZivio jasan urbanisticki koncept. Kako dje-
lujete s obzirom na te metropolitanske okolnosti u kojima je
grad kolaz pojedinacnih objekata? 4 RAFAEL ARANDA — Trg

space, | mean, it does not occupy the park, which can flow. It
helps in structuring the circulation of the town. It is an urban
structure. Even though it is closed, the building is something
alive in itself.

ORIs — | think that the treatment of light was extremely
important. It was necessary to create a specific atmosphere
for these dark paintings. 4 RAMON VILALTA — This was very
important precisely because of Soulages’ paintings. To see
how the light falls on a canvas. It was also one of the first
proposed topics in the competition—the light path. You are
out, under the porch, which softens the light for you. Later you

go inside, and you see the sky again, through the lantern. Like

Europa jedan je od projekata s najvise uvjeta do sada. Stupnje-
vita forma bila je definirana urbanisti¢kim parametrima. Takoder
je bila zadana materijalnost zgrade, jer je sacinjavala dio krune
koja je, na neki nacin, okupljala vertikalne elemente. Sve je bilo
apsolutno uvjetovano. Nas zadatak bio je pronaci koncept. Ne
materijalnost, ne formu, jer je sve ve¢ bilo prisutno. Nastojali
smo stvoriti mjesto gdje bi sva ta veza unutrasnjeg i vanjskog
bila prisutna. Zato je odgovor topografija. Igrali smo se dubi-
nom koju smo omogudili fasadi, proporcijom koja stvara sjenu,
dubinu. To dozivljavas iznutra. Osje¢as se zasti¢enim. Priroda
ulazi u zgradu. To je rjeSenje. Koncept. 9 CARME PIGEM — Kroz
objekt koji smo trebali izgraditi, jako hermetican, sa stepeni-
cama koje su slijedile krivinu, nastojali smo napraviti drugi koji

oris, broj 92, godina 2015.

the rhythm of light that climbs and descends and accompanies
you in different rooms of the museum.

ORIS — | am very much interested in the RCR LAB.A, the
workshop you organize. Why do you do that? Do you feel
some sort of obligation to give your knowledge back to the
community? How much does the energy of your students
feed you? 9 RAMON VILALTA — It is many things at once. The
instinct was to bring people here. It is a moment in which we
can tell stories. We are interested in connecting with differ-
ent people, it really enriches us, and we are also interested
in its realization within the framework of certain humanistic
complexity. Not only architectural, but connecting artists
from different fields of art and culture. And we do not know
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ne bi bio element koji zatvara, nego koji otvara. Kako je forma
ve¢ bila zadana i ¢inila nam se malo ¢udnom, nastojali smo da
struktura bude ta koja ¢e zgradi dati formu. Forma koju smo
dobili nije forma bez razloga, jer nam se ne svidaju forme bez
razloga. TraZili smo strukturnu logiku. Ono $to smo napravili jest
da rebro iscrta cijelu zgradu i definira radijuse koji teku prema
trgu umjesto da tvore zid. Preko strukture smo se uspjeli rije-
$iti tog izgleda objekta koji nam se uopée nije svidao. Nastojali
smo da zgrada vise die. 9 RAFAEL ARANDA — To je apstrak-
tna zgrada, usudujem se rec¢i kako ne mozZe biti uklonjena s
Trga Europa. Tamo je njezino mjesto. Sva struktura ulijeva se
u tocku koja odreduje cijeli trg. To je jedina zgrada koja zaista
pripada tom mjestu. Druge mogu biti uklonjene — nasa ne.
oRIS — Nedavno ste dovrsili muzej Soulages, koji udo-
mljuje radove umjetnika jako povezanog s Vasim seniz-
bilitetom. Kako reagirate na tu umjetnost? Inspirira li Vas
ili moZzda predstavlja neku vrstu ograni¢enja? 4 RAFAEL
ARANDA — Kada smo dosli na lokaciju, bilo nam je jasno kako
se djelo mora osjetiti da bismo ga mogli objasniti. Zamisljali
smo daleki krajolik, bili smo smje3teni na visokom mjestu u
gradu. 4 RAMON VILALTA — Oslobada prostor, odnosno ne
okupira park, koji moZze teci. PomaZze u strukturiranju cirku-
lacije grada. To je urbana struktura. lako je zgrada zatvorena,
ona je po sebi nesto Zivo.

ORIS — Mislim da je tretman svjetla bio iznimno bitan. Bilo
je potrebno stvoriti specifi¢nu atmosferu za te mracne slike.
9 RAMON VILALTA — To je bilo jako bitno upravo zbog Sou-
lagesova slikarstva; vidjeti kako svjetlost pada po platnu. Tako-
der, bila je to jedna od prvih predloZenih tema na natjecaju
— svjetlosni put. Vani si, ispod trijema koji ti ublaZava svjetlost,
kasnije udes i ponovno vidis nebo kroz lanternu. Poput ritma
svjetlosti koja se penje i spusta i prati te po razli¢itim dvora-
nama muzeja.

ORIS — Jako me zanima RCR LAB.A, radionica koju organizi-
rate. Zato to radite? Osjecate li neku vrstu obveze da vratite
vade znanje zajednici? Koliko Vas napaja energija Vasih stu-
denata? 9 RAMON VILALTA — To je mnogo stvari odjednom.
Instinkt je bio dovesti ljude ovamo. To je trenutak u kojem
moZemo pricati price. Zanima nas povezivanje s razli¢itim
ljudima, to nas jako obogacuje, i takoder nas zanima izvedba
toga u okvirima odredene humanisticke sloZenosti. Ne samo
arhitektonske, nego povezivanja umjetnika i razlicitih pod-
ru¢ja umjetnosti i kulture. | ne znamo 3to ce od toga ispasti.
Svake godine je pomalo razli¢ito. To je neto $to se razvija,
nije zatvoreno. To je put koji oznacava bitnu promjenu, a to je
biti vise od 25 godina u potpunosti predan arhitekturi, sklon
otvorenosti, povezivanju i obogacivanju.

RCR ARQUITECTES, Intervju

Osvijestili smo vaznost prirodnosti,
osjecaja, kao i vaznost ponovnog
pribliZavanja vrijednosti prirode
¢ovjeku. To nam je na umu

kod svih projekata

We became aware of the importance
of naturalness, of feelings, of the
importance of reconnecting us
humans with nature’s values. This is
the underlying theme of all designs

what will come out of it. It is a little different every year. It is
something that is evolving, it is not closed. It is a path that

marks a significant change, and that is to be entirely devoted
to architecture for more than 25 years, inclined to openness,
to connecting and enriching.

ORIS — Yes. It is also essential that in the LAB.A, you do pro-
jects that might be built some day? 4 CARME PIGEM — What
we want is, since we are already isolated, to be able to feel

RCR ARQUITECTES, Interview
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ORIS — Da. Takoder je bitno da na LAB.A-u radite projekte
koji se jednog dana mogu izvesti? ¢ CARME PIGEM — Ono §to
Zelimo jest, kad smo vec izolirani, modi osjetiti nasu prisutnost
u gradu. Nesto pridonijeti. Uspostaviti veze. Radi se na grad-
skim projektima, stvarnim projektima. Osmisljavamo gradske
teme da vidimo hoce li se mo¢i za dvije-tri godine napraviti
neka izlozba gdje ¢emo moci pokazati imaginarni Olot. Ne
toliko da se to zaista izvede, nego da otvorimo moguénosti,
promisljanja... ¥ RAMON VILALTA — To je ponajvise iskustvo
u trajanju od mjesec dana. To je vaznije od onoga to se radi i
$to ostaje za nama. 1 CARME PIGEM — Za one koji prisustvuju
radionici, to znaci mjesec dana uranjanja. Ljudi dolaze u Olot
raditi na nekoj studji, vidjeti djela. To je iskustvo. A, za nas, to je

v trenutak kada su vrata grada otvorena. Pozivamo arhitekte koji
nas zanimaju, organiziramo konferencije, razgovore... To nas
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our presence in the town. To contribute something. To
establish connections. We all work on the town projects,
real projects. We devise the town’s themes to see if it is
possible to make an exhibition in two to three years, where
we would be able to show the imaginary Olot. Not so much
to actually build it, but to open up possibilities, considera-
tions... 4 RAMON VILALTA — Above all, it is a month long
experience. It is more important than what is done, and
what remains after us. 4 CARME PIGEM — For those who
attend the workshop, it means a month of immersion. Peo-
ple come to Olot to work on a study, to see the works. It is
an experience. And for us, it is a moment when the town
gate is open. We invite architects who interest us, we organ-
ize conferences, talks... It enriches us at all levels. 4 RAFAEL
ARANDA — Again, it is about creating atmosphere. 4 RAMON
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obogacuje na svim razinama. 4 RAFAEL ARANDA — Opet se
radi o stvaranju atmosfere. 9 RAMON VILALTA — To je ono §to
sam govorio o putu. Na kraju to prenosimo na radionici. Svaka
osoba mora stvarati svoj put, i to je stav prema Zivotu. Nikada
ne prestati biti ono 3to jesi. Razvijas se, osjecas, i u svakom
trenutku radi$ ono sto te privlaci. To je jako tesko, zato 3to je
sustav kojim smo obuhvaceni prekrut da bismo tako Zivjeli. Na
neki smo nacin uspjeli izbje¢i zamku sustava, koliko god smo
to mogli i u svakom trenutku tog vitalnog procesa nastojali
smo biti sposobni re¢i da ovo ili ono moZemo izvesti unutar
ograni¢enja koje nam sustav postavlja. Danas, kada smo presli
pedesetu, jos uvijek nesto mozemo zapoceti, nesto sto nam
se svida — jer ima ljudi koji se u tim godinama osjecaju ogra-
ni¢enima. Za mene je to poput... neke vrste Zelje za slobodom.

RCR ARQUITECTES, Intervju

VILALTA — This is what | meant when | spoke of the path.
In the end, we transfer that in the workshop. Each person
must create their own path; it is an attitude towards life.
Never stop being what you are. You grow, you feel, you do
what interests you at all times. It is very difficult, because
the system we are immersed in is too rigid for us, we do not
want to live like that. In a way, we managed to avoid the trap
of the system, as much as we could. And in every moment
of this vital process, we tried to be able to say that we could
do this or that within the confines the system sets for us.
That still today, when we are past fifty years of age, we can
start something, something we care about—whereas many
people of our age feel limited. For me, it resembles a desire
for freedom.

RCR ARQUITECTES, Interview
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