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structure. One is trying to indicate that these veneered surfaces are not
ctural—hence the scissoring of walls in strategic places.

: Let’s call it a philosophy of the expressed veneer. You express the veneer by
ing it hang in tension or by eroding it, which is a kind of grammar or rule.
« | think when using traditional materials in an untraditional way you have to
¢ explicit that they are applied. Here there’s a kind of abstract slashing and
g which can only mean that these materials and symbols are not as

ntial as they appear.

- Yes, but architects don’t have to tell the truth all the time. There’s still a
ual modernist thing in you that wants to tell the observer the truth.

¢ | wouldn’t deny that.

: You’re quite didactic, like a schoolteacher who is using the scissors method
the ways of disjunction to get in his lesson.

- | dislike equally pasticherie and revivalism and I’'m puritanical enough to

1 1o make it clear that the building, familiar though it may look, is in fact

= in a different way. How can one get back to using traditional materials like
e and brick and stucco in a way that is not false? Because one still wants to
traditional materials for contextual, urban and monumental reasons.

. If we generalize and conclude, there are a series of new rules here which
exciting and stimulating and which push the history of contextualism a stage
ther. This is the most advanced building on that level I know of in the world
very provocative and enjoyable it is. Though, at first glance, one can

rience it as being quite ugly and the tensions and disjunctions as
wrpowering, I wonder what you have to say to those people who will feel that
 doesn’t conform to any of their expectations?

- Well, I think they will have to come back a second time to see how they
“we! about it. It will take a year to settle down. Then I think it’s different way of
“oing things will become familiar and accepted. B
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FOOTNOTES

1) The principle of reflecting indirect daylight into gallery rooms was first
used by us at the Sackler Museum 1979/84 (extension to the Fogg Museum—
Harvard University) where also it was intended to use louvres to balance
daylight across the room. The louvres however were omitted when the differing
effects of morning and afternoon light were observed by the Curators. The
Sackler contains mainly objects (i.e. antique sculpture, large Chinese jades) and
the lighting of them from different directions was, in a teaching museum,
considered an asset. Steensen, Varming and Mulcahy—the services consultants at
the Clore Gallery were involved in transforming the rather elementary scheme
for the Fogg into the sophisticated solution for the Clore, particularly with their
proposals for curved light scoops and the precise calculation of light levels and
the mechanics and controls of the louvring system to achieve a balance of
daylighting. The stepped form of ceilings was also used at the Sackler, though
here they did not integrate the artificial lighting as do the soffits at the Clore.
2) I think Mr. Turner would like his galleries at the Clore and understand
why are not a replica of his dark and overcrowded studio. He would appreciate
that today’s viewers are younger and more informal and would prefer galleries
that are lighter and less claustrophobic—hopefully like his later paintings, more
spatial, atmospheric and open. B
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